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Preface to the English Edition
What is creative writing? Creative writing is a form of imaginative mental activity that finds its expression through the written word. It follows universal principles of creativity and expression, realizing its social value through cultural and creative industries and enterprises, thereby contributing to the construction of a “cultural nation” and a “creative nation”. With the inclusion of “Chinese Creative Writing” as a secondary discipline under Chinese Language and Literature by the Academic Degrees Committee of the State Council and the Ministry of Education of China in January 2024, the global discipline of creative writing now benefits from the participation of Chinese creative writing studies. This marks the beginning of a major reform and transformation, ushering in a new ecosystem. The global family of creative writing disciplines has become more complete with the inclusion of Chinese creative writing studies. However, development brings both opportunities and challenges. One such challenge is the construction of a basic theoretical system for the discipline and the formation of an international consensus and recognized institutional structures.
Practitioners in the field of Chinese creative writing studies need to contend with erroneous views and narrow-minded opinions such as “adding ‘creative’ before ‘writing’ is not only redundant but also goes against the purpose of writing... ‘Writing’ has a bright future, but ‘creative writing’ has a bleak outlook” and “creative writing is writing with creativity, invention, and innovation; it is a practical field that doesn’t require a separate theoretical and ideological system”. They must work to change the outdated and parochial views of traditional Chinese language and literature disciplines, promoting their transformation and reform.
Similarly, the global discipline of creative writing also needs to repeatedly reaffirm its fundamental concepts and principles. The aforementioned misunderstandings exist in the international creative writing community as well. The birth and development of creative writing as an academic discipline have never been free from related debates.
The concept of “creative writing” is not merely “creative literature, innovative literature, or inventive literature”—this is a narrow understanding of creative writing from a purely literary perspective. It ignores the ontological stance of creative writing that prioritizes creativity over writing, and overlooks the discipline’s goal of cultivating “creative individuals” rather than merely imparting writing “techniques” (technical writing education). If the practice of creative writing as a discipline primarily refers to educational and teaching practices, then in this respect, creative writing aims to subvert the traditional literary discipline's goal of transmitting humanistic knowledge. Instead of aiming to cultivate inheritors, it seeks to nurture creative individuals. This represents a reinterpretation of human essence (transforming from recipients of tradition to creators of creativity) and a reconsideration of the nature of literary education. It not only replaces literary knowledge with writing ability as the primary goal of literary education but fundamentally changes the humanities' understanding of human nature (creative practice as fundamental human practice). As a realized form of modern writing studies, it is a true study of humanity— where everyone can write, not just writing for everyone. It is truly people-oriented writing.
We must contend with these diminishing and narrow understandings, reaffirm the concept of creative writing, and elucidate the three fundamental principles based on this concept. Creative writing follows three principles: (1) creative activity of individual spirit, (2) creativity and expression have patterns, and (3) reliance on the support of creative industries and institutional mechanisms, contributing to the construction of a cultural nation and creative nation through the cultivation of creative individuals and original manuscripts.
Since its inception in the 1920s, the century-long development of creative writing as a discipline in Europe and America has been constrained by its self-positioning as a “practical discipline”, failing to develop a complete theoretical system in the traditional sense. Since the 1990s, there has been some progress in exploring disciplinary history and teaching theories. However, there remains a significant lack of systematic logical exploration of the discipline's developmental history at the philosophical level, rational contemplation at the level of disciplinary philosophy, and systematic theoretical thinking and comprehensive disciplinary theoretical achievements. Among these, the study of fundamental principles is the most significant deficiency. On the one hand, research into the discipline's basic principles forms the cornerstone of disciplinary theory—without such research, there can be no disciplinary theory to speak of. On the other hand, the study of fundamental principles also serves as the basic guide for disciplinary practice—without a thorough grasp of these, disciplinary practice lacks a foundation.
Starting from the redefinition of the “concept of creative writing” based on creative ontology, this book attempts to understand the fundamental principles of creative writing studies from three perspectives:
First, creative writing activity is a form of creative mental activity, distinct from simple labor or physical labor. It cannot be measured by physical diligence, but only by original creative ability.
Second, creative writing activity follows the principle of creative expression. The ability in creative writing is manifested in the creator establishing simple yet precise rules of creativity and expression for themselves, rigorously executing these rules, and through these rules, diffusing unlimited creativity and expressive power.
Third, creative writing is an activity that everyone can engage in, with everyone possessing the potential for creative writing. However, the realization of this potential requires the support of educational training and industrial and institutional systems. The outcomes of creative writing also need to be realized within cultural and creative industries and enterprises, becoming a new force in the development of the creative economy and an important power in building a creative nation.
These three principles of creative writing studies are interrelated and mutually reinforcing, collectively forming the basic theoretical framework of creative writing studies.
Principle One emphasizes that creative writing activity is a creative mental activity, measured by original creative ability, laying the foundation for the entire field of creative writing studies. Only by clearly understanding that the essence of creative writing is creative mental activity can we better comprehend the following two principles. If creative writing were equated with simple labor or physical labor (technical writing activities), its unique value and significance would be unrecognizable. This adheres to the fundamental idea of writing studies based on creative ontology that prioritizes creativity.
Principle Two points out that creative writing activity follows the principle of creative expression, where creators exercise their creativity and expressive power by establishing rules for themselves and strictly following them. This principle further elaborates on the specific realization of creative writing based on Principle One. Creative mental activity needs to be expressed through certain methods and principles, and establishing and executing rules is an important way to achieve creative expression.
Principle Three states that creative writing is an activity that everyone can engage in, and the realization of potential requires the support of educational training and industrial and institutional systems. This principle expands creative writing from an exclusive domain of a few to the mass level, while also emphasizing the importance of external conditions in developing creative writing potential.
Principles One and Two elucidate the essence and laws of creative mental activity (principles and methods of creative expression), while Principle Three discusses the realization and conditions of creative mental activity. Only when everyone has the opportunity to participate in creative writing and receive appropriate support can its value be truly realized.
It truly upholds the people-oriented writing concept that everyone can write. It uses creative narrative and lyrical generation theory as the creative method, creative reading from a writer’s perspective as the learning approach, the transmission of writers’ experiences and theorists' teaching of creative and writing laws as the educational content, and workshop teaching as the practical form of instruction. In higher education, it is an educational and practical discipline that engages with social life through ideological and industrial-economic functions, shaping national character and cultural identity, and constructing a sense of national community. Creative writing is both an important indicator and a result of humanity’s transition from agricultural, industrial, and service economies to a creative economy. In the present era, the development of science, technology, and culture has provided rich resources and pathway choices for the inheritance and mutual learning of creative writing at human, national, and individual levels. For creative writing, education and training are necessary both for inheriting historical and others’ creative experiences, and for researching and developing humanity’s historical creative experiences.
Human experiences in creative writing need to be summarized through research and then regenerated through innovation. Creativity not only needs to be inherited but also needs to be recreated second and third times. Creativity needs to be constantly created anew, with each era requiring new creativity.
The above constitutes the basic ontological and epistemological framework of creative writing in this book, as well as the discourse system for studying internal and external laws.
Furthermore, based on the above understanding, this book proposes methodological discussions on creative narrative and creative lyricism. This is a detailed understanding and practical implementation of the second principle of creative writing: “creativity and expression have laws”. Both creativity and expression follow certain rules. Based on these rules, we can form basic plans and methods for creation and creative teaching. This is the fundamental concept behind the discipline’s belief that “writing can be taught”, and the principle that “everyone can write, but writing needs training”. The author believes that there is a generative-transformational grammar phenomenon in the acquisition and generation of human language. Following this line of thought, it is possible to form a generative creative narratology and lyrical studies, focusing on composition and emphasizing the rationality of narrative and lyrical expression at the textual level, revealing the deep generative principles of human storytelling and lyrical expression. On this basis, the book forms its own methodological discourse on teaching, learning, and creating in creative writing studies. The (second) principle of creative writing studies that “everyone can write” and “creativity has rules, writing can be taught” has already pointed the way. It takes the summarizability and learnability of narrative creative principles and writing principles as its creed, using them as research goals and teaching and creative support. This approach is determined by the basic concepts and principles of the discipline, a point that academia must not overlook and must not confuse creative writing studies with traditional writing studies in this regard.
Based on the basic concepts and principles of creative writing studies, we can understand the goals, content, and even the fundamental methods of constructing creative writing studies. However, to implement these into disciplinary construction and turn them into action, we need to institutionalize the development of the discipline. In fact, creative writing as a discipline has a century-long history, and although it has formed its own disciplinary methodological traditions and systematic educational experiences, its institutionalization has not been completed due to weak foundational theory. This institutionalization naturally cannot completely follow the old path of traditional literary disciplines. After all, creative writing was born to oppose the academization, scholasticism, and classicization of traditional disciplinary institutions. The author believes that the formation of new institutions should adhere to creative ontology, aiming to cultivate “creative individuals” with writing skills, guided by the needs of building a creative nation. Under the guidance of the three major principles of creativity, expression, and industrial-institutional support, and the two major methodologies of creative narrative and lyricism, the curriculum content should adhere to the principle of creative thinking cultivation and creative method training as the foundation, the teaching of expression and writing laws and skills as the medium, and training in creative industry and career employment ability as important content. It should seamlessly combine knowledge transfer and ability cultivation, learning and employment, on-campus teaching and off-campus practice. The construction of creative writing disciplines in various countries should also adhere to linguistic and national characteristics, properly handling various contradictory relationships in dimensions such as “ancient/modern”, “local/global”, and “theory/practice”.
The development and reform of contemporary creative writing as a discipline is a long and arduous task. It requires the creation of new theories and paradigms, and needs to fully consider the national and linguistic experiences of the global dissemination of creative writing. Here, the author wants to emphasize that without the guidance and reflection of systematic disciplinary theory, these tasks cannot be accomplished. Writers, learners, and researchers in the field of creative writing studies need to pay full attention to the study and research of fundamental theories.
This book was translated under the leadership of Prof. Zhang Xinling, a renowned Chinese translator and Vice Dean of the School of Foreign Languages at Shanghai University. It was proofread by Janelle Adsit, a creative writing studies theorist and associate professor at Cal Poly Humboldt. This book is a crucial outcome of the major national social science research project on creative writing in China.
I would like to express my sincere gratitude to all translators who contributed to this book’s translation. Special thanks go to Liang Muling of Hong Kong Metropolitan University and Zhang Jingjing of Higher Education Press, who actively facilitated the publication of the English version. I also extend my appreciation to Zhang Xinling, Fan Tianyu, Guan Chang, and Li Li, whose meticulous translation work significantly enriched the English edition. Finally, heartfelt thanks are due to the editorial team and staff responsible for the English version—Alex Westcott Campbell, Prasanth Anandan, and Katrin Petermann. Their professional expertise and dedication were indispensable to bringing this English translation to fruition.

Ge Hongbing
Shanghai, China
October 12, 2024
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Abstract
Creative writing has come into being in the West for a century. Due to the deviation in understanding the nature of discipline, the status quo of creative writing worldwide is that it only has its own disciplinary history, but no recognized authoritative disciplinary theory. Perhaps this is the task left to Chinese scholars by the development of creative writing in the world.
Creative writing in China began with the “academic theory mechanism” of opposing “discourse generating discourse” within traditional Chinese disciplines, and the discipline hierarchy system of “historical discourse being higher than realistic discourse, theoretical discourse being higher than practical discourse”, showing the characteristics of laying particular stress on practice and neglecting the construction of discipline theory.
Creative writing should take the cultivation and realization of human's originality with language as the medium for the logical starting point of the discipline, analyze the essence and characteristics of human originality as well as the possible originality and the realized originality of human from “the repression of civilization on the originality of human”, study the problem of human's originality liberation from the perspective of “human liberation” and “human development”, and demonstrate the originality vision of “everyone can create” and “everyone can write” so as to promote the creative writing education and industrial practice.
In China, the creative writing discipline has developed over a decade. From translating and introducing scholarship from Britain and America to seeking theoretical and practical resources in Chinese history and reality for its formation and development, and from gradually promoting the industry vision by integrating itself with the corresponding marketplace to further mixing itself with public cultural services for making the community’s original culture, creative writing in China has undergone a process from nothing to existence, from introduction to innovation, from connecting with education to industrial endeavors. As the author stated at the inception of the Global Conference of Chinese Creative Writing, it is “an industrial conference for staff in cultural and creative industries, professional writers, and writing educators globally”. It aims to “promote the cultivation of talents, nurture the works, enhance the international influence, connect practitioners with creative industry, and public cultural services, as well as advance research and development in the discipline and education”. Creative writing was initially conceived as a discipline intended to foster creative thinking. It utilizes writing as an expression approach, caters to the creative industry, and cultivates talents for creation and services. From this perspective, it consciously holds a more defined practical position and societal role awareness than its early beginnings in Europe and America. However, this does not imply that the discipline did not face setbacks during its development or will not encounter problems in the future. The fact may be just the opposite.
1 Issues in the Localization of the Creative Writing Discipline in China
The initiation of establishing creative writing as a formal discipline in China has witnessed remarkable advancements. What initially started as an experiment in several universities has evolved into a discipline jointly embraced by nearly 200 institutions. Beneath its vibrant exterior lies something potentially more concerning: creative writing is shifting from being a revolutionary opponent of traditional Chinese education to becoming a “collaborator in another direction”. In the past, it opposed the “academic mechanism” created by internal literary theory discourse within Chinese language subjects and the “history-constrained mechanism” entrenched in literary history that lacked a voice in the present reality. It opposed the detachment from creative practice and the mismatch with students’ competency and demands. At its birth, creative writing opposed a discourse hierarchy entrenched within the traditional Chinese disciplinary framework, within which historical discourse held precedence over contemporary discourse, and theoretical discourse outweighed practical discourse. Courses on ancient literary history lasted several times longer than those on the contemporary, while classes on literary theory were significantly lengthier than those focused on creative practice. In certain institutions, creative practice courses were eliminated. Bourdieu argued, “The sociology of education is a chapter of the sociology of knowledge and power, not a negligible sector…. In fact, it enables us to understand the mechanisms aimed at reproducing social structures and mental structures. As these mechanisms are connected in origin and structure to the aforementioned objective structures, this leads to a false assumption of their truth and, therefore, an acceptance of their legitimacy”.1 The traditional Chinese educational system transformed academic distinction into a hierarchy of academic discourse and social status among professors. Consequently, the legitimization of this social status distinction among professors (writing teachers historically held a low status within the traditional Chinese teaching system, positioned at the bottom of the Chinese disciplinary discourse hierarchy; creative writing had no core journals and lacked professorial positions) perpetuated the existing social relationships within the Chinese discipline. This continued reinforcement of the disciplinary capital inequality was a form of self-strengthening rather than eliminating the unequal status quo.
Initially, to dismantle these unequal relationships, another system was established, relying more on external forces from the cultural and creative industries to position itself as a “field of practice”. To emphasize its distinction from the traditional Chinese disciplinary system, it even denied being a part of the Chinese disciplinary system, resisting being “assimilated” and “theorized”, rejecting meta-theoretical research on creative writing. To maintain its identity as a revolutionary force, “the Other”, challenging the norm, creative writing redefined itself as a teacher-student relationship. It even considered the teacher to have no authority in the classroom. Teachers were regarded as merely organizers of slightly more experienced creative writing activities. It defined its course format as a new kind of “workshop”, in which teachers were expected to collaborate on projects with students and to assist but not “instruct” them in an authoritarian manner. In class, teachers are not merely delivering the knowledge but are required to engage in collaborative and practical activities with students. Upholding this belief, creative writing emphasizes that the writers need to teach. So, it introduces many writer-type teachers, thereby transforming creative writing into an experiential legacy passed down from master to apprentice. At the first annual conference organized by the Global Association of Chinese Creative Writing (GACCW), these ideas converged into a consensus and were released in the form of a manifesto stating: “With the development of China’s cultural and creative industries and the public cultural sector, creative writing has become the foundational force of cultural and creative industries and endeavors”. Although the conference advocated “establishing creative writing disciplines in universities” and “reforming Chinese higher education teaching mechanisms to establish creative writing discipline with Chinese characteristics for cultivating professionals with modern consciousness in creative industries and core practitioners with ability to create”, it was evident that it considered this “discipline” to be practical. It sought to train students differently from before, not as literary historians, literary critics, or language educators, but as foundational practitioners in the creative industries. It demanded that “the creative writing discipline strengthen its connection with cultural industries and promote the socialization of creative writing”. Hence, the developers regarded it as a “field of practice”.
The belief also extended to the second conference. In the meeting summary, our summarizer expressed that in the future, efforts will be intensified in areas such as reports on works by Chinese writers, publication of member achievements, and coordination with creative writing and publishing. Simultaneously, there will be a focus on enhancing training programs for young Chinese, providing opportunities for them to engage with international masters, and participating in workshops alongside these masters. The goal is to transform the conference into a multifaceted platform for the exchange of experiences in original manuscript creation, the presentation of works by renowned authors, the integration of creative industry transformation, and the coexistence of various levels of training. Participants emphasized the need for society to pay more attention to the industry. They called upon the government and businesses to prioritize the preservation and enhancement of cultural originality. Additionally, there was a plea to attract and organize cultural and creative talents to assess economic development and investment environments, offer suggestions for local development, and encourage world-class Chinese creative masters and professional writers to use local legends and scenery for creations. The aim was to elevate the quality and impact of original works and promote project proposals for the creation of works based on local themes. It was during this conference that the creative writing discipline welcomed influential figures from various sectors, including writers, and business leaders. The participation of Shanghai Xuanting Entertainment Information Technology Co., Ltd, contributes to the integration of creative writing and industry. In that year, in addition to hosting high-level symposiums, with the support of the Shanghai Cultural Development Foundation, we initiated the Chinese Creative Writing Week. Simultaneously, we organized events such as book launches and seminars, aiming to “establish a self-organized platform for the Chinese creative writing community, develop a globally recognized cultural brand, enhance the originality of the global Chinese cultural and creative industry, and cultivate original works and talents”. Looking back today, the aspirations for social recognition and the integration of creative writing into broader social life still hold substantial value. Despite the undeniable fact that the discipline is accepted within the educational realm, the Ministry of Education has yet to recognize it as an independent discipline. Consequently, the instructors face challenges with their discipline not being acknowledged, encountering difficulties in applying for research topics without disciplinary standards, and lacking a foothold in core academic journals. While creative writing has gained acceptance, it still has a long way to go before achieving widespread societal recognition. The field has much work to do to demonstrate its potential contribution to industry and public cultural service. It needs to transcend the confines of campuses and classrooms to prove its prospects in industry and its significance in China’s innovation strategy. As China transitions from a producer and service-oriented nation to an innovation-driven country, a new innovation strategy is imperative. Besides technological innovation, cultural and creative innovations shall also be prioritized as a core factor for productivity development, and creative writing, as a foundational discipline, should receive increased attention and acknowledgment.
However, is the demand for the discipline to directly engage with society, and connect with it to become a specific “field of practice”, which nurtures works, promotes their publication and adaptation, directly facilitates collaborations between writers and businesses, organizes creative activities for industries and initiatives, to prove its own status and value, advancing too quickly or deviating from its intended path?2
Looking back at the initial calls at the birth of the creative writing discipline, there was a call upon the need for it to venture beyond the confines of campuses, integrate with contemporary life and the creative industries, enhance the practicality of traditional Chinese disciplines, and foster both foundational literacy and vocational skills of the students. These were timely and forward-thinking. Over the years, the emergence of this discipline in Chinese universities has become an undeniable reality, transforming from experimental explorations in some institutions into comprehensive reforms in Chinese education across numerous colleges. Yet, it must be acknowledged that the understanding of the discipline’s positioning has undergone a process, and its theoretical exploration has gradually developed. The third Global Conference of Chinese Creative Writing made constructing the educational high ground of Chinese creative writing its theme, discussing issues of research and promotion of teaching methods. This conference pleasantly welcomed numerous high school and primary school teachers alongside representatives from over two hundred universities, signifying that creative writing has evolved from an experiment confined to a few universities to a significant initiative involving hundreds of educational institutions. Creative writing is not merely an exploration confined to universities but is also gradually penetrating into secondary and primary education. It prioritizes creativity and considers writing as the fundamental means of achieving creativity. Consequently, it has advocated that everyone can write, and writing can be taught to a broader field, further propelling creative education into a more extensive social domain. It is noteworthy that the third conference also expressed concerns about the rapid expansion of the discipline. In the concluding remarks, the presenter stated, “Our fundamental theoretical research, basic practical experiments; our evaluation of creative writing abilities, potential stimulation, genre writing methods, research on the relationship between creative writing and industries and cultural public projects, and more, are just beginning. Particularly, the formation of the methodology for creative writing education and teaching has not yet departed from the phase of learning from overseas. Even our learning from overseas is insufficient, and our localization research is even more inadequate. At this point, the excessive growth of the discipline is causing concerns”.
The theme of the third conference was relatively narrow, focusing on the research of creative writing textbooks and pedagogies. The conference engaged in intense discussions during the thematic speech and roundtable meeting phases. The dedicated sessions to demonstrate creative writing classes and discuss teaching methods were also organized. The author holds that the third conference was primarily about the pedagogy, marking the discipline’s departure from “seeking birth and acknowledgment of birth” to “self-awareness and even introspection”.

2 Disciplinary Legitimacy and Fundamental Theoretical Challenges
The discipline of creative writing has been a subject of continuous questioning since its emergence in the United States. Many internal theoretical issues remain unresolved, and a comprehensive consensus within the discipline has yet to be formed. In China, the discipline of creative writing faces similar challenges. It emerged from a struggle against literary non-industrialists, creative non-industrialists and those who oppose creative writing as a discipline, which has posed unique difficulties for its development. Its unique history has led it to demonstrate a one-sided approach when addressing these issues at its inception, resulting in its particular challenges. However, the discipline of creative writing can’t avoid these issues. It must confront its internal theoretical dilemmas. Firstly, it needs to clarify the theoretical nature, practical attributes, and the contradictory relationship between them. This is crucial for establishing the discipline’s foundation. Secondly, there is an inherent contradiction in cultivating talent for the discipline. It needs to strike a balance between teaching common creative traits and addressing individual creative needs, which determines the value of the discipline’s existence. Thirdly, the discipline’s foundation needs to be elucidated, whether it is built on the contradiction between creative thinking (creative and critical thinking) and writing skills, which is essential for the discipline’s development. Fourthly, there is a contradiction between the industry-driven market spirit and the elitist spirit that caters to individual creators. This poses a challenge in determining the values and goals of the discipline.
What does the discipline of creative writing focus on? What is its logical foundation, progression, and culmination? How does ontology, epistemology, and methodology of the discipline unfold? To explore these questions, we need to delve into the fundamental principles of the discipline of creative writing, its historical development, strategies of sinicization of creative writing discipline in China, international disciplines of creative writing, and creative writing education.
Some scholars argue that since composition studies already exist, there is no need to establish a separate discipline for creative writing. They believe that creative writing cannot be integrated into the Chinese disciplinary system as an independent field of study. While it is true that composition studies have historically been included in disciplinary catalogs and can encompass creative writing, creative writing studies, as a comprehensive and coherent scientific system, has its internal logical structure. It is an integrated system with various interconnected aspects, revealing the nature of writing and writing activities within the context of the creative industry. Traditional writing studies, which originated outside of the creative industry, are unable to achieve this level of comprehensiveness and thus cannot encompass creative writing. The understanding of the essence of writing differs between the two disciplines. Creative writing studies understand writing as an industry, a profession, and a mode of thinking, while traditional writing studies view writing as personal language and rhetorical skills. Therefore, the establishment of the creative writing discipline is justified based on the objective basis and practical foundation of the creative industry. In the debate over the status of traditional writing studies and creative writing studies, the author even argues that the conclusion should be the opposite: creative writing studies should encompass traditional writing studies, rather than the other way around. We should not be confined by tradition and the status quo, but instead, base our decisions on the realities and prospects. Of course, regardless of the argument, the establishment of the creative writing discipline will undoubtedly bring new challenges and difficulties to the existing discipline of Chinese language and literature. Creative writing studies serve as an important guide to the principles and rules of the creative industry (or, more specifically, the literary industry) as a vital pillar industry in the nation. It is also a sub-discipline (narrowly defined as creative writing studies) that encompasses significant field of practice in industries. Research and dissemination in this field must align with national industrial policies and embody a creative national perspective. Broadly defined creative writing is often associated with advertising, film and television, literary creation, and community-based literary services. However, the scope and content of research in these broad areas are overly vast, and significant theoretical innovations and breakthroughs are often shaped by government policies (such as licensing policies for digital publishing in the literary industry). Therefore, the academic community should seek a narrower understanding of creative writing and establish the creative writing discipline in a more specific sense.
The concept of “creative writing” generally encompasses several dimensions of meaning: firstly, it refers to the personal practice of expressing creativity through writing; secondly, it includes industrial practices at the national level, which involve the pursuit of individual or collective creative ideas through industrial activities and their outcomes; thirdly, it involves social-level practices of providing public services; and finally, it touches upon the underlying ideas that guide these practices and serve as the theoretical foundation for establishing and developing a new creative (writing) industry and profession. It is both personal and societal, an industry and a profession, a reflection of personal spiritual aspirations and a source of consumption and entertainment in the secular society. From the author’s perspective, “creative writing” primarily refers to a theoretical system of thought. The emergence of “scientific studies of creative writing” is a response to “traditional writing studies”, building upon the foundation of the creative industry, particularly the literary creative industry. It should be regarded as a field of study that requires in-depth exploration. The concept of “creative writing” should not be generalized, but rather narrowed down to its original research scope, which encompasses the personal aspect of writing and the socialized practices of creativity, thereby forming a structured theoretical framework.
In the past decade, the field of creative writing studies has transformed from nil to a prominent discipline. It possesses its distinct research subjects, disciplinary orientation, fundamental categories, and theoretical framework. Since the third Global Conference of Chinese Creative Writing, the issue of “Sinicization” of creative writing studies in China has emerged. In essence, the theoretical system of Chinese creative writing studies is a combination of international principles and the specific characteristics of literary creative writing in China’s cultural context and contemporary era. It aims to study the global experiences and principles of writing as the basis for identifying historical patterns and exploring future trends in creative writing. It provides a comprehensive theory that offers guidance for creative writing practices and serves as an industry-oriented academic discipline that integrates with the Chinese characteristics of literature. Its various theoretical challenges and contradictions should be addressed on this basis: ① we believe that creative writing studies, in a narrow sense, should have a solid theoretical foundation. Although the discipline is highly practice oriented, its theoretical nature is indispensable. Especially in response to current social needs, conscious theoretical positioning is even more important than practical exploration. ② Creative writing studies aim to explore the common principles of the discipline, giving priority to scientific inquiry. While every act of creation is individualized, the creative process and the mechanisms that generate creativity are universal. The study of creative writing should not focus solely on individual cases and personal characteristics. Instead, it should examine personal creations as representative samples of universal patterns. Creative writing studies do not disregard individuality but rather nurture it and emphasize that the development and laws of creative individuality have common foundations. ③ Based on universality in the analysis of human creative thinking, creative writing studies should avoid mystifying the subject. It firmly believes that the scientific laws of creative thinking can be understood. The discovery of these laws provides direct guidance and practical assistance in developing creative techniques. ④ Creative writing studies should strongly reject the notion of diminishing industrial functions and exclusively championing the spiritual aspects of individual literary creation and imaginative writing. Industrialization does not inherently strip literary creative works of their spiritual qualities. Conversely, works with spiritual depth can still be effectively industrialized. It also emphasizes the importance of studying literary creative works within the national creative mechanisms and public cultural service systems. A singular focus on lofty detachment of individual spirituality runs counter to the essence of an academic discipline. Only research that considers the contextualized universality of creative writing has disciplinary significance.
Creative writing studies are more than just relying on experience; it cannot solely be considered an experiential discipline. Instead, it should be regarded as a scientific field. Research in creative writing studies needs to focus on fundamental principles, such as the idea that “Everyone can be an author, but the writing ability needs to be nurtured”. It should aim to construct a logical and coherent theoretical discourse system, while also delving into other countries’ experiences, and ensuring that these experiences are seen from a historical perspective. By doing so, the discipline can establish its own narrative in the historical context, strengthen its awareness of issues within the Chinese context, and develop a unique Chinese school of thought. Additionally, it’s crucial to place emphasis on research in educational practices and teaching methods. Only through this comprehensive approach can the discipline draw nourishment from history, learn from practical experiences in the ever-changing Chinese society, overcome theoretical contradictions through continuous exploration, and ultimately find a legitimate and sustainable path for its development.

3 The Construction of Creative Writing: The Way of Creation and Application
Workshop teaching is on the rise in the field of creative writing. The third and fourth Global Conferences of Chinese Creative Writing have special sessions for thematic discussions and educational and teaching experiments, and both conferences have set up discussion units for creative writing workshop teaching. Many colleges and universities require teachers to bring real projects into the classroom, and even require students to complete their assignments directly on online literary creation platforms. This kind of class training is conducive to students seeking ways to apply their creative writing skills, combining the learning of creative writing and its application, and connecting the class with the industry; it makes it clear that teachers not only teach students basic literacy but also cultivate their vocational skills. This is revolutionary to the teaching of traditional Chinese language and literature education. However, is such a class a high standard or a low standard for the discipline of creative writing? If creative writing is regarded as a field of practice rather than a discipline, such an educational and teaching strategy should be a high standard. However, creative writing is not a study of experience, nor is it a study of vocational training, and the way of creation and application cannot be equated completely. There is still a lot more to be done for creative writing besides the way of application.
Creative writing is one of the fields that provide basic support for the practice of cultural creativity and innovation, which is as important as scientific and technological invention and innovation, in the process of building China into a creative nation. Creative writing studies is a comprehensive theoretical discipline of humanities and social sciences, with creative writing as its research field. However, this does not mean that creative writing studies naturally has its own research “object”. How to stipulate the research object? The author advocates that the research object of creative writing studies should be the formation and realization of rules of human language-mediated originality under the current conditions of productivity and cultural development. Especially, it is necessary to conduct in-depth research on the activities and development patterns of creative writing under the system of cultural and creative industries and undertakings with Chinese characteristics. The rules of human language-mediated originality under the current conditions of productivity and cultural development are both the logical starting point and the logical endpoint of the creative writing research, and only such an object can become the research object of a discipline.
Why is that? In fact, the fundamental goal of all humanities and social sciences is the emancipation of human beings. The humanities and social sciences are all people oriented, overcoming the alienation of human beings and aiming at achieving the ideal state of free and comprehensive development of human beings. However, each discipline has its own unique object, which regulates the existence of the discipline, its basic categories, basic principles and important theories, and by virtue of which a disciplinary system with a high degree of historical and logical unity can be constructed. For a discipline, its logical starting point should be “the most direct and basic unit that constitutes the research object”. Its connotation runs through the whole process of theoretical development, and its scope contributes to the formation of a complete theoretical system of the discipline. The author advocates taking “the formation and realization rules of human language-mediated originality” as the logical starting point of creative writing discipline because it implies the study of “civilization’s suppression of human originality”, and analyzes the nature and characteristics of human originality, the possible originality and actual originality of human beings; it studies contemporary culture, especially the contradictions between educational culture and industrial culture, in the perspective of “human liberation” and “human development”, researches the issue of liberation of human originality and the possible ways and methods of transforming the possible originality of human beings into the actual originality, argues for a scenario of human originality in which “everyone can create” and “everyone can write”, and ultimately realizes the goal of “free and holistic development of human originality” during the process of comprehensively constructing the creative writing education and creative industries of Chinese specialties.
Creative writing studies have their own ontology, ideas, and systems. Therefore, in terms of disciplinary methodology, it is incorrect to unilaterally oppose deduction or principles of disciplinary theory and derivation. Creative writing studies identifies the “essence” of human creativity, endorsing principles such as “everyone can create”, “everyone can write”, and “writing can be taught”. Through defining creativity, writing, and creative writing, the discipline enriches and clarifies its basic category system. It studies various aspects of originality in creative writing and discusses pathways for fostering and realizing originality, and points out the possibility of “the formation and realization of human language-mediated originality”. It is of fundamental significance. It is also a due responsibility for the disciplinary construction that carrying out systematic theoretical deduction allows its ontology to flourish and form a theoretical framework of the discipline. In terms of the methodology, creative writing studies should not turn into psychology, pedagogy, or its related disciplines, nor should it devolve into traditional rhetoric-centered writing, behavior management, or other subfields. Although it does not oppose drawing from the theories and methods of other disciplines, the methodology should naturally include an inductive method from bottom-up. However, as evident from the above analysis, it should never limit itself solely to the empirical induction, not to mention the induction of traditional human “writing” experience. Instead, it should consciously elevate itself to the theoretical height of “the realization of human originality”. Similarly, creative writing studies should also have its own epistemological system. The author has noticed that some doctoral dissertations in recent years have made breakthroughs in the epistemology of creative writing studies by introducing concepts such as “spirituality”, which breaks through the limitations of mechanical mimetic theory and the traditional vague and mystical insights about “inspiration”. We should not dismiss these dissertations because they have a certain tendency of “spiritualism”; on the contrary, we should recognize their exploration.
Regrettably, although creative writing study has been established in the West for more than a century, creative writing studies worldwide lacks a recognized authoritative disciplinary theoretical system due to persistent misconceptions about the nature of this discipline. Perhaps this is the task left to Chinese scholars by the developing global creative writing studies.
[Reflective Questions]
	How do you recognize the theoretical and practical aspects of the creative writing discipline and their relationship?

	What are the grounded theoretical challenges of the creative writing discipline?






Footnotes
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Abstract
The discipline of Creative Writing was born in the United States and then diffused to Canada, the UK, Ireland, Australia, and other countries. Currently, research on creative writing has become a hot area, and some scholars have called for the construction of creative writing research disciplines. This chapter sorts out the current situation of creative writing from the perspectives of its nature and disciplinary positioning, history, basic theory and methodology, and classified writing. By comparing with the research of Chinese scholars, it evaluates the research of creative writing in English-speaking countries. Finally, this chapter proposes the future research directions of creative writing in China, including clarifying the nature of the discipline, strengthening theoretical research, deepening classified and segmented writing research, establishing methodological awareness, and promoting the localization process.
In 1936, the University of Iowa in the United States officially initiated the “Creative Writing Program” and established the first Master of Fine Arts (MFA) in Creative Writing globally, marking the formal birth of the creative writing discipline. Subsequently, numerous universities established creative writing disciplines. “Currently, there are over 800 creative writing classes and more than 150 creative writing programs offering Master of Fine Arts degrees in the United States, with over 30 qualifying for a doctoral degree”.1 Due to its geographical proximity to the United States, Canadian writer Earle Birney established the first creative writing department at the University of British Columbia in 1965. This marked the inception of Canada’s first Creative Writing program. In 1970, British author and critic Malcolm Bradbury founded the first Master of Fine Arts (MFA) in creative writing at the University of East Anglia in the UK. By 2006, there were 140 undergraduate, 70 master’s, and 20 doctoral creative writing programs in the UK. Trinity College Dublin in Ireland began offering a Master of Philosophy (MPhil) in Irish Writing in 1989 and established the first Master of Philosophy in English Creative Writing in 1998. In Australia, the University of Melbourne was the first to offer various forms of creative writing courses. Wallace Crabbe introduced the first creative writing course at the University of Melbourne in 1981.
In 1990, the University of Technology Sydney authorized the first Master’s degree in Creative Writing, subsequently expanding creative writing into undergraduate courses. This delineates the rise and dissemination of the creative writing discipline.
The influence of the creative writing discipline has been steadily growing in English-speaking countries, leading to the emergence of significant research in creative writing. From the 1990s to the present day, a plethora of outstanding works has surfaced. These include The Program Era: Postwar Fiction and the Rise of Creative Writing by American scholar Mark McGurl, The Elephants Teach: Creative Writing Since 1880 by British scholar D.G. Myers, Creative Writing and the New Humanities by Australian scholar Paul Dawson, and Imagination in the Classroom: Teaching and Learning Creative Writing in Ireland by Irish scholar Eilis, among others. In recent years, a collection of important doctoral theses has also emerged, such as Establishing Creative Writing Studies as an Academic Discipline and the Rise of Creative Writing and the New Value of Creativity. Simultaneously, the UK has produced internationally influential specialized journals in creative writing, such as New Writing: The International Journal for the Practice and Theory of Creative Writing. These publications, including specialized journals, have accelerated creative writing studies. Through a review of literature, it is evident that within various fields such as the essence of creative writing, disciplinary positioning, and disciplinary history, creative writing studies within English-speaking countries have exhibited diverse characteristics.
1 Research on the Essence of Creative Writing and the Positioning of the Creative Writing Discipline
The first perspective posits that creative writing emphasizes creativity, novelty, and uniqueness in writing. In the book The Elephants Teach: Creative Writing Since 1880, the author suggests that Emerson was among the earliest to introduce the concept of “creative writing”. Emerson interpreted “creative” as synonymous with originality or something that cannot be imitated. Rob Pope, in Creativity: Theory, History, Practice, expresses the view that “creativity is extraordinary, primordial, fitting, complete, interventionist, collaborative, unconscious, gendered, and regenerative”. Renowned Australian scholar Paul Dawson asserts in his influential work Creative Writing and the New Humanities that creative writing primarily embodies creativity in all forms of writing. Dorothea Brande, an American author, in her influential book Becoming a Writer, suggests that writers are individuals with a higher degree of creativity than ordinary people.
The second perspective is that creative writing is essentially literary writing, or at least, literary writing constitutes its main subject. Mark McGurl, in The Program Era: Postwar Fiction and the Rise of Creative Writing, regards creative writing as a crucial part of “postwar American literature”, promoting contemporary American literary writing such as memoir writing, ethnic writing, and feminist writing, among others. In the book What is Creative Writing? Allen Tate states, “Creative writing, while being a ‘revolutionary’ in academic English literature, finds its refuge in universities and English departments, which serve as the main shelter for literature”. Creative writing is seen as a “revolutionary” in the context of literary studies within academia rather than a revolutionary force in English literary writing. On the contrary, English departments provide a sanctuary for creative writing.
The third perspective believes that all writing is essentially creative writing. This is currently the most radical viewpoint, and it is held by a significant number of individuals. Do academic papers lack creativity? Do official documents lack creativity? In the article Why All Writing is Creative Writing, David McVey asserts, “This study indicates that all writing, from published electric drill manuals to the most profound poetry, utilizes linguistic materials, experience, knowledge, textual resources, and the thoughts and imaginations of the author to bring about previously non-existing entities in the world. In other words, all writing is creative writing”. This perspective eliminates the distinction between creative writing and ordinary writing, reflecting mainstream academia’s skepticism toward creative writing. The differences between creativity and ordinary thought are unclear and not easily quantifiable. However, the notion that ordinary thoughts (each person being unique) are also considered creative thoughts clearly might not be accepted by most people; thus, an electric drill manual, for instance, may not be considered a product of creative writing.
Chen Xiaohui from Northwest University, in his paper A Speculation on the Localization of Creative Writing Discipline in China, states, “In my view, the most prominent characteristics of creative writing are threefold: creativity, practicality, and commerciality”.2 Practicality and commerciality are both based on creativity, which is the primary element. However, some scholars, represented by Wang Anyi from Fudan University, tend to regard creative writing as literary writing. Wang Anyi believes that through learning and experiencing writing, students can better comprehend literary works and enhance their literary competence. The conception of creative writing as literary creation is a compromise between traditional and emerging disciplines. “‘Creative writing’ is an umbrella term for all creative writing. In order to emphasize its ‘creative’ connotation and distinguish it from the essence of traditional writing, I prefer to define creative writing as a creative activity in which humans engage in writing as a form of activity, and the work produced is the ultimate result”.3 J. Hillis Miller, in On Literature, has already revealed significant changes in the present mode of literary existence. Particularly in recent years, the rapid development of new media has brought about rapid and radical changes in writing methods and textual forms. Creative writing that emphasizes the characteristic of “creativity” can adapt to the development trend of new media. However, creative writing in the form of novels or scripts, due to the completeness of their stories and the grandeur of their layouts, still possesses greater aesthetic depth and emotional appeal compared to fragmented creative writing styles such as advertising, planning, or gaming. Nevertheless, the connotation of creative writing should transcend traditional literary writing, which is a reasonable assertion.
1.1 Research on the Positioning of Creative Writing Discipline
Jordan-Baker in The Philosophy of Creative Writing stated, “Schools offering creative writing programs adhere to two main philosophies: Integrationism and Monarchism. The latter tends to view it as an independent discipline, while the former sees it more as an extension of humanities”. This indicates that there are at least two different approaches abroad to positioning the creative writing discipline.
The first approach considers creative writing as an integral part of the humanities. Jordan-Baker remarked, “One can be termed as ‘Integrationists’, emphasizing that creative writing should be connected with other disciplines such as literature, structuralism, and media studies. This is because it can share or borrow knowledge, technical terms, and intellectual skills from these fields, contrary to Dawson’s view of an inherent conflict between writers and critics regarding the essence of literature”. This perspective suggests that isolating creative writing from literary studies could hinder its development.
The second approach regards creative writing as an independent discipline. In contrast to the “Integrationists”, the “Monarchists” insist on separating the discipline of creative writing to gain an autonomous status. This view tends to perceive creation and research as two fundamentally different forms of thinking. William Dick advocated that the creative writing discipline should be independent from English departments, oriented toward and operated by writers. Paul Dawson also stated, “Though enhancing appreciation might be a by-product of workshop writing, it’s not a sustainable reason for the existence of the creative writing discipline. If creative writing isn’t aimed at nurturing writers but rather fostering literary passion and humanistic appreciation, some would argue that this falls under the domain of literary theory, leading creative writing to compete with English literature”. This viewpoint mainly underscores the opposition between creative writing and literary studies.
These two positions have explored the academicization of creative writing. However, there is skepticism among some scholars about the suitability of the scientific research paradigm for creative writing. They believed that creative writing should not be studied but rather experienced and practiced. For instance, scholars like Paul Dawson argued that creative writing, as a humanistic education, should completely dissociate from traditional academic English departments.
From the functional perspective of the creative writing discipline, a third viewpoint emerges: creative writing education is fundamentally about teaching writing. David Morley said, “One of the objectives of the academic discipline of creative writing is to demystify writing rather than deliberately complexifying it”. He also strongly held that writing can be taught. “When students studying creative writing possess certain talent and take it as their vocation, I believe creative writing can be effectively taught. If teachers are willing to shape students’ talents and guide them on the path of writing, and the students are eager to this shaping and guidance, then creative writing could be considered as a teachable craft”. Creative writing teaches literary writing as well as skills like copywriting. It not only nurtures writers but also cultivates cultural and creative professionals.
Therefore, creative writing education should not be viewed solely as an extension of literary education, nor should the discipline of creative writing become subservient to literary research disciplines. It should, at least, be equal to literary research disciplines. If higher education in literature can only cultivate critics, appreciators, and literary theorists but fails to bring writers and creators of literary works, then the persuasive power of such education will be limited.


2 Research on the History of Creative Writing
Today, creative writing has evolved into a discipline with over a hundred years of history and more than twenty subcategories, encompassing a comprehensive degree system. The study of creative writing history mainly focuses on three aspects: first, the emergence of creative writing, which refers to the period before the birth of the first creative writing program; second, the development of creative writing, tracing its history since the inception of the first program. The research on the above two aspects primarily concentrates on the history of creative writing in the United States. The third aspect of creative writing historical research focuses on its rapid development in regions such as the Americas, Europe, Oceania, and Asia. This includes studies on the reception and development history of creative writing in these regions, as well as research on the internationalization, localization, and future trends of creative writing.
2.1 The Emergence History of Creative Writing
The most representative work in the research on the emergence of creative writing is The Elephants Teach: Creative Writing Since 1880. This book traces the journey of creative writing from its inception to its formalization as a discipline through a developmental lens. It focuses on the early interactions of creative writing with linguistics, philology, and English literature, eventually leading to its mainstream status. At that time, language and science were considered the hallmark of philology, which meant conducting literary research under the guise of linguistic science. However, the scientific approach severely hindered the development of literary thought, sparking a debate between literature and linguistics/philology. Emerson, the debate initiator, proposed the central theme in his 1837 lecture titled The American Scholar: “To substitute for the philology a more imaginative or creative literary education”. This indicated that academic philological research was in opposition to literary creation and creative activities. This debate then continued for nearly a century.
The second major debate occurred between creative writing and English literature (research), where the latter primarily centered on literary studies rather than literary creation. In 1869, 35-year-old Charles W. Eliot (Fig. 1) was appointed president of Harvard University. Dissatisfied with the dominant position of the English language system, he initiated the first course in literary writing and was also known as America’s first full-time English writing instructor. In the last twenty-five years of the nineteenth century, having abandoned Structuralism ideals, Harvard University explicitly stated that the optimal ending of literary research is the beginning of literary creation. This move eventually contributed to the crucial experiment in the reform of humanities at the University of Iowa more than half a century later. In 1936, the first creative writing program in the United States was finally established.[image: A black and white photograph of an older person sitting in a wooden chair, facing left. The person is wearing a formal suit and glasses, with a calm expression. The background is plain and dark, highlighting the subject.]
Fig. 1Charles W. Eliot


The book The Elephants Teach: Creative Writing since 1880 reveals that within the higher education system of English-speaking countries, linguistics and literary research successively dominated the English departments. The advent of creative writing was not instantaneous but underwent two critical debates before its concepts were gradually accepted. Reflecting on these two pivotal debates facilitates a better understanding of the essence of creative writing.

2.2 The Development History of Creative Writing
The Program Era: Postwar Fiction and the Rise of Creative Writing, the most important book of creative writing develop history, mainly discusses the close relationship between creative writing since its formal academic establishment in 1936 and post-war American literature. The creative writing discipline, while flourishing American literary creation, also played a vital role in addressing a series of major social issues in the United States, including post-war psychological trauma recovery, the Civil Rights Movement, the feminist movement, multi-ethnic integration, national image construction, and cultural value exportation. In Understanding Iowa: Flannery O’Connor, B.A., M.F.A., Mark McGurl stated: “The 1960s has witnessed post-war American literary creation reach an unprecedented peak with significant transformations in American higher education. This is largely attributed to the rise and development of the American creative writing program, which has shaped the nation’s literary creation environment. Represented by the University of Iowa, the widespread presence of creative writing workshops showcased a new trend in literary education. In the meantime, the system formed by creative writing injected revolutionary value into the entire humanities education mechanism that transcended history”.4
Creative writing has propelled the prosperity of American literature, and to this day, the United States continues to export its values to the world through cultural products such as literature and films. The development of creative writing reveals the prosperity of American literature and the cultural industry is inextricably linked to the creative writing discipline.

2.3 The International Reception History of Creative Writing
The research on the international reception history of creative writing encompasses the internationalization and localization of creative writing in various countries. Although disciplines of creative writing in Europe and Oceania developed later than in the United States, they still had a history of several decades. In Creative Writing and the New Humanities, Paul Dawson focused on the development of creative writing in Australia from a global educational perspective. David Morley, the director of the creative writing program at the University of Warwick, traced the construction history of this discipline in the UK in his book The Cambridge Introduction to Creative Writing. Furthermore, Gregory J. Light and Steve May discussed the development of creative writing in the UK from perspectives of development (“from the UnitedStates to the UK”) and transformation (“from individual to public”). The relationship between Irish creative writing and that of the UK and the United States can be described as a “passing down” process, first from the United States to the UK, and then from the UK to Ireland. The book Imagination in the Classroom: Teaching and Learning Creative Writing in Ireland represents a comprehensive study of the Irish creative writing discipline, where the author Éilís noted, “The pivotal period for the formal establishment of Creative Writing workshops in Ireland was in the 1970s. 1971 marked a milestone. In June of that year, the first ‘Listower’ writer’s week was held”. Later, in 1998, Trinity College Dublin established the first Master of Philosophy in English Creative Writing. Éilís also pointed out that Ireland’s middle-generation writers were not students of the American “program era”; most graduated from creative writing programs at British universities, whereas the new generation of writers largely graduated from Irish universities’ creative writing programs.
Studies on the reception history of creative writing in various countries not only observe the universality of this course but also focus on the transition from universal concepts to local characteristics. Australia, as an emerging country that considers the creative industry as a pillar industry, tends to favor a more industrialized approach to creative writing. On the other hand, countries like the UK and Ireland, with solid academic foundations, still lean toward integrating creative writing with academic research. Most of their programs offer MA degrees rather than MFA degrees, requiring students to submit both literary works and papers. At the same time, Irish creative writing also pays special attention to the inheritance and expression of its own Celtic culture. Indeed, the Master of Philosophy in Creative Writing in Ireland is a product of blending creative writing concepts from the UK with the local realities.


3 Research on the Basic Theories of Creative Writing
3.1 Research on Writing Principles and Methodology
The study of writing principles is the fundamental aspect of creative writing. A notable work in this field is Jerry Cleaver’s Immediate Fiction: A Complete Writing Course, which highlights five key elements in novel writing: conflict, action, resolution, emotion, and showing. Cleaver emphasizes that conflict is the driving force behind a novel. James Scott Bell, in Elements of Fiction Writing: Conflict & Suspense, shares a similar perspective, considering conflict as the essential element of a story. The book extensively analyzes the foundation, structure, and perspectives of conflicts and suggests some strategies for portraying conflicts, such as internal conflict, dialogue conflict, thematic conflict, and stylistic conflict. Suspense enhances the narrative momentum, and strategies for creating suspense include dialogue, scene, stylistic, and instant suspense. Larry Brooks, in Story Engineering: Mastering the 6 Core Competencies of Successful Writing, introduces four foundational skills (concept, character, theme, and structure) and two practical skills (scene construction and style). Robert McKee, in Story: Substance, Structure, Style, and the Principles of Screenwriting, primarily analyzes the principles of creating film and TV stories, redefining the meaning of stories. McKee emphasizes the fundamental nature of narrative arcs and their irreversibility. Apart from writing guides published by China Renmin University Press, several other noteworthy books exist. For instance, the Chinese translation of Anne Lamott’s Bird by Bird: Some Instructions on Writing and Life, published by the Commercial Press, breaks writing down into short sections, akin to “bird by bird”, accumulating and eventually forming longer works, reminiscent of the spectacle of “birds flocking together”. Through the examination of these materials, we discover that there are discernible principles in writing. For novelists, it is crucial to grasp a series of fundamental writing elements, including conflict, suspense, scene, and style, to properly evaluate their work and continually improve their writing skills.
The research of writing methodology is flourishing, and China Renmin University Press has translated a series of writing guidebooks from the American Writer’s Digest series. Broadly speaking, these books can be considered as research in this field. Compared to traditional literary theories, they may appear to lack scholarly rigor, but they exceed general author conversations in terms of theoretical considerations and have undergone certain theoretical refinement. This “authorial theory” is, in essence, the distillation of writers’ experiences and cannot be judged by the standards of traditional literary theories. In fact, this “authorial theory” has proven to be effective and is widely accepted.

3.2 Research on Creative Principles and Methodology
Research on creative principles and methodology includes the study of creativity and techniques for stimulating creative potential. Based on years of experience in creative writing, Professor Jack Heffron from Northwestern University in the United States has compiled The Writer’s Idea Book, which aims to inspire writers’ creativity. In this book, Heffron employs various special approaches, such as free writing and clustering, to guide students in exploring their deep selves and life experiences to realize creative writing. Clustering refers to a device for generating creativity by breaking down linear thinking and accessing the right hemisphere of the brain. Instead of using logical, causal, or hierarchical relationships, you draw circles. The creativity flows into your mind, and you jot it down with a word or sentence, encircling and radiating them by connecting keywords.5 In fact, from a psychological standpoint, this “clustering” method is a form of “mind mapping”.
Currently, there is limited research in the field of unleashing creative writing potential, and there is a need for its expansion. For instance, Taiwanese theater maestro Lai Shengchuan (Fig. 2) has summarized his creative experiences in his work Lai Shengchuan’s Creative Space. In this book, he discusses the application of Zen spirit, Zen methods, meditation, vipassana meditation, and other practices in the realm of creative writing, aiming to discover and enhance one’s creativity. This exploration holds profound significance.[image: A grayscale photo of a person with glasses, smiling and resting their chin on their hand. The individual has medium-length hair and is wearing a long-sleeved shirt. The background is plain, emphasizing the subject's expression and relaxed pose.]
Fig. 2Lai Shengchuan



3.3 Research on Creative Writing Teaching Principles and Pedagogy
The workshop teaching method is the most mainstream model in creative writing instruction abroad. The term “workshop” carries strong technological connotations, initially bringing to mind a machine workshop, and setting it apart from more leisurely forms such as “study” or “salon”. This emphasizes its technological orientation. The workshop organizational format originated from the University of Iowa. Typically, it revolves around an experienced presenter in a particular field, accompanied by one or two teaching assistants. In groups of 10 to 20 individuals, under the guidance of the presenter, various methods such as discussions are employed to collectively explore a specific topic and engage in creative writing.6
Dianne Donnelly’s edited collection, Does the Writing Workshop Still Work? (New Writing Viewpoints), explores the latest advancements in workshop research. New Writing is an esteemed international journal in the field of creative writing, and New Writing Viewpoints serves as a special issue that periodically addresses relevant topics. This anthology, New Writing Viewpoints: Does the Writing Workshop Still Work?, is a collection comprising 16 articles, organized into four main themes: internal workshop models, encouraging conflicts, non-normative workshops, and repositioning new models for workshops. The book comprehensively analyzes the significance of workshops, their forms, and new approaches to workshops. In Anna Leahy’s article, Teaching as a Creative Act: Why Does the Workshop Work in Creative Writing Classes? she states, “The underlying principles of creative writing is theories and practices distilled from teaching experiences. Therefore, amateur workshops may exist, and free discussions may take place, but it is best to have a deeper understanding of the writing process behind the theory and practice. It is a methodology”. She also points out, “If creative writing instructors define the workshop solely as a new type of classroom – like editing peer works in a course rather than as a teaching style – then they will not absorb the energy of the workshop, an energy that transcends academic curriculum and encourages significant student growth”. However, there are also individuals who raise concerns about workshops. In Paul Perry’s book, Beyond the Workshop: Creative Writing Theory and Practice, he argues that while workshops are beneficial for fostering collaborative ideas, they may not conducive to nurturing the individual qualities at the core of a writer’s achievement.
This indicates that a creative writing workshop is more than just a small interest group or a teaching classroom. It is led and orchestrated by experts who have a profound understanding of the principles of creative writing and possess a mastery of methodology. A workshop is a complex field that involves equal discourse during discussions, organized processes, the integration of different viewpoints, and the creation of a relaxed and free atmosphere. The harsh criticism of workshops is that they suppress the individuality of writers. Many people believe that writing is a personal act and that others can only disrupt and influence an individual’s writing inspiration. However, in reality, workshops do not negate individuality but encourage the compensation of deficiencies within the collective by embracing diverse personalities.
The “process writing method” is a primary pedagogical approach that runs through the practice of workshops. One example is written in Kate Grenville’s book, Writing from Start to Finish: A Six-Step Guide, which employs the process teaching method. These six steps involve generating ideas, selecting, outlining, writing, revising, and publishing. Xu Daojun suggests that the “process writing method” in English creative writing generally involves five stages: prewriting, drafting, revising, editing, and publishing. He has his unique interpretation of this method: “Creative writing is not merely a combination of language, paragraphs, discourse, skills, and rhetoric. It encompasses the entire process of generating ideas, conceiving, writing, and revising, extending the writing activity to the neglected or undervalued upstream stages in traditional writing activities. In the downstream stages of writing and revising, ideas continue to be generated and modified. Revision is a cycle of students to conduct creative activity, writing activity, and cognitive activity. In other words, writing is, in essence, rewriting”.7

In the past, writing instruction often neglected the upstream and downstream stages, while the process writing method reconciles all stages. The starting point of the process writing method is practice. It is only through the various stages of writing practice that various issues can arise. Each individual may encounter different problems, and the issues may vary across different stages or steps. The fundamental pragmatic attitude of the process writing method lies in the discovery and resolution of problems during the practice.


4 Research on Multitype and Genre Writing
4.1 Research on Multitype Writing
The current prevalent classification of creative writing internationally includes fiction, non-fiction, and poetry. Most MFA programs are divided into these three categories. The first category, fiction writing research, is exemplified by works such as Now Write! Fiction Exercises from Today’s Best Writers and Teachers by Sherry Ellis. The author advocates for finding materials from senses and memories, enhancing narrative techniques through perspectives, points of view, and psychological descriptions, and ultimately elevating the level of fiction through increased conflicts and dramatic elements. Another notable work is Writing Fiction: A Guide to Narrative Craft by Janet Burroway. The book provides comprehensive guidance on fiction writing, covering aspects of the writing process by showing instead of telling, such as character personalities, novel settings and timelines, form and plot, perspectives, and rewriting.
The second is non-fiction writing research. Sherry’s book provides methodological approaches based on in-depth research of creative writing masters, including top biographers, journalists, and non-fiction novelists. The author emphasizes the importance for non-fiction writers to focus on the authenticity of events. Material that helps capture authenticity includes photographs, illustrations, memories, memoirs, and diaries. By understanding the motivations of the characters, the writer portrays them vividly and distinctively, ultimately completing the whole creation. Another notable work is Storycraft: The Complete Guide to Writing Narrative Nonfiction by Jack Hart. Hart believes that a compelling story is pieced together by the writer and the editor, which is distanced from a specific reality. The creators not only need to understand the abstract principles of storytelling but also know how to use them flexibly. The source is not so important. When studying cases, the location is far less significant than narration itself.8 Hart explores the essentials of narration, including structure, perspective, voice and style, character, setting, action, dialogue, theme, and ethical standards. Another representative work is Writing Creative Nonfiction: The Literature of Reality by Harper Collins.
The third one is poetry writing studies. A representative work is Fiona Sampson’s Poetry Writing: The Expert Guide. In this book, the author points out the human potential from multiple aspects, including poetic personality, creative disobedience, five senses, and so on. Then he analyzes the technical factors, including metaphor and similarity, shaping and transformation, clarification, prosody and non-prosody, high and low, and quoting famous lines. Finally, he also mentions the questions regarding the revision and translation of poetry, ideal reader, and narrative language. This guidebook covers poetry writing and the cultivation of poetic personality. Another book, Poetry in the Making: A Handbook for Writing and Teaching, contains the issue of poetry teaching.
There is much research on the three main categories of MFA courses, which seem to be very similar as fiction, non-fiction, and poetry are interlinked. But if we study these works carefully, we will find that every writer will incorporate their unique experience into such works. Each writer understands the perspective, metaphor, and conflicts from different angles, which provides various possibilities for writing. If conflict patterns or perspectives are all of the same routine, then creative writing really becomes mechanical replication, training someone to write instead of to create. Therefore, it is precisely the author’s unique experience projected on these terms that reactivates these terms and endows them with new meanings.

4.2 Genre Writing Studies
Based on the classification of creative writing, many styles can be distinguished based on their central theme and approach; we can refer to these genres as “Genre Writing”. These include historical novel writing, with the representative work being Writing Historical Fiction; science fiction writing, represented by The Road to Science Fiction; travel writing, represented by Issues in Travel Writing; writing for different age groups, including How to Write for Children, How to Write for Teenagers, and Children, Swriters, Yearbook; TV comedy writing (also known as sitcom), represented by The craft of Writing TV Comedies; and broadcasting writing, represented by Writing and Producing Radio Dreams. It also includes romantic novel writing, horror novel writing, animal writing, food writing, etc. There are also some that are difficult to classify, such as visual writing, represented by Writing as a Visual Art; and life writing, represented by Living Narrative: Creating Lives in Everyday Story Telling. There is more detailed script dialogue writing, with the representative work being Writing Dialogue for Scripts—Effective Dialogue for Film, TV, Radio and Stage. Relevant to all of the genres listed above, there are also guides that support writers in considering representation; The Guide of Non-sexist writing for writers, Editors and Speakers is one example.
One of the manifestations of the Western highly disciplinary creative writing is the increasing attention to detail in the research on Genre Writing, and even specialized “sub-genres” and hybrid genres have been found. Genre writing is a requirement for literary typology and a result of knowledge differentiation. Nowadays, knowledge differentiation is becoming increasingly severe, and pure literary expertise is no longer sufficient to meet the needs of literary creation. It is necessary to conduct research on other professional fields. From this point of view, every genre writing is research oriented. In fact, the research on genre novels in China is more similar to that abroad. Shanghai University Press has published a series of novel typology and genre novel research books, including historical novels, bureaucratic novels, detective novels, etc. However, research on domestic genre novels is based on criticism and appreciation, and can yet be considered as theoretical research on novel creation.


5 Other Creative Writing Studies
In addition to the research above, creative writing studies abroad also look into new media, communities, and creative writing research methods, etc.
5.1 Studies of the Relationship Between Creative Writing and New Media
Baron Dennis’s A Better Pencil: Readers, Writers, and the Digital Revolution is typical in the field. In the book, the author analyzes the advantages and disadvantages of writing online. The advantage is that one’s own unique space can be constructed, while the dark side is that once people start writing online, they can choose to be or not to be themselves by reinventing or re-playing their roles. Obviously, Baron is worried about the living conditions of those writing online. However, Meadows Daniel, in his book Digital Story Telling: Research-Based Practice in New Media, defines the identity of the digital storyteller in another way. He believes that digital storytellers confirm their identity in storytelling, in the community, and as an individual, and escape from the dominant illusion created by mass media. He also believes that new media provides a new way for journalists, script writing and visual skills. Indeed, the huge illusion created by mass media blinds the facts, and creative writing can escape this illusion by personally participating in the creation of digital stories, because they understand the ins and outs of these stories, thus understanding their living situation more clearly.

5.2 Studies of the Relationship Between Creative Writing and the Community
Hal Blythe, in his article The Writing Communities: A New Model for the Creative Writing Classroom, asserts that “Community writing offers numerous benefits. Students can not only learn from experts but also be so close to their examples. This approach allows writing apprentices to choose precisely what they want to learn from certified attending physicians and carpenters. Experts across diverse fields, including writers, can come together to build relationships, and agents and editors can also network, enabling them to offer students a more immediate interpersonal experience”. Community writing encourages students to go out of the classroom and immerse themselves in richer life experiences. Another noteworthy tome is MFA Vs NYC: The Two Cultures of American Fiction, which delves into the writing ethos and culture at the “New York Writers Center” (NYC). The defining characteristic of this culture is community-centric nature, contrasting sharply with the college-based model. The utility of creative writing’s entry into the community is bidirectional, contrary to the common perception that it’s solely about chronicling the lives of the elderly or offering spiritual solace. In fact, by collecting stories in the community, creative writing students broaden their life experiences, enrich their writing materials, and shift their writing mindset. Moreover, the instant interpersonal relationship provided by the community facilitates author’s ability to connect and disseminate their works within the real-world sphere.

5.3 Studies of Creative Writing Research Methods
In recent years, some scholars have called for constructing creative writing studies as an academic discipline, and the representative research results are concentrated in the doctoral dissertation Establishing Creative Writing Studies as an Academic Discipline by Dianne Donnelly of the University of South Florida in 2009, which was published by New Writing Viewpoints in 2011. In the introduction of the monograph, she says: “I am committed to promoting creative writing studies. As an academic subject, creative writing studies explores the challenges encountered by creative writing teaching method. It not only supports but also welcomes intelligential analysis, which may lead to new theories”. She also points out the focus and value of this discipline: “It focuses on our understanding of teaching method practice, which may affect our teaching strategies and classroom vitality, as well as the more value we may provide for academic schools, our professionalism and our diverse student groups”.
As a branch of creative writing, creative writing studies also need a new methodology, which gives birth to the study of creative writing study methods, indicating that this discipline has deepened again. The representative work is Research Methods in Creative Writing compiled by Jeri Kroll and Graeme Harper. In this collection, the researchers put forward the overall construction of a research model for creative writing, the construction of a research model for the writing process, the construction of a research model for teaching, and the establishment of creative writing labs. It is out of date to study creative writing only by studying experience in literature, and creative writing studies need a conscious methodology.
The above is a review of creative writing studies in English-speaking countries. Creative writing studies abroad have developed a sub-discipline—creative writing studies. However, compared with foreign countries, creative writing in China is just emerging in both practice and research. Future research on China’s creative writing should adhere to the following directions:
First, clarify creative writing and its discipline essence. In English-speaking countries, creative writing studies have been regarded as an independent art discipline besides natural science and social science. However, creative writing is still not given the academic status it deserves. Chinese scholars should understand its essence and connotation from its history in English-speaking countries.
Second, consolidate basic theoretical research. The research on the basic rules and methods of writing and creativity is not solid enough, and there are no influential creative writing textbooks in China at present. At the same time, the research on the basic teaching form of workshops is not deep enough. How to give full play to its cooperative effect, how to encourage communication between individuals, and how to control the output of results are still promising areas of inquiry.
Third, deepen the research on genre and multitype creative writing. The current creative writing studies in China are still limited to macro fiction and non-fiction creative writing studies, with very little research on poetry writing, let alone genre fiction writing studies. In the development of the creative writing discipline in China, universities will definitely develop relevant genre writing courses based on their own writer resources and regional characteristics in the future. Therefore, genre writing studies are also imperative.
Fourth, establish the methodological consciousness for researching creative writing. Establish this methodological consciousness as early as possible, step out of the thinking of literary research, consider constructing a writing process research model and teaching research model, and plan to build creative writing laboratories.
Fifth, promote the localization of creative writing. Creative writing discipline originated in the United States and evolved in countries such as the UK and Ireland, Australia and New Zealand, making it truly “imported”. The sinicization of creative writing still faces the transformation of writing medium, cultural tradition and system and mechanism, which need to be re-examined. However, it is an essential job to sort out the creative writing experiences of English-speaking countries. From 1936 to 2020, English-speaking countries have over 80 years of experience in creative writing. If we humbly draw on their core concepts and experiences, it may accelerate the research and practice of sinicization and localization in creative writing.


6 Iowa: A Case Study of the Creation and Development of Creative Writing Discipline
The development history of creative writing at the University of Iowa can be traced back to the mid-nineteenth century. The Department of English at the University of Iowa was established in 1861, and in 1897, a course called “Verse Making” was offered. In 1922, Carl Seashore of the graduate school proposed that students submit creative works to obtain degrees, making the University of Iowa the first university in the United States to begin accepting applications for degrees in creative projects. These writing courses and teaching philosophies constitute a phased preparation for the development of creative writing at the University of Iowa.
In 1936, the English Department of the University of Iowa established the first MFA degree in creative writing in the United States. From 1936 to 2020, after more than 80 years of development, the University of Iowa has formed a complete and dynamic creative writing education system, cultivating a large number of writing talents with originality and playing an important role in promoting Iowa’s cultural prosperity and globally engaged creative development.
6.1 The Historical Track of Creative Writing at the University of Iowa
In the spring of 1897, George Cram Cook offered the writing course “Poetic Writing”, which can be regarded as one of the origins of creative writing at the University of Iowa. It also laid the groundwork for the submission of works by graduate students at the University of Iowa in the 1920s as a qualification to obtain degrees. In the 1920s, with the publication of Hughes Mearns’ work Creative Youth in 1925, just like American scholar D.G. Myers put it, “It was not called creative writing until Mearns called it creative writing. And then it was rarely called anything else”. In this context, creative writing began to be gradually accepted within the education system, and it was at this time that the University of Iowa began to attempt to allow original works to be submitted for degrees.
The teaching methods and concepts of creative writing truly took shape and approached today’s form at the University of Iowa following the arrival of Norman Foerster. In 1930, Foerster was appointed as the director of the Faculty of Arts. Inspired by progressivist education in the United States, he initiated a literary education experiment. Foerster advocated for students to possess both literary criticism and creative writing abilities and encouraged them to embrace humanistic education. Driven by him, creative writing, as a subject, has captured increasing attention. According to David Fenza’s research, “Foerster’s graduate school for the first time included the basic elements of creative writing today: courses aimed at obtaining a graduate degree, seminars on works, studying literature as an art, and taking creative works as papers”.
Influenced by Norman Foerster, creative writing was first accepted in the 1930s as academic credit in higher education institutions at the University of Iowa. This transition from the poetry writing course offered by this university in 1897 to the creative writing course being recognized for academic credit signified an important step in the integration of creative writing into the higher education system. Since Harvard University established the credit system in 1872 as part of the modernization of higher education in the United States, the acceptance of creative writing for academic credit at the University of Iowa was of key significance to solidifying its identity in the higher education system and exploring its development trajectory within the educational mechanism.9

In 1931, students in the English Department of the University of Iowa could submit creative works to earn their degrees, and the first to obtain a Master of Arts (MA) degree in English Literature with an original work appeared. Then, in 1932, five more students earned creative master’s degrees by submitting original works, including Wallace Stegner and Paul Engle. Among them, Engle’s submission was one of his poetry collections, which earned him the Yale Younger Poets Prize. The other graduate, Stegner, later founded the creative writing program at Stanford University.
The 1930s marked the foundational period for the teaching practice of creative writing at the University of Iowa. In 1936, Wilbur Schramm (Fig. 3), an assistant professor in the English Department at the University of Iowa, established the Iowa Writers’ Workshop, the first formal master’s program in creative writing in the United States. Considering the evolution of teaching within the Department of English, Ford Piper’s years of graduate-level fiction seminars, to some extent, facilitated the establishment of the Iowa Writers’ Workshop. As for the adoption of the workshop system, according to Stephen Wilbers, it was encouraged by the local writers’ clubs. Both perspectives are crucial in understanding the origins of the Iowa Writers’ Workshop. Furthermore, American scholar Myers traced the creative writing workshop system back to the manual training movement that emerged around the 1870s, basing this view on the teaching mechanism within the American higher education system.[image: A black and white photograph of a man in a suit and tie. He is facing the camera with a neutral expression. The background is plain, emphasizing the subject.]
Fig. 3Wilbur Schramm


It was under Schramm’s leadership that the Iowa Writers’ Workshop first began. In 1939, Schramm was appointed as the director of the workshop, at which point the creative writing discipline had been divided into two distinct tracks: poetry and fiction. He actively engaged in discussions about students’ works and offered suggestions with his hands-on teaching approaches becoming a template for the later development of creative writing. During Schramm’s tenure, numerous notable writers and scholars visited and exchanged ideas at the Iowa Writers’ Workshop, including Robert Frost and Robert Penn Warren.
The period from 1941 to 1965 marked the first golden era of rapid development for the Iowa Writers’ Workshop. Paul Engle (Fig. 4), one of the first recipients of an M.A. in creative writing, had served as director of the Writers’ Workshop since 1941. During his 24-year tenure, he significantly bolstered the Iowa Writers’ Workshop’s international reputation. Around the time of World War II, the Workshop had only a handful of enrolled students, but through his efforts, registration quickly expanded to hundreds. He divided the Workshop into two directions: poetry and fiction, a division that has persisted to the present. Under Engle’s leadership, a relatively comprehensive writing platform emerged, evident in the proliferation of creative writing programs, the registered numbers, the refinement of the workshop approach, and the advancement of international exchanges.[image: A black and white photo of two people standing side by side in an art gallery. The person on the left is smiling, wearing a patterned outfit, and the person on the right is in a suit, holding a rolled paper. Behind them is a large abstract sculpture and blurred artworks. The setting suggests a formal or cultural event.]
Fig. 4Hualing Nieh Engle and her husband Paul Engle


During Engle’s tenure in the 1960s, the Workshop received donations from entities including the US Steel, Reader’s Digest, and the Rockefeller Foundation. In this period, Engle and Hualing Nieh Engle also co-founded the International Writing Project (IWP), which continues to operate to this day and plays an irreplaceable role in global writing exchanges.
In 1966, Engle stepped down from the Writers’ Workshop to run the IWP, and Starbuck took over the reins of the Writers’ Workshop. A poet like Engle, Starbuck served as director of the Iowa Writers’ Workshop from 1967 to 1971. During Starbuck’s tenure, he brought many well-known writers and literary researchers into the Workshop, such as Richard Yates and Robert Coover, who participated in writing exchanges and discussions.
Following Starbuck, Leggett assumed teaching and administration of the Iowa Writers’ Workshop from 1971 to 1987, the second golden age in its development. The fall semester of 1973 saw the arrival of a group of students who were starting to make a figure in the literary world, including T.C. Boyle, Ethan Canin, Michael Cunningham, Gail Godwin, and Jane Smiley. It has also attracted a wide range of writers for exchanges and teaching, such as John Cheever, Ian McEwan, Raymond Carver, Jorie Graham, and James Alan McPherson.
Under Conroy’s directorship between 1987 and 2005, the Iowa Writers’ Workshop entered a pivotal period of rapid growth in the globalization of teaching and communication activities. The Frank Conroy Reading Room in Iowa is named in his honor. During the period when Conroy was in charge of the workshop, the workshop’s teaching and communication improved significantly, and famous writers and scholars continued to be invited to engage in educational and research work. For instance, Marilynne Robinson joined as a faculty member at this very stage in 1991.

6.2 A Contemporary Picture of Creative Writing at the University of Iowa
The history of the creative writing discipline at Iowa epitomized the development of creative writing. It has evolved from the writers’ workshops on poetry and fiction in 1936 to today’s various types and levels of writing programs, workshops, disciplinary education, and international exchange programs. Through years of evolution, from the original seminar courses to the workshop of poetry and fiction, the University of Iowa’s creative writing curriculum is well established.
Based on an analysis of the curriculum structure and teaching subjects at the University of Iowa since 2008, the curriculum system primarily comprises undergraduate and master’s programs, along with other flexible types such as summer writing programs and creative events conducted in public spaces, totaling three main directions.
There are 17 courses for undergraduates in the University of Iowa Creative Writing Curriculum, including Fiction Writing, Poetry Writing, Writing and Reading Science Fiction, Creative Business Communication, Creative Writing for Health Professions,10 Creative Writing for New Media, and Creative Writing and Popular Culture. The above courses are scheduled by the department responsible for teaching management based on student enrollment and the college curriculum, becoming a representative curriculum design for contemporary American undergraduate creative writing education.
The curriculum for Master of Fine Arts (MFA) graduate students in creative writing primarily consists of the Graduate Fiction Workshop and the Graduate Poetry Workshop, with enrollment in each workshop ranging between 10 and 15 students. The teaching duties for both the Fiction Workshop and Poetry Workshop are undertaken by instructors from the University of Iowa’s Writers’ Workshop. After these courses, students are required to submit their original works as a result of their coursework. According to official information from the Iowa Writers’ Workshop, students seeking an MFA in Creative Writing can submit works such as novels, story collections, or poems. The pieces they work on during regular workshop courses can be developed into their original works and submitted as individual thesis projects upon graduation.
The MFA in Creative Writing includes the Translation Workshop in the fall semester, as well as the International Writing Program, which invites writers and visiting scholars from all over the world to interact with students. The Translation Workshop translates a large number of excellent works by writers from around the globe, including French, German, Italian, Chinese, Japanese, and Korean writers. The International Writing Program (IWP) has a broader reach and influence. In recent years, an increasing number of Chinese writers have participated in it, including Wang Anyi, Chi Zijian, Li Rui, Bei Dao, Mo Yan, Bi Feiyu, Su Tong, and others who have taken part in the activities of the Iowa International Writing Program.
In recent years, the International Writing Program has grown rapidly under the leadership of Christopher Merrill and Kelly Bedeian, among others. Since 2013, the International Writing Program (IWP) Distance Learning Program has offered Open-Application Courses in Creative Writing, which can be completed through online classrooms. Beginning in 2014, the IWP program launched an Internet-based online education course, whose operations are supported primarily by the University of Iowa and the US Department of State’s Bureau of Educational and Cultural Affairs. In 2014 alone, nearly 16,000 writing enthusiasts, writing instructors, and authors came together on the MOOC platform. In the spring of 2016, the MOOC platform also launched the “Flashwrite Teen Poetry” event, marking the first writing activity specifically designed for teenagers. The International Writing Program is part of the broader landscape of creative writing at the University of Iowa, bringing new possibilities to the teaching, practice, and cross-regional, cross-cultural exchange of creative writing through distance education.
Since 2005, Lan Samantha Chang has been responsible for the management and operation of the workshop. Lan Samantha Chang received her MFA in Creative Writing from the University of Iowa in 1993 and taught creative writing as the Briggs-Copeland lecturer at Harvard University (2002–2005). During her tenure, the Iowa Writers’ Workshop witnessed an unprecedented diversification in teaching and exchanges and gained a higher global recognition in both instruction and international engagement. In the present day, the fixed faculty members of the workshop, along with visiting writers and students from around the world, form a highly creative and open platform for writing education and exchange. Every year, over a thousand participants from around the globe apply for enrollment, yet there are only fifty or so places in the entire workshop.
As for the overall teaching planning and structure, the current Iowa Writing Program is an integrated writing education system that brings together various writing courses, activities, and types of disciplinary education such as Nonfiction Writing Program, Undergraduate Creative Writing Track, International Writing Program, Iowa Playwrights Workshop, MFA in Literary Translation, Spanish Creative Writing MFA, Creative Writing Summer Programs, Arts Share: Creative Writing, Iowa Youth Writing Project, and more.
Relying on the ever-improving and systematic construction of the creative writing discipline, the University of Iowa’s creative writing discipline has nurtured a large number of excellent writing talents. These talents, with their outstanding exceptional cultural comprehension and an awareness of cross-cultural writing, formed a splendid landscape in literary history. They significantly impact the cultural and creative vitality of Iowa City and the development of American literature. For example, winners of the Pulitzer Prize for Fiction include Jane Smiley (MFA in 1976), James Alan McPherson (MFA in 1969), Michael Cunningham (MFA in 1980), and Paul Harding (MFA in 2000). Writers who have come out of the Iowa Writers’ Workshop and won the Pulitzer Prize for Poetry include W.D. Snodgrass (MFA in 1953), Rita Dove (MFA in 1977), Mona Van Duyn (MFA in 1943), James Tate (MFA in 1967), Philip Levine (MFA in 1957), Jorie Graham (MFA in 1978), Charles Wright (MFA in 1963), Mark Strand (MFA in 1962), and many outstanding poets. Growing out of the Iowa Writers’ Workshop, each of these writers achieved great success in their respective literary careers and became mainstays of American literature.

6.3 Iowa: From Creative Writing to the UNESCO City of Literature
The United Nations Educational, Scientific and Cultural Organization (UNESCO) Creative Cities Network program was started in 2002 and aims to promote the exchange and development of creative cities around the world. The Global Creative Cities Network program categorizes creative cities into seven types: Cities of Design, Cities of Film, Cities of Gastronomy, Cities of Literature, and Cities of Crafts and Folk Art. Currently, it has been joined by a number of cities in various countries and regions, including Dublin, Melbourne, Sydney, Beijing, Shanghai, and Shenzhen. Several cities among them now have been recognized by UNESCO as Cities of Literature of the world since 2004.
In October 2008, UNESCO awarded Iowa City of Literature, making it the third City of Literature worldwide after Edinburgh and Melbourne. The recognition of Iowa as a UNESCO City of Literature is closely linked to its abundant literary resources and vibrant cultural creativity. The history of the development of Iowa’s official construction and shaping of the city’s identity as a City of Literature goes directly back to the University of Iowa’s creative writing discipline.
In Iowa City, the integration of literature with the creative industry, and writing workshops with society and real-life practices, has not only generated diverse cultural services and products but also fostered high-quality creative writing talent, driving employment in the creative sector. According to Iowa City’s 2007 UNESCO application, 30% of the city’s population worked in creative industries, a figure regarded as crucial for the growth of the creative economy. By 2008, despite having fewer than 70,000 inhabitants, Iowa City was generating significant revenue from creative endeavors, as reported by UNESCO upon its designation as a City of Literature.
Based on higher education, the University of Iowa’s Creative Writing discipline has produced a large number of excellent writers, as well as trainees who are both creative writers and familiar with urban media and urban creative industries, which is one of the most important achievements of Iowa’s Creative Writing discipline and also the most basic level of its creative writing practice. Specific courses like the Creative Business Communication, Creative Writing for New Media, and Creative Writing and Popular Culture offered by the University of Iowa all focus more on the close connection between creative writing and the contemporary creative city. This percentage is regarded by relevant professors as a foundation for the development of the creative economy, serving as a vital anchor for the growth and future advancement of the creative economy in the region.
Every year, the University of Iowa organizes various types of writing workshops, which form an important part of the cultural vitality of Iowa City as a creative hub. These writing workshops, as the most basic teaching mode in the creative writing system, have multiple objectives for the cultivation of literacy, creative thinking, and writing skills. Commonly, they develop the participants’ literacy and creative writing skills; secondly, targeted creative writing training in the genre focuses on the combination of writing experience and the participants’ future direction to cultivate writing talents with creative abilities. Regarding the two objectives mentioned above, these workshops can serve as fundamental platforms for providing education on reading and writing skills to the general public, as well as cultivating specialized writing talents.
In Iowa, the UNESCO City of Literature, creative writing workshops, communities, and cities have together established a virtuous cycle model based on the core values of literature, connecting writing, education, life, social work, and urban economic development. From creative writing workshops to communities, and then extending to embrace the scope of a creative city, this expansion is not merely a formal expansion. It’s an extension rooted in various cultural ideals at the beginning of the development of creative writing in the early twentieth century. Through its creative discoveries and expressions, it disseminates the seeds of literature and creativity into broader spaces. Throughout the expansion and establishment of the practice, creative writing teaching, with the workshop as the central mechanism, has continued to extend into the public space. It integrates and unifies aesthetics, literacy, cultural experience, and creativity in the evolution of creative writing. At a higher level of public space, creative writing workshops alongside creative communities, creative cities, and creative nations within their cultural strategies have established a foundation for dialog and communication, i.e., substantive connections through cultural services and cultural products.

6.4 Implications of the Iowa Experience for the Creative Writing Discipline in China
Combining the development of creative writing at the University of Iowa with the case of Iowa City, recognized as a “City of Literature”, reveals the significant relevance of the academic construction of creative writing to the development of creative cities. There is a profound historical connection between the two, and they form mutually supportive mechanisms for development and transformation. This interaction enables the establishment of a practical path from the discipline of creative writing to the city’s creative economy and makes possible the cultivation of advanced creative writing talent required for the development of creative cities. First of all, the construction of creative writing program can realize the large-scale transformation of local cultural resources into creative content, which can not only activate the established cultural resources, promote the protection and regeneration of local culture, and make it become an important part of the city’s public culture, but can also reshape the cultural atmosphere of the city based on these cultural resources, thus improve the vitality of the cultural innovation of the creative city. Secondly, the creative writing discipline can cultivate a group of high-quality and innovative talents for the city, establishing a mechanism for nurturing culturally original talents for China’s creative industries.
The teaching methods of creative writing at the University of Iowa are closely integrated with social practices. The university plays not only a role as the public cultural service provider for the city but also the constructor of an innovative model for the intersection of creative writing social practice and discipline instruction. Taking examples like the Iowa Youth Writing Project, the Veterans’ Voices Project, and the Iowa Young Writers’ Workshop, the distance between the teaching of creative writing and the social living space has been brought closer than ever before. The courses offered by the Writers’ Workshop have undertaken the role of public cultural service, clearly demonstrating a cultural and beneficial aspect.
The creative writing practices at the University of Iowa offer significant inspiration for the construction of the creative writing discipline at Shanghai University. Similarly, the social practice of the creative writing discipline at Shanghai University has been deeply embedded in the framework of Shanghai’s public cultural services, and its logic of unfolding and its path of practice have distinctive characteristics.
Firstly, the classroom teaching of creative writing can be linked with urban public cultural services to provide cultural activities and cultural products needed by different social groups through creative writing workshops and related creative activities. In this aspect, the University of Iowa, with its solid foundation of workshop teaching and social practices, effectively addresses the compatibility between literary originality, disciplinary practice, and cultural welfare. It not only opens a new path for the practice of creative writing but also enriches the disciplinary connotation of creative writing, thus providing clear direction for the development orientation of modern creative cities.
Secondly, by planning, managing, and carrying out specific cultural and creative activities, creative writing can bring the power of originality to people of different ages and identities within different communities, enriching their cultural life and promoting the development of urban public culture.
Throughout the history of creative writing at the University of Iowa, one could learn the logical progression from the creative writing discipline to creative cities. Back in its early days in the twentieth century, creative writing was fighting for recognition as an accredited credit-bearing course in modern education systems at universities. Now it has become an important part of the City of Literature within the UNESCO Creative Cities Network. Its central focus revolves around how to cultivate a new breed of writers with cultural originality.
The history offers valuable insights into the discipline development in Chinese universities. It emphasizes the importance of nurturing literary talent while also cultivating well-rounded and innovative senior creative writers within the realm of the creative economy. China boasts numerous international metropolises with cultural and creative vitality, abundant historical and cultural resources, a wealth of literary resources, intangible cultural heritage, as well as natural and humanistic assets. These resources serve as a solid foundation for establishing creative cities with Chinese characteristics. Developing the creative writing discipline and cultivating talents with capacities to create who are familiar with new media and urban culture can accelerate the creative transformation of local cultural resources. Institutionalized creative writing education can be instrumental in fostering talent for Chinese creative cities.
[Reflective Questions]
	1.
What is the relevance of studying the history of the development of creative writing for us?

 

	2.
How should we recognize the history of the development of creative writing and its principles?

 

	3.
How should we conduct research on the history of communication in creative writing discipline?
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Abstract
The construction of the creative writing discipline is not only a necessity for the construction of national ideology but also a requirement for the development of China's creative cultural industry. American experience shows that this discipline plays a crucial role in shaping national consciousness, developing cultural industries, and international cultural output. The root of the backwardness of China's cultural and creative industries lies in the backward concepts and systems of higher education in literature and art. The creative writing discipline can provide support. Chinese universities should explore new educational systems and models, change their positioning, cultivate creative writing talents, and become the "engine" of the cultural and creative industries.
There are many goals for the creation of the Chinese creative writing discipline and educational system, including the creation of the basic theoretical system of the discipline, the construction of an integrated teaching system of industry-university-research, the exploration of new teaching concepts, and the construction of new systems. However, it faces difficulties in reforming the traditional Chinese teaching system and needs to solve many conceptual, theoretical, and practical problems. The introduction and creation of the creative writing discipline in China should combine theory and practice. In discipline construction, it is necessary to study the laws and establish an educational ideology system; build a teaching system and offer main courses in multiple directions; carry out undergraduate and postgraduate training; and explore the integrated model of industry-university-research. The work should start from researching advanced experience, focus on the combination of theory and practice, innovate the educational and teaching system, and carry out multi-party cooperation and various explorations.
“Creative writing” is an activity in the form of literary creation that produces original works. It stands as one of the most important and fundamental segments within the cultural and creative industries.
Creative writing discipline studies the principles of the activities, teaching practice, and the management and operation of the creative industry. It provides fundamental theoretical support for “creative writing” and fosters specialized talents for the cultural and creative industries. However, the discipline has not been officially recognized in China so far. Currently, various explorations are underway. Shanghai University established the Creative Writing Research Center in April 2009 and formed the Innovative Creative Writing Discipline Group in 2011, offering a master’s program. But overall, Chinese universities lack their own original theories, training systems, and curriculum. Essentially, the discipline remains largely undeveloped. China urgently needs the establishment, introduction, reference, and development of the discipline.
1 The Birth of the Creative Writing Discipline and the Reform of Chinese Language Education
The birth and construction of the creative writing discipline are a requirement for the national ideology. Colleges and universities need systematic reforms to meet the needs of the times and social development, and to become a driving force for the scientific and technological innovation and fostering culturally innovative talents. Actually, when the “creative writing discipline” was initially introduced and recognized in the American universities, no one could foresee the incredible role and impact it would play in the post-World War II period. It has responded to the demands of the times in multiple fields. Initially, it was simply a pilot for humanities reform in universities with the motivation to provide emotional buffer for veterans. However, its systematic development has somehow systematized cultural creativity. Apart from its contribution to the economy, it has challenged the cultural issues. The United States has gone through a myriad of issues in the post-World War II period. It has witnessed healing from war memories, the rise of the women’s rights movement, the Civil Rights Movement for African Americans, and the publication of Civil Rights Act of 1964 and the Affirmative Action. At the same time, the cultural conception of a great nation became prevalent, and its cultural consciousness had influenced the entire world. Since its birth in the 1930s, the creative writing discipline in American universities has been deeply involved in discussions on various social issues at home and the formation of the American thought. Particularly, it has played a crucial role in shaping the American Dream, forming the cultural ideology, exporting its image, as well as training creative talents during the US-Soviet Cold War. Thousands of creative writing workshops operating actively in American universities have undoubtedly been instrumental in these aspects. In other words, through the establishment and development of the creative writing discipline, American universities have not only transformed their own image but have also served as significant catalysts in addressing these critical national and societal issues.
The birth and construction of the creative writing discipline cater to the requirements put forward by the development of China’s creative cultural industry. With the publication of the Revitalization Plan for the Cultural Industries and relevant targeted support policies, various regions have successively formulated corresponding plans and supportive policies. The ambitious goals set in these plans, the efficiency of policy implementations, and the rapid response from local governments are unprecedented. The development of the cultural industry urgently requires a substantial number of highly skilled creative talents and the birth and development of creative writing discipline in universities to provide disciplinary foundation. It can be said that the fundamental reason for the lag in China’s cultural and creative industries lies in the outdated concepts and institutional frameworks within higher education in literature and arts. The development of cultural and creative industries requires strong and advanced disciplines of literature and art education, but we currently lack this driving force. In 2009, the State Council introduced the Revitalization Plan for the Cultural Industries, which for the first time affirmed the idea of cultural industrialization. Since then, various levels of government across the country have shown increasing attention to the industries. It has paved the way for China to become a leading nation in cultural resources, cultural creation, cultural consumption, and cultural exports and has also provided an opportunity for the birth and development of the creative writing discipline in China.
Its birth in Chinese universities and the development of “Creative Writing Studies”, “Creative Writing Departments”, and “Chinese Language Department’s Creative Writing Majors” in the future can explore new educational systems and teaching models for creative writing in Chinese literature. In the past, China’s literary creation system was primarily integrated through the Writers Association. Universities once had a history of “writing classes” (such as the Writer’s Class in the School of Liberal Arts at Nanjing University). However, most universities (such as the Department of Chinese Language and Literature at Peking University) have stated that they “do not train writers”. Moreover, they did not set a fundamental discipline specifically dedicated to humanities and arts “creation”, which aligns with the industry, to cultivate. Today, when culture is generally industrialized and the cultural industry is elevated to be the pillar of the future, the systematic construction of the discipline in colleges and universities and the cultivation of talents can provide a new support system for the enhancement of China’s cultural creativity. The universities should abandon outdated perceptions and reposition themselves, reforming the system of Chinese language education by introducing and learning from the advanced mechanisms of Western creative writing discipline. It should develop from expertise-transferring and history-researching education to a combination of creativity and research. In the future, the cultivation of creative writing talents should be undertaken mainly by the natural cradle of talents, the colleges and universities. Creative writing departments (or workshops) and majors in the Chinese Department can provide support for the creation of literary works, serving as the engine for the industries. This doesn’t contradict the role of the Writers’ Association. Rather, the association might focus more on functions akin to a writers’ guild, such as safeguarding and facilitating the sale of intellectual property rights.

2 Goals and Difficulties of Establishing a Creative Writing Education System in Chinese Language
We believe that the construction of the Chinese creative writing education and teaching system needs to establish several major objectives:	(1)
Research the laws of creative writing activities and education, and establish the Chinese creative writing discipline;

 

	(2)
Construct an integrated teaching system of creative writing, guided by the cultural industry, to combine the academia with industry, and explore practical applications;

 

	(3)
Explore a new concept of creative writing education distinct from traditional writing studies, which focuses on stimulating potential, creative research, and skill training, while investigating the “workshop-based” teaching system;

 

	(4)
Establish a creative writing teaching system within Chinese language departments at universities and reinforce the innovation and construction of core courses;

 

	(5)
Explore the possibility of establishing a creative writing major within Chinese language departments (or creating a Creative Writing Department) and investigate its educational objectives, methodologies, approaches, assessment systems, and standards;

 

	(6)
Explore the possibility of admitting candidates for a Master of Fine Arts (MFA) program in Creative Writing and its educational objectives, methodologies, approaches, assessment systems, and standards.

 



With such objectives for “creative writing”, its establishment isn’t merely ordinary educational reform; rather, it requires a comprehensive overhaul of traditional Chinese language teaching concepts. Reforms need to occur in both educational objectives and teaching methods, differing from past practices within Chinese language departments. This involves transforming knowledge dissemination into skills training, shifting from reading appreciation to creative writing, and replacing passive learning with the stimulation of potential. In terms of specific approaches, it’s possible to introduce advanced teaching concepts such as potential stimulation and skill expansion. Additionally, adopting teaching mechanisms like creative writing workshops can be introduced. All of these aspects require a comprehensive understanding of the revolutionary nature of constructing a creative writing teaching system. Only by recognizing this point can we truly comprehend the necessity and enormity of innovation. Moreover, this understanding allows us to anticipate the difficulties and resistance we may face in the future.
“Reforming traditional Chinese language teaching systems” is easier said than done. The construction of the creative writing discipline and the establishment of the creative writing education system within Chinese language departments differ from the creation and reform of typical disciplines. It involves highly practical work, incorporating both theoretical construction and practical components. It’s easy to discuss in theory but implementing it in practical terms is exceedingly challenging. How to set the goals? Should we start by discussing the internal disciplinary development within Chinese language departments, or should we directly focus on “researching the possibility and construction plans for establishing a creative writing program or department within university Chinese language departments, and the feasibility and practical approach for admitting candidates for a Master of Fine Arts (MFA) in Creative Writing”? To meet the demands of the current cultural and creative industry development, establishing a creative writing teaching system in Chinese universities requires meticulous top-level planning, precise points of entry, step-by-step implementation, and simplifying complexities for practical execution.
However, for universities to cultivate talent in literary creative writing, even establishing creative writing workshops or departments (similar to those in the United States) that directly support the creation and incubation of literary works can only be achieved through reforms in Chinese language education and teaching at the university level. This understanding needs to ascend to the level of conviction to be effective. Leveraging the channel of creative writing education and teaching in universities to enable the mechanism of creative writing to take effect is crucial for the development of Chinese culture and the cultural industry. If the above understanding holds true, Chinese higher education in Chinese language education will face significant reforms, which may not be shifted by human will. Perhaps in the near future, China will witness the emergence of numerous creative writing majors and creative writing departments within universities. The country may also consider implementing a master’s program in creative writing within the higher education system.
Let’s sort out the various problems we are going to encounter, including some conceptual, theoretical, practical aspects, some of which are related to the external aspects of the discipline, and some internal to the discipline. However, these problems are critical to the establishment of disciplines and the construction of teaching and research systems and cannot be overlooked: for instance, the lack of university-specific professional teaching support for the industrialization of Chinese cultural creativity (as demanded by initiatives like the “Twelfth Five-Year Plan for the Development of Shanghai’s Cultural and Creative Industries”). There are also challenges posed by the existing teaching model in Chinese language teaching at universities, which doesn’t focus on fostering writers or having a writing discipline, failing to meet the current needs of cultural industry development. How to construct a Chinese creative writing education and teaching system while drawing on the advanced experiences of countries leading in cultural and creative industries, like the United States, in creative writing teaching systems at higher education institutions? Additionally, the transformation of traditional Chinese writing education from focusing on “composition and literary style”, toward modern creative writing studies, requires the study and cultivation of concepts like “stimulating potential”, “breaking creative psychology”, and “expanding skills”, with a teaching mechanism centered around workshop-based creative production. Lastly, there are challenges related to researching the laws governing creative writing education and the establishment of China’s creative writing teaching system. All of these following issues need to be examined one by one:	(1)
The establishment of the creative writing discipline in China and the construction of the discipline’s foundational theory—Chinese universities should not only be engines for technological innovation but also engines for cultural innovation. Hence, Chinese universities should comprehensively engage in creative writing education;

 

	(2)
Research and adaptation of the developmental history and essential experiences of overseas creative writing disciplines;

 

	(3)
Writing potential stimulation and thinking breakthrough: comprehensively revolutionize the concept of Chinese language teaching, changing knowledge transfer to skill training, reading appreciation to creative writing, and passive learning to potential stimulation (theoretical research and practical exploration);

 

	(4)
Expanded training in fiction and non-fiction writing skills (theoretical research and practical exploration);

 

	(5)
Organization and management of creative activities and creative industries (theoretical research and practical exploration);

 

	(6)
Theoretical research and teaching practices on various forms of writing such as media writing, biographical writing, novel writing, and 17 other forms of writing;

 

	(7)
Reform and development of traditional application writing and official document writing.

 






3 Approach to Establish the Chinese Creative Writing Education and Teaching System
To establish the Chinese creative writing education and teaching system, it’s crucial to integrate theoretical research with practical teaching exploration. This involves incorporating Western experiences and systems while integrating original Chinese creative writing theories and teaching methodologies. Emphasis should be placed on introducing and assimilating educational concepts like “potential stimulation” and “skill expansion”. The approach emphasizes revolutionary and systematic innovation in transforming traditional writing studies.
Firstly, it’s essential to undertake disciplinary development by researching the inherent dynamics of creative writing activities, the teaching patterns in creative writing education, and the management and operational principles within the creative industry. This provides the fundamental theoretical support needed for creative writing teaching. Only through this kind of research can we persuade us to dispel the biases within Chinese language departments that “writers cannot be nurtured” and “composition studies lack academic significance and don’t require a specialized discipline”. Similarly, only by conducting systematic theoretical research can we better address theoretical issues such as the inheritance and innovation of traditional writing studies, the correlation between creativity and writing, literary and non-literary writing, as well as the in-depth exploration of various segmented writing forms. This will broaden our thinking, facilitating the acquisition of creativity and reader acceptance and opening up new perspectives in creative writing. Meanwhile, we also need to strengthen the foundational theories and training methods in areas such as “potential stimulation”, “self-breakthrough”, “literary conventions”, and “skill expansion”. This involves establishing a new educational ideology within the discipline, reinforcing the theoretical groundwork for the creation of the creative writing education and teaching system through innovations in educational systems and research into teaching methodologies in creative writing.
Next, establishing the Chinese creative writing teaching system. For this system, we believe that at least relevant core courses should be offered in these directions: courses on stimulating creative potential and psychological inspiration for writing; courses expanding writing skills and techniques; literary creation courses adapting a workshop-based approach; theory and training in media writing, in non-fiction narration, and in fiction narration; fundamental theories and history of creative writing; organization and planning of creative activities within the creative industry; theory and training in segmented writing form and in official document writing.
Furthermore, it’s essential to conduct feasibility studies on establishing a specialized direction in creative writing within Chinese language departments, including the construction of the curriculum system and the development of teaching assessment systems. Feasibility studies should also be conducted on the enrollment and cultivation program for a Master of Fine Arts (MFA) in Creative Writing within Chinese language departments, covering the curriculum system, teaching assessment system, and the assessment criteria for students’ works.
Finally, explore an integrated teaching-industry-research model for Chinese creative writing education. This includes establishing a model that integrates academia, industry, and research by creating a fused “creative workshop” teaching mechanism and mechanisms for having resident writers on campus, among other initiatives.
The creation of a creative writing education and teaching system should not solely involve theoretical work; rather, it requires a strong emphasis on practicality. This demands a focus on practical investigation. Our work should begin with the research of advanced creative writing teaching experiences both domestically and internationally. Research should be conducted on the teaching systems and curricula of creative writing disciplines in major universities in the United States, UK, and Australia. Following a general survey, specific case studies should be conducted. For instance, the subjects can be the system of the Iowa Writers’ Workshop and the experience of their “Creative Writing Program” in the United States; the curriculum structure and teaching plans of the Gotham Writers’ Workshop in New York; the educational and teaching experiences in creative writing within British literature, specifically focusing on the practices and experiences of the University College Falmouth; the connection between creative writing and the cultural creative industry in Australia, along with an examination of the postgraduate courses and creative potential development systems at the University of Melbourne; the experiences of Lai Shengchuan in Taiwan related to creative studies and the correlation between overcoming writer’s block and developing writing potential; additionally, investigating the educational and teaching experiences in traditional literature writing at Fudan University; along with a survey of the curriculum for the master’s degree program in creative writing.
Theoretically, it’s crucial to focus on constructing the fundamental theories of creative writing education. This involves researching the inherent dynamics of creative writing activities, the teaching patterns in creative writing education, and the management and operational principles within the creative industry. This research serves as the foundational theoretical support for creative writing education. We should particularly emphasize research on the following issues: theory of self-discovery (self-discovery, personality formation, personal growth, extension of the “self”—individual, family, local, racial, national, gender, humanity, etc.); theory of literary norms (literary norms, genre conventions, creative norms); theory of communication and interaction (appeals, expression and communication, reader acceptance/market consumption perspective, mechanisms of interest compromise). In the creation and research of educational systems, focus should be placed on: overcoming writer’s block (redefining “writer” and “writing”, partnering with “writing buddies”, cultivating the “writer’s temperament”, transitioning between “writing” and “speaking”, etc.); igniting creative potential (distinguishing between “thought” and “creativity”, forms of “thought”, externalization of worldviews, “writing” and daydreaming, “contemplation” and “meditation”, joyous writing, finding one’s own tone, etc.); training in creative thinking (stimulation of mental faculties, mind mapping, mandala method, reverse thinking, synthesis method, forced association, “Seven Whys” method, etc.); expanding writing skills (training in various forms of writing, perception-based writing, systematic writing training, specialized skill training, etc.); organization and management of creative activities; orientation toward creative industries and specific creative writing; theoretical research and teaching practices in 20 different types of segmented writing such as media writing, biography writing, and novel writing; creation of creative internships: formulation and evaluation of internship programs (integrated systems of industry, academia, and research), operation of research centers and discipline-specific groups in a “project-based” team (process management), and development of case-based teaching systems.
During this process, it’s also essential to explore issues related to innovative creative writing education and teaching systems: innovative teaching methodologies (workshops, seminars, summer/winter camps, residency programs for writers in classrooms), innovation in teaching subjects, constructing a teaching system involving writers and industry experts, researching and introducing process-oriented teaching methods, collective writing, etc.; evaluation of learning outcomes, assessment of creative writing pieces, and research into degree application systems.
The process of research and innovation should involve extensive surveys, dispatching a large number of graduate students and teachers, emphasizing case studies, and collaborating with leading institutions in Europe and America like Stanford University, Columbia University, etc. It should also encompass various experiments, offering courses in creative writing, conducting workshops, summer camps, practical training on internship bases, and progressively exploring advanced creative projects.
Currently, several advanced domestic universities have already established a considerable foundation and could potentially take the lead, such as Shanghai University. Shanghai University has established various creative writing research institutions, including the Shanghai University Chinese Creative Writing Research Center, a training base in Shanghai for the Network Literature Committee of the China Writers Association, the China Youth Writers Creative Writing Training Base established in collaboration with the Shanghai Writers Association at Qingpu, the Chinese Literature Creative Writing Platform within the School of Literature at Shanghai University, and the Innovative Discipline Group of the Chinese Department at Shanghai University. Moreover, it has also established graduate programs, including professional master’s, academic master’s, and doctoral degrees, as well as a postdoctoral workstation in creative writing. In recent years, it has undertaken extensive disciplinary research endeavors, publishing two series of books titled Creative Writing at Shanghai University. They have also introduced around 20 textbooks through translation and independent compilation. Furthermore, the university has organized specialized discussions in various domestic journals and newspapers, resulting in the publication of a series of research papers on the subject. Meanwhile, Shanghai University has conducted extensive experiments in courses related to creative writing. Initiatives such as the Creative Writing Summer Camp, the “Becoming a Writer” seminar, and the Creative Writing experimental elective courses have shown initial success. Their disciplinary group has completed research on the curriculum structures and features of creative writing courses in universities across the United States, the UK, and Australia, collecting data from hundreds of sources. They have also established cooperative relationships with institutions like Columbia University’s School of the Arts, Stanford University, and the Australian National University. Additionally, they have sent doctoral students abroad for research and learning opportunities. Notably, this disciplinary group is not just a research and teaching institution but also functions as a provider of public cultural services and practical operation projects within the creative industry. The department has established the Shanghai Chinese Creative Writing Center, a nonprofit organization, and initiated the Community Cultural Public Welfare Project at the Shanghai Chinese Community Public Library. It also undertook dozens of cultural and creative projects, including the 2010 Shanghai World Expo China Pavilion exhibition planning, among others. Currently, it stands as one of the significant university-based cultural and creative industry research and development teams in the East China region.
All of the above aspects boost our confidence in the formation and rise of the Chinese creative writing discipline. With the further deepening of the reform in Chinese education at Chinese universities, the emergence of Chinese departments that emphasize creative writing, and even the possibility of directly establishing departments specializing in creative writing, is highly likely. The expansion of master’s programs in creative writing in China is also forthcoming.
[Reflective Questions]
	1.
What branches do you think creative writing studies should encompass? Which of them is the focus of the current development of Chinese language education?

 

	2.
What kind of writing competence system should be established for Chinese language students in higher education? How should theoretical learning and training in the discipline of creative writing help students build this competence system?
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Abstract
Creative writing studies need to establish its own basic theoretical system. China should contribute Chinese thoughts, build Chinese academia, and make contributions to the world's creative writing theories. Creative writing studies with Chinese characteristics and style should be writing studies based on creative ontology and a systematic theory deduced from the three principles of originality, creative expressiveness, and social functionality. It is, of course, also a theoretical elevation of experience based on the practice of the creative writing discipline in China. However, compared with practice, the current emphasis seems to be more on the reflection and construction of the theory itself. This chapter proposes that, on the basis of creative ontology, the people-oriented writing concept that everyone can write should be adhered to. The creative writing studies in China should be based on the theoretical history of Western creative writing disciplines and the theoretical history of “writing studies” in China. By combining the Chinese experiences and problems of creative writing studies in China and starting from reflecting on the basic concepts and propositions in the theoretical history, it should reconstruct its own meta-theoretical system and make genuine disciplinary theoretical innovations for the development of the world's creative writing studies.
Chinese literary education, from 1949 to the beginning of this century, has been subject to traditional philology, rhetoric, and textual research, as well as the thinking mode of literary theory of the former Soviet Union. It is no longer suitable for the needs of the new era characterized by the development of cultural industrialization, national creativity, and the strategy of governing and strengthening the country through culture. The initial demand of the creative writing discipline was to reform the traditional Chinese literary education. Facing the world’s new trends and cultural and creative industries, the focus should be shifted from knowledge transmission to creativity cultivation, thus fundamentally transforming the conservative literary education discipline into an open discipline that cultivates literary creativity. Under this demand, the creative writing discipline in China has gone through its inception stage.
After developing in China for a decade, the discipline has initially completed the construction of education training systems for undergraduate and postgraduate students in higher education. However, there is an inevitable revolution. It must fight against itself and reflect on Western traditional practicalism. By its practicality, positivity, and practicality, it can break the constraints of traditional Chinese education, which is abstract and inflexible, and open up a new world with the ability to educate and train talents, and even to cultivate works. But doing these alone will not bring about a solid foundation.
Creative writing discipline needs to break away from the mindset and situation of practical summarization and experiential induction and turn to seek a systematic logic and theoretical deductivism based on “fundamental principles” and “original belief”. Since its inception, creative writing emphasized the basic creed that “everyone can write”, which is based on experience and belief. This claim cannot be proven true or false, for no one can empirically prove this comprehensive judgment with an empirical example, and case study will falsify this axiomatic judgment that is based on modern humanistic values and the belief in equality for all. This basic creed distinguishes itself from the “singular genius” theory and “innate talent” theory of traditional writing. What does it mean to define a person as a “capable writer” in creative writing? What should the writing-related ontology, author subjectivity, creative methodology, textual analysis theory, and the reader theory that have emerged from this be? The discipline has an original “axiom” that is fundamentally different from traditional literary theory. Shouldn’t there emerge from this distinct premise a theoretical discourse of its own? This chapter attempts to answer this question and construct a creative writing discourse with Chinese characteristics.
1 Starting from the Creative Ontology
Reviewing the related academic research abroad, the history of Western creative writing, which spans over a century, can be divided into four stages: embryonic, formative, academic, and disciplinary development (since the 21st century). Since the new century, creative writing has entered the period of discipline establishment, and creative writing studies have shifted their emphasis from practicality to a balance between practicality and theory. The creative writing discipline has embarked on the path of theorization, with important achievements including Creative Writing Studies1 edited by Harper and Kroll, which represents the consciousness of research methods, The Cambridge Introduction to Creative Writing1 by Morley, which represents the disciplinary research perspective and the traditional literary criticism divide, and Creative Writing Pedagogies for the Twenty-first Century2 edited by Peary and others, which represents interdisciplinary research. Hecq’s Towards a Poetics of Creative Writing3 is representative of the research in this period, which embodies the macro vision of the systematic construction of the basic theory of the creative writing discipline. However, it lacks sufficient originality and systematicity to reach a philosophical breakthrough in the construction of the basic theory of creative writing studies.
When examining the academic history of related research in China, the creation of creative writing studies has experienced two stages. First, there was the period of interaction and communication. In 1970, the Zhonghua Book Company published Lei Guoding’s American Education System from Taiwan Province, in which creative writing was translated into “创造性的写作” in Chinese.4 From 1978 to 2009, a total of 79 Chinese writers were invited to visit the University of Iowa and other “creative writing workshops” for exchanges.5 Second, there is the period of creation. In 2009, Fudan University launched a master’s program in creative writing, while Shanghai University established China’s first creative writing studies center in university. In 2012, Shanghai University was approved to establish its own academic master’s and doctoral program in creative writing and set up postdoctoral research directions. At present, more than 800 universities in China have carried out undergraduate or master’s degree teaching in creative writing. On the basis of translating a large number of Western textbooks and academic works (publishing more than 130 kinds of works), Chinese scholars have reached the same level as the world academic community in the fields of creative writing education, discipline history, creative writing industry and creative city research, etc. Representative scholars include Diao Keli (research on Western creative writing studies), Wang Hongtu (research on the sinicization of Western creative writing theoretical resources), Xu Daojun (research on workshop teaching and Chinese characteristic story theory), Ye Wei (researcher of the training mechanism of modern Chinese writers and work in the Lu Xun Literary Institute), Yang Jianlong (research on creative writing theory resources of ancient Chinese literary theory), Zhang Yonglu (research on creative writing industry and online literature), and Lei Yong (research on stimulating creative writing ability using “Zen theory” as ideological resources). In recent years, the number of papers related to Creative Writing has exceeded 200 annually. Among them, Creative Writing: Possibilities and Paths of the Sinicization of Creation and Construction of Chinese Approach6 began to appear in batches and became highly cited papers. The creative writing discipline has embarked on the road of theoretical consciousness of sinicization. With these Chinese experiences, it is timely to summarize and construct a theoretical system of creative writing studies with Chinese characteristics.
Making an overview of the academic history of creative writing in China and the West, it is evident that neither has succeeded in transitioning creative writing from a field of practice to an institutional discipline, or from empirical experience to a deductive theory system. For the Chinese creative writing discipline, there is a particular need for meta-discourse construction in the following areas: (1) propose an original “creative ontology” theory for creative writing with Chinese characteristics, stating that “the essence of writing is creative activity”. This theory philosophically transcends the “reflection theory” and “expressionism” views of literary creation. (2) Study creative writing from the perspective of “cultural industry” and “cultural cause”, and study the dual attributes of production and cause of creative writing activities and their mutual relations, thus submitting suggestions to create a new field. (3) Guided by the concept of creative ontology, regarding creative writing as the necessary “fundamental infrastructure” for building a creative society, proposing the ideas of building creative a community with Chinese characteristics, cities (the construction of a City of Literature) and creative nations, then expanding new ideas for the external research of creative writing studies.
In this context, the creative writing discipline needs to consider: how to carry out a self-revolution in research methods. Creative writing studies were created in the United States in the 1980s to solve the problems in literature education such as outdated anthologies of classic literature, separation of literary studies from artistic attributes, and non-specialization of writing education. In the 1930s, creative writing developed into a new discipline and was promoted and developed in multiple countries around the world after the 1970s. This discipline is known for “cultivating writers” and significant differences from traditional writing (education) in its approach to concepts such as literature, writing, and writers, as well as in the corresponding literary education, writing education, and writer training models. Its emergence has supported the literary development of its host country and made substantial contributions to cultural and creative industries, public cultural services, and other undertakings, thereby altering the original literary ecosystem. This represents the practical nature of the creative writing discipline and contributes to a revolutionary reform in literary education. However, it has also brought about its own shortcomings. The theoretical discourse construction of the future systematic creative writing discipline requires more effort in combining quantitative empirical research and qualitative research, but it is also necessary to avoid the tendency of pure empirical research and reductive experience-based claims, to strengthen logical deduction, and to advocate a disciplinary method that combines theoretical speculation and field research. In comparison with the former, the latter boasts a wealth of empirical cases and workshop experiences, as well as numerous comprehensive works and courses covering various writing, teaching, and creative experiences. Given the weakness of the former, which warrants attention, we need to develop a methodology grounded in disciplinary philosophy and an innovative academic ambition and equipped with a methodological approach to engage with the philosophy of creative writing, employing interdisciplinary methods encompassing philosophy, aesthetics, literary studies, psychology, etc. This will form a unified approach for the creation of a theoretical system of creative writing with Chinese characteristics.
Where should the discourse on creative ontology writing start? How does this question become our starting point? The humanities and social science workers of the 18th and 19th centuries proposed a completely different ideological framework from the Middle Ages: humans are self-creators rather than being created (by God). The essential defining quality of human beings is the capacity for self-generated creativity, and as a result, humans aim to achieve their goals of themselves. Both classical humanism (idealism) represented by Rousseau and Kant and modern humanism (ontology) represented by Sartre and Heidegger have confirmed this point. This framework has traveled through Europe and America, becoming more or less a yardstick for people to think. However, as we will see later, it has never been truly and thoroughly upheld anywhere, even in its place of origin, let alone in the East. It has been facing attacks from different factions of humanism, both externally and internally. It can be said that we live in an era of humanism in the late 18th and 19th centuries, but humanism has never played a role as a “whole”. It faces challenges from classical studies and linguistic traditions in composition studies. People even forget that writing is a natural ability that everyone should possess. They worship God as the creator and worship the chosen and gifted in writing or fall into mechanical worship of writing techniques and techniques, but can’t really realize that “writing is actually the ontological creative practice activity of human beings”,7 which is the primary theory that composition studies should adhere to. Therefore, people are limited. Even with the emergence of creative writing studies as the opposite of traditional composition studies at the beginning of the last century, it has long been unaware that it is a part of this humanistic field. It should not only be in the field of practice but also the field of theory as a great precursor and pioneer of the humanistic mainstream.
“Writing is the ontological creative practice activity of human beings”. This has not been truly achieved in the United States, the home country where it originated, or in East China, where it echoed. At the beginning of the last century, due to Hu Shi’s experience of studying in America and learning from Dewey, China’s new culture of composition studies did indeed embark on a humanistic path of “starting from the new” and “starting from the heart” in the May Fourth New Literary Revolution. However, Dewey’s pragmatism in the New World, just as it brought creative writing to become a field of practice in the United States, also gave rise to a pragmatic attitude toward “political themes” and “cultural themes” in new literature in China. The requirements of “talking more about problems” and “talking less about doctrine” failed to move new literature toward true humanism, and it even fell far short of the development of contemporary American literature. There, creative writing studies were constantly integrated into the cultural construction. In this context, authors realized that as long as they were diligent enough, they did not need to become creative heroes of the new cultural industry under their family background and family fortune. The aristocracy monopolizing the intellectual and creative class in the old era had been broken, and a new creative nation was built flourishingly. Everyone could create equally and harvest their own “creative” achievements through creation. The conflict between politics and religion had given way to the cultural industry’s thirst for creators, sparking a huge passion for humanistic creation. However, in China, this situation has not yet emerged. China needs to face the urgent issues of its own national liberation war and internal class war, and creation can yet to be a product of the original essence of creators. On the contrary, the creation must respond to the themes of politics and times, and the creators are forced to take sides. For nearly half a century, literature has not been regarded as a matter of personal creative creation. Instead, the idea is considered dangerous and repeatedly criticized—composition studies often are in the hands of those words against humanism.
Today’s creative writing studies should adhere to a humanistic program and creed and firmly hold the humanistic belief that “creative practice is the fundamental practical activity of human beings”,8 It cannot be regarded as a rigid dogma. Instead, it should be implemented and applied as a logical premise and the primary theory. “Everyone can write” is such a fundamental principle and original belief. Writing is the power of human beings; writing is the power of an individual; writing is an equal right for individuals. Up to now, no one has made a comprehensive summary statement for composition studies, so the premise of creative writing studies is obscure. Thus, how can we develop our own real deductive theoretical system? At this moment, we should go back to this primary theory and summarize the general concept as “creative ontology”. On this basis, creative writing studies build a “creative ontology composition studies” according to its own humanistic creed.

2 “Everyone Can Write” as the Creed
Creative ontology’s composition studies study literary creation and reading behaviors, and the focus and ultimate goal are to encourage creators to create and readers to read. Starting from the creed, “everyone can write”, writers’ writing capacities can be improved and also readers’ reading capacities can be promoted9 (as reading is regarded as the dialogue of two “writers”). What does this mean? Creative writing aims to put writing and reading back into the hands of every ordinary person. Its focus is on ordinary people’s psychological stimulation and technical training of concrete writing skills, reading ability, writing desire, and reading desire. It considers these as the natural ontological practice behaviors of the ordinary and tries to remove the charm words of the high spirit and high level of the soul. This brings it many accusations at its birth: 1. technical training makes people become materialized machines of writing technology; 2. market-oriented approach makes creation slaves of the capital; 3. creative writing faces the world and the market, so it does not seek pure (pure literature) inner spiritual and metaphysical satisfaction and does not promise that creation would lead to spiritual purification or ideological sublimation. These viewpoints seem to be the most serious misunderstanding of creative writing, that is, there objections fail to recognize how creative writing provides support or tools for human deep freedom and precious spiritual pursuit. In fact, this attack comes from the medieval stale understanding of writing. This kind of view holds that writing comes from “truth” and acts as the endorsement of “truth” but does not believe that truth will appear in the hands of every ordinary person. These “critics” are used to giving truth and its speech to God and his spokesmen, taking writing as the truth transmission of the superior spokesmen and reading as the acceptance behavior. Here, we have to say that it is these “critics”, not creative writing, who have lost their true spiritual freedom and high pursuit. This understanding of “truth” based on dogmatism, its so-called pursuit of a higher and more precious spiritual world and thoughts, is just an illusion. Based on the monopoly or coercion of a dominant idea, the idea can be accepted, but it can’t liberate people. Based on a kind of politically correct help or power, ideas can be tolerated, but they can’t give people real taste.
Creative writing does not underestimate the importance of ideological spirit and pure aesthetics. It wants to provide a possibility through material and technical aspects for ordinary people. Compared with the previous concepts of traditional composition studies (based on classicism, hermeneutics, and rhetoric), it holds that it seems more meaningful to stimulate ordinary people to participate in writing through the emerging cultural and creative market. In addition, it critiqued or even opposed any politics and thoughts and their means (true inner wealth cannot come from these or these ways), which try to “touch the soul” or for this purpose. In other words, creative writing is not indifferent to the soul. On the contrary, it holds that the human soul should be handed over to the soul itself, which should be based on individuals and ordinary people themselves, rather than being imposed externally. It believes that the expression with market-oriented creativity may touch the “soul” better. It is both the product and supporter of the market-oriented approach of cultural and creative industries, and it has voluntarily become one of the indispensable upholding elements. Market-oriented approach may not be really free, but they provide more possibilities than any other choices in history (after the birth of China’s online publishing market, the number of novels published every year quickly exceeded one million, while before, that published by state-owned publishing houses never exceeded 2000 every year).10 Free creativity will never occur if it is based on some external coercive force and succumbs to some compulsive requirements. Compared with the interference of other forces, market forces are organic and closest to the ontology of creativity. Creativity would rather accept the challenges from the market than the forging of other non-market forces. Respecting the market means respecting readers’ tastes and choices (this will be strengthened when we understand a reader from creative writing’s standpoint that “everyone can write”). No one can tell readers and authors what to do beyond the market. The choice of readers (who is also the subject, the author) can be understood as follows: no external forces may be smarter, more aesthetic, or more moral than the readers in the market; none of them can make choices for the readers. Furthermore, it can be said that “under the creed of ‘Everyone can write’, there will be no external force that is more creative than the author or none of them can direct the author to create”.
Creative writing aims to provide external prerequisites for writers, such as the environmental atmosphere and inner creative desires and creative skills but never hopes that all of these can work (a true creative writing spirit is nothing but to develop and create an external sufficient and necessary condition out of the creed of “everyone can write”). Nor does it advocate introducing forces to intervene in the writing process for results (all writing emerges from the author’s pure spiritual needs, and a desire to satisfy the reader’s pure spiritual needs). This sounds like it conflicts with the skill training and potential stimulation proposed by creative writing. But in fact, this is not the case. The reading and writing process of creative writing is promoted based on the equal rights concept of “everyone can write”. Teaching, training, and stimulation doesn’t intervene in writing itself but hopes to create multiple external conditions for writing and creation, like technology and passion. Such a creed has been constantly adhered to whether in the history of Western creative writing over a century or the history of Eastern creative writing over the past decade. Even in the classroom, there is no unequal teacher-student relationship. The workshop teaching always emphasizes equal rights between teachers and students, in which teachers are just experienced organizers. Training and stimulation not only arise in the talks between teachers and students, but also between students. The latter is particularly stressed in workshop. Creative writing workshops also pay special attention to field sketching, social practice, and daily life. The pattern of the traditional classroom, namely teachers are the speakers while students are the listeners; teachers monopolize knowledge transmission while students can only accept, is opposed here. This is also the reason why with a powerful classroom teaching system and workshop teaching mechanism, creative writing has not trained mechanical copycats or motivated shoddy imitators. Creative writing in the class is forced to emphasize rationalism in creation, such as genre writing, narrative conventions, and functionalist story-creation concepts (the main character and plot settings are almost all functionalist), but this does not mean that creative writing overlooks the irrational factors in writing, or rather, does not allow for the existence of irrational factors in the process and outcomes of writing. On the contrary, creative writing always acknowledges their existence and role (including emotions, moods, subconscious, etc.), but is unwilling to mystify them. The reason why these factors are put aside (there are also some trainings that stimulate these factors, such as jigsaw writing, unconscious word association, etc., but relatively few) is because they will push creation back to the old path of the theory of talent and innatism, making writers unable to do anything except wait for inspiration.
The creed of “everyone can write” suggests that with dedication, training, and self-improvement, ordinary individuals can engage in creative writing. By adhering to established writing rules and fostering rational and conscious writing habits, they can cultivate their abilities and craft works worthy of communication, exchange, and interaction. In this context, creative writing treats both writers and readers as rational beings, encouraging rational creations that resonate with readers and markets. It discourages individualistic, irrational writing that completely ignores the reader preferences and ability and ignores technical proficiency. However, there are premises of this creed. Reading habits and levels vary across cultures and eras. For example, episodic romance is a popular narrative form in Chinese culture, giving birth to the writing technique of particular to this genre. On the one hand, the author is supposed to challenge this technique and promote its progress; on the other hand, it is imperative for writers to train themselves under this technique, making their work readable and acceptable, in line with the reader’s reading expectations and preferences. There is no difference between these expectations and tendencies in terms of quality, and it is often one-sided to judge them by their level of proficiency or aesthetic taste. In creative writing studies, learning writing techniques is crucial for authors to align their works with reader interests and habits, rather than mocking or bullying readers or expecting them to adapt to the author’s style. This creed makes readers respected and at the same time be seen as fellow “authors (whether latent or explicit)” who co-create with the writer. Respecting a reader is actually respecting an author. While there has been some controversy within the field, respecting readers has never been considered “aesthetic vulgarity” or “capital’s profit-seeking”; instead, it is regarded as a technical consensus. Authors and readers, regardless of era or branch of the field, should be equipped with some dogmatic consensus on creative writing, without which a positive interaction between reading and writing cannot be achieved. For example, for chivalrous novels such as martial arts and fairy tales, if there is no consensus on the character of the protagonist (hero) or on narrative grammar in the plot, the expectations between reading and writing cannot be formed, and the expectation chain will break. Without this genre-specific mutual trust and understanding between the author and the reader, as well as the foundation for reading acceptance, it is difficult for a type of creation and work to survive.
Can the creed of “everyone can write” light our path forward? The answer is both yes and no. This concept represents an attempt to break free from the deification and authority of writing in the Western theory of idea, as well as the ideologicalization and instrumentalization that linger in Chinese literature. By decentralizing reading and writing rights in classrooms, markets, and even broader public spaces, it tries to achieve an aesthetic transcendence over individuals, ordinary people, and reality. Creative writing does not expect to unlock and reveal deep-seated spiritual secrets for everyone, but it does not deny these. At the same time, it believes that these should not be mandatory. In fact, there’s still much work to be done for the creative writing discipline to truly embrace “everyone can write” as a guiding principle. For example, based on the proposition that “creative practice is the ontological practice of human beings”, the basic theory of composition studies of creative practice’s ontology should be discussed from philosophy, humanities, aesthetics, and other aspects. Based on the creative ontology, we should put forward: (1) new theories of creative form, genre, and methodology; (2) new theories of creative reading, reception, and criticism; (3) new theories of creative writing development and education; (4) new theories of creative communities, cities, and nations, and so on. The above propositions, whether in the East or the West, have not yet been given enough attention and implementation.

3 The Dual Rebirth of Discourse System and Practical Mechanism
There is a view that creative writing has divorced writing from personal interests and natural methods to cater to the market, becoming a representative of the winners’ interests in the market. This view is one-sided. The creative writing discipline at the University of Iowa is globally leading, and then expands over campus, making Iowa “City of Literature” over the world.11 Creative writing has not only driven the talent, work, and event aggregation in the market, but also enables a large number of enterprises to be created and markets to be activated, as it has also even more actively engaged city communities and ordinary people in literary activities. However, this does not mean that capital is the only beneficiary. In fact, people who learn to write, people who write, people who read, people who work in creative writing industries, etc., have obtained what they want from it. This phenomenon also happens in China. Nanjing, the capital of Jiangsu Province, successfully applied to be the UNESCO City of Literature based on the creative writing disciplines and drama creation disciplines at universities such as Nanjing University.12
There is also a view that creative writing actively engages in the creative construction of communities. It sets up writing workshops at community nodes, which appears to transition the country from survival welfare to cultural welfare, but in fact, it empowers political forces to exercise greater control over people’s minds. In the past, residents’ lives were dictated, but now it’s their spirit and thoughts. This understanding reverses the view of modern cultural welfare and traditional cultural welfare. The traditional view holds that “those who possess high-level cultural resources and achievements disseminate cultural content to others”. This view sees the government as a spiritual nanny and the citizens as mental infants who are passive and rigid. Conversely, the community-based welfare led by creative writing workshops does not involve forced indoctrination of content but rather outputs the “creative writing” mechanism13 for citizens to create and produce their own content. In other words, it is incorrect to interpret the communization of creative writing as “ostensibly supporting cultural creativity and aesthetic acceptance, but actually negatively interfering”. Liberalism does not blindly oppose government intervention but believes that intervention should focus on stimulating the generation and development of creation.
The above doubts are particularly prominent in China, primarily due to the narrow focus of creative writing disciplines on practice while ignoring the construction of a discourse system. It is for this reason that similar cognitive confusion exists not only outside but also inside the discipline. Therefore, it is an urgent task to clarify and reduce this confusion by collecting and organizing theoretical literature on creative writing from both China and the West. Additionally, summarizing the historical laws of the development of creative writing discipline and constructing a discourse system with Chinese characteristics are urgently needed. For China, this task has its own unique significance. The theoretical interpretation of Chinese creative writing studies should not only address the general challenges of the discipline, but also build a theory of the construction of a creative society with Chinese characteristics, the development of the creative writing industry, and the public cultural service of creative writing on the basis of the experience of literary and cultural construction with Chinese characteristics, and provide a new field of discussion with Chinese characteristics for the theory of global creative writing, such as opening up theoretical branches of creative writing disciplines such as the Study of Expressive Writing, the Study of Community Writing, and the Study of AI Writing. The purpose of this is to form a systematic exposition of Chinese creative writing’s ontology, epistemology, and methodology through the collection and logical sorting of historical materials and theoretical histories of Chinese and Western creative writing. With innovative Chinese theories, the Chinese creative writing discipline aims to respond to practical issues related to the construction of Chinese creative writing and the innovative development of Chinese society. It aims to form a new exposition of the theoretical system of Chinese creative writing, propose an original concept of “creative ontology” for the theoretical system of creative writing, and usher in a new stage of systematic construction for the discipline.
The creative writing studies with Chinese characteristics and style should be a systematic theory based on a basic principle. While it is undoubtedly based on the theoretical elevation of experience derived from the practice of creative writing discipline in China, the current focus seems to be more on the reflection and construction of the theory itself compared to practice. It should lay its foundation on the theoretical history of Western creative writing discipline and China’s “composition studies” and combine Chinese experiences and issues of the studies to reconstruct its own metatheory system by reflecting on the basic concepts and propositions in theoretical history. This system should not only include new (creativity-centered) ontology, epistemology, and methodology but also include issues related to Chinese development (special topics). Firstly, the creative writing view of “creative ontology” should be put forward, under which concepts of “writer subject”, “creative method”, “work”, “text”, “story”, “(creative) reading” and “creative ability” should be redefined; then the focus should be concentrated on researching issues (such as ability assessment, workshop creation, creative teaching, and creative activity management), while indicating directions for branch studies (such as healing writing, community writing, AI writing, and forms a systematic writing ontology, writing subjectivism, creating epistemology and methodology). Secondly, creative writing should be placed in the two dimensions of “cultural industry” and “cultural cause”, and based on China’s experience, combined with the Chinese government’s research on cultural and creative industries and cause policies, the theory of China’s creative writing industry and cause should be formed, and finally implemented at the level of construction of “creative nation”, forming a “China Program” with practical implications. The aforementioned work should not deviate from and uphold and focus on these core viewpoints: the essence of creative writing is “creative” activity, possessing dual attributes of cultural creative industries and public cultural undertakings; the viewpoint of creative ontology, and epistemological and methodological viewpoints of writing based on this, such as creative theory, creative reading theory, and creative criticism theory; literary creation ability can be cultivated, creative ability can be evaluated quantitatively, and creative training effect can also be evaluated quantitatively; creative education is both creative education and a new form of writing education, with workshops being the main teaching form; as the world economy enters the era of the creative economy, the construction of a theoretical system with Chinese characteristics for creative writing should be carried out within the broader context of China’s creative nation-building, with Chinese thoughts as the guide, Chinese problems as the forerunner, and Chinese discourse as the aim.
The theoretical construction of creative writing studies has its own primary principle and prescription of logical deduction, and its application is far broader than what skeptics might assume. It has always been responsive to the special issues of practice, whether they be those of a nation or of the times. While it’s true that there are still instances of crude, overly entertaining, and consumerist tendencies in creative writing today, these do not justify denying or opposing the art forms. The reason why creative writing practice does not direct its critique toward the negative aspects of the aforementioned creations is that the methods and reflections proposed by creative writing help to fundamentally reduce those negative phenomena. At the same time, creative writing opposes achieving these goals through some external coercion: any idea that believes in using external forces to oppose and prevent crude creations, or that human creation can be pushed forward and purified by a visible hand, may ultimately backfire. Instead, excessive entertainment and consumerism should be overcome in the process of entertaining and consuming creation, rather than through planning mechanisms. Creative writing studies and its practice do not deny the entertaining and consumerist aspects of creation, but this does not mean that these attributes are brought about by it or prompted by its emergence. On the contrary, creative writing practice not only does not excessively foster this phenomenon but also contributes to curbing its excessive development.
Creative writing practice has played a pivotal role in fostering the world’s leading cultural and creative industry in the United States (American cultural and creative industries account for about 25% of the country’s GDP). Since the 21st century, the implementation of “creative nation strategies” in Europe (by the UK), Australia, and Asian countries like Singapore and Japan has established creative writing as an undeniable mainstream trend in modern composition studies. Its impact has been so significant that even its critics cannot deny the multitude of cultural achievements it has brought about. Unlike traditional composition studies, which sometimes indulge in empty rhetoric and impractical idealizations, creative writing has consistently prioritized practical advancements in creative writing techniques and teaching methodologies. It has exponentially increased the scale of literary and cultural production, making the creative process accessible to ordinary individuals and transforming reading into a genuine source of enrichment for them. This has profoundly transformed the landscape of world literary creation over the past century (today, 80% of writers in the American Writing Association come from creative writing disciplines in universities, and 70% of Pulitzer Prize winners have benefited from such programs). The growth of creative writing in China over the past decade has paralleled the industrialization of Chinese culture, aligning with the gradual growth of China’s cultural industry into a strategic and pillar industry of the national economy. Nowadays, creative writing in China is undergoing a dual revival in both its discourse system construction and its integration into national practice.
[Reflection Questions]
	1.
Briefly explain the meaning and interpretations of “everyone can write”, the basic creed of creative writing studies, and explain its significance.

 

	2.
Why is there a need for a dual rebirth of the discourse system and practical mechanism in the discipline of creative writing?

 

	3.
What are the prerequisites for constructing a theoretical system of creative writing studies with Chinese characteristics?
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Abstract
The person is the inner part of the world. There is no mistake in speaking of humans from the world and in speaking of human writing activities. However, the person is not determined by the world. On the contrary, the person is the determiner of the world. From the moment of his birth, the person is humanizing the world. Practice in the sense of ontology is body practice. The practice of "appearance" of body and the practice of "position" of body constitute the practice of human nature of entity and the practice of consciousness of subjectivity of object. In the field of creative writing, creativity is the fundamental practice of self-realization. Only when a person accepts himself as a creative practitioner can he truly accept his life essence and pursue his self-completion with it as the basic principle. Thus, writing is understood as a kind of acceptance and realization activity of the subject to his creative essence.
To date, human understanding of the ontological nature of writing has typically fallen into three categories: object-oriented writing studies, subject-oriented writing studies, and the integration of both. Object-oriented writing studies arose earlier, and it traces the phenomenon of writing back to nature or society, viewing writing as a mimesis of natural and social beauty. The typical and relatively complete theoretical forms include study of classical reflectionist writing, study of socio-political writing, etc. Recent composition studies’ ideas, such as study of ecological writing and study of environmental writing, also align with this understanding. Subject-oriented writing studies regard the essence of writing as human, and often referred to as anthropology, often referred to as “renxue” (human studies) in Chinese context, conceptualizes the human as consisting of three dimensions in human nature: soul, spirituality, and body. Diverse understandings of the threefold human have led to different views on the essence of writing. Writing studies in the pre-Enlightenment era primarily embraced soul composition studies, which trace the root of writing back to the ultimate realms such as world ideas, God, and spirituality, and believed that all human discourse must be grounded in these realms. This kind of thought is not mainstream in China at present. But if fundamentalist composition studies, which is mechanically deduced based on the judgment of classic works, is regarded as a variant of this perspective, its influence in contemporary times remains very profound, termed “theocentric writing studies”. Conversely, aesthetics of rationality in composition studies, which emerged and matured in China in 1980s, basically align with spiritualism. Advocates argue that writing should be grounded in rational thinking, viewing individuals as self-determiners guided by rational critique. This perspective, embodying modern enlightenment ideals, represents a rational aesthetics of composition studies.
Since 1980s, the theory of embodied writing has emerged as an alternative perspective in China’s literary circles.1 It posits that human expression is rooted in individuality and sensory perception, framing writing as an activity based on the physical practices of perceptual individuals.2 This viewpoint stands in stark contrast to the rational aesthetics of composition studies, instead emphasizing the sensory and individual experience. So, it can also be called aesthetics of sensibility composition studies. Finally, an integrated perspective combines subject and object, viewing writing as an active practice emerging from the interaction between the two. This approach, known as “subject-object dualism” in writing studies, represents a synthesis of diverse ontological perspectives. Naïve praxis-oriented writing studies embody this integrated approach in its classical theoretical form.
1 Practice and Existence in the Study of Writing
Humans are beings in the world. When we discuss humans in relation to the world and their writing activities, it is natural and accurate. However, humans are not determined by the world. On the contrary, they determine the world. From the moment of their birth, humans have been embodying the world. Many objectivist ontologists acknowledge this fact: subjects of aesthetics are based on individuals’ practical activities that humanize the world, rather than on the world itself in its original sense. How can the world be the world without people? The world exists because of the presence of human beings. In other words, only the world that belongs to human beings is the world in which beings exist. Therefore, it is human beings who disclose the meaning of the world as world. If so, we should directly observe human for we can see the flourishing world through human subjectivity. In fact, all questions about the world are inquiries from the perspective of humans, seeking to understand “the world that people see”.
“Human is not an abstract being residing outside the world. Human is the world of human”.3 The significance of humans to the world can be understood in two ways. Firstly, humans humanize the world through objective practices, reshaping it into a subject of human activity. Secondly, humans endow the world with subjective meaning, allowing it to manifest in the realm of spirit and become a subjective entity. Hence, the objective world portrayed in writing is essentially a dual manifestation of subjectivity. It is a world that has been transformed by humans and simultaneously given spiritual significance by them. We need to inquire into the subjectivity of “humanity” itself, and how its various aspects can simultaneously manifest both the subjective and objective practices of the world.
The division between perspectives is evident. Zhu Liyuan once put forward the concept of “praxis ontology”, taking “practice” and “existence” as its core to realize ontological inquiries, in order to surpass the philosophical thinking of the simple epistemology which has caused contemporary aesthetics to fall into the dichotomy of subject and object. Zhu Liyuan believes that Li Zehou’s philosophy of “subjective practice” has certain deficiencies: it was limited to grasp from the angle of modern epistemology, without primarily considering the perspective of ontology. In this way, the human world was divided into the dualistic opposition of subjective and objective realms. He points out, “While affirming the independent status of human subjectivity, it also confirms both the human and the world as separate existences - the subject and object as ready-made existence. Moreover, the independent subject itself is divided into the opposition of sensibility and rationality”.4 Zhu Liyuan’s point of view is correct. Next we will explore where the problem lies with Li Zehou? Li Zehou’s original intention is to use the concept of “subjective practice” within the scope of epistemology to dispel the dualistic opposition between subject and object of traditional practical philosophy. In order not to limit the subject, he also introduced the concept of “cultural accumulation” to anchor the subject’s psychological structure and limit the subjectivity. In a sense, the author agrees with Li Zehou’s approach, which stems from the subjectivity of human beings rather than basing it on the objective world to understand the aesthetic phenomena. However, as Zhu Liyuan believed, Li Zehou’s foundation is not based on human ontology, but on epistemology. This has led to Li Zehou’s failure to successfully dissolve the subject-object dualism and instead created new oppositions. It’s important to note that the so-called subjectivity and objectivity of the world are inherent in human existence and practice, which emerges as the product of post-practice. The duality between the subject and object of the world essentially represents the subjective and objective aspects of human practice. This duality can indeed be resolved by dividing practice into objective and subjective components, then considering them as two constituent parts of ontological practice. So, what about Zhu Liyuan’s praxis ontology aesthetics? On the issue of practice theory, Zhu Liyuan explained: “Marx’s modern ontology thought is based on practice and realized through practice… In the Outline of Feuerbach, Marx defined practice as ‘realistic’ and ‘perceptual human activity’… In practice, human beings realized the objectification of essential power and the humanization of nature, thus truly possessing the object; at the same time, human beings also formed and established their own existence in the object (practice) relationship with things”.5 Zhu Liyuan tries to base his praxis ontology aesthetics on the philosophical foundation of modern existentialism with practice as its core and try to surpass the simple epistemological thinking of dichotomy of subject and object. Zhu Liyuan quoted Marx’s remarks on the issue of Dasein in the Economics and Philosophic Manuscripts of 1844. He thought that the ontology in Marx’s sense is not merely a replication of substantial ontology, but a modern praxis ontology. It not only contains the substantial existence, but also includes the feeling and the desire: “The ontological essence of human’s lust is formed in both its totality and its human nature; therefore, the science of human itself is the product of self-realization in human practice”. Zhu Liyuan referenced Marx’s discussion of the issue of “being there” in the Economics and Philosophic Manuscripts of 1844, considering that Marx’s existentialism is not merely a replica of substantial existentialism, but rather, a modern practical existentialism. It encompasses not only substantive existence but also sensation, desire, and passion. Zhu Liyuan said: “In the original sense, man and the world are integral and inseparable. People can only exist in the world, and no world has no one; similarly, the world cannot be separated from people, the world is the world of people, the world only has meaning to people, and no one has the world”.6

In general, these statements are correct. Man’s practice includes both substantive production practice and virtual aesthetic practice. In the past, aesthetics focused solely on defining beauty in the epistemological sense, neglecting the practical aspect of “how beauty is created and presented”. Generated realistically through the unfolding of aesthetic relationships. Zhu Liyuan’s inquiry begins with practice, rooted in existentialism, and then delve into the concrete manifestation of aesthetic generation. While Zhu Liyuan’s line of inquiry is correct, his conclusion lacks thoroughness, specifically regarding writing. What do practice and existence entail?

2 Creative Practice is the Fundamental Practice of Human Beings
How does a person become an intrinsic part of the world? Human’s integration in the world is obviously accomplished through its “manifestation practice”. This practice is primarily demonstrated by the bodily “appearance” and “engagement”, as the presence of the body brings a person into the world, thereby prompting the humanization of the environment.7 This aspect is particularly apparent in objective practice. Simultaneously, a person’s bodily appearance and engagement in the setting provide a person with a bodily “perspective” or “point of view”, thus forming subjective practice. When we say we should inquire about the world, what we really mean is that we must inquire about people’s “practice”. The ontological nature of humanity unfolds through practice; a person devoid of practice does not truly exist. Furthermore, it’s important to note that this practice is essentially “embodied practice”, as the existence of human being is the body existence, and the “body” is a thorough inquiry to the existential inquiry of human being. In the preface to his book Introduction to Body Aesthetics, Wang Xiaohua says: “In The Structure of Behavior, Maurice Merleau-Ponty mentions a paradox”: “On the one hand, consciousness is the function of the body – and thus ‘internal’ events that depend on external events; on the other hand, these external events can only be recognized through consciousness”. What does that mean? First, consciousness is dependent on external events, that is, objectivity. Second, consciousness is the function of the body, the internal events of the body. According to Merleau-Ponty, we can make it very clear that the body is not an ordinary member of the object world, it is “consciousness” and “consciousness”, and it is the subject and the object at the same time: “My body is both visible and visible. He who looks at everything can also look at himself”. This is what Wang Xiaohua says: “The body can look at its own gaze… It is the sensed person… In this respect, we must accept the ‘body as a subject-object’”. While the author’s interpretation of the “subject-object identity” of the body differs from Wang Xiaohua’s, the author nonetheless concurs with Wang’s perspective. Wang Xiaohua concluded: “The pre-modern context of body-mind integration cannot lead to independent body aesthetics; the separation of body and heart and the emphasis on heart in modernity inevitably lead to the tradition of spiritual aesthetics as the mainstream; the post-modern culture returns the spirit to the body, and the body begins to be accepted as the main body, and the possibility of the birth of body aesthetics arises from this”. “To return to the body is to return to the individual, to the individual is to return to the body, to return to the body is to return to practice”. Although Wang Xiaohua’s concrete exposition is full of ambiguity and hesitation, the author still thinks that Wang Xiaohua’s argument actually advances Zhu Liyuan’s ontology of “existence-practice” to the ontology of “body practice”. He further advances Zhu Liyuan’s view of “existence” and points out the truth that “existence is the body” from the angle of ontology. The author disagrees with Wang’s dualistic approach to body aesthetics and practice aesthetics, as well as his attempt to blend the two. The author tries to clarify that, just as body and being are one-two, two-and-one, the theory of being-practice is the theory of body practice, but obviously, the body is the foundation of existence, not the foundation of existence, and the body is the original existence or the ontology of existence, rather than the contrary. Therefore, body ontology is a more primitive expression of existence ontology. The manifestation of the body highlights the presence of existence and the being of Dasien. Furthermore, the corporeal internalization of spirit and consciousness enhances both the subjectivity and objectivity of embodiment, rather than diminishing either aspect.
This book does not aim to provide an abstract understanding of existence, the body, and its practices. This chapter is intended to “discuss the ontology of writing in the perspective of creative writing”. This requires us to have a specific explanation of the existence-based/physical “practice” of people or the “practice” of human ontology. Human practice encompasses a range of activities, including objective physical manifestations and subjective positions. These practices involve both substantial engagement with nature and virtual conscious activities. Ultimately, all practices must undergo conscious reflection through bodily events to be meaningful.
In creative writing, creativity serves as the primary means through which individuals realize themselves as subjects. The activities of individuals as aesthetic subjects are naturally unified with their self-awareness. Only when individuals accept their roles as creators that can they fully embrace the essence of their own lives and pursue subjective fulfillment as a basic principle. Therefore, writing is perceived as both a means of receiving and realizing the creative essence of the individual, as well as an inner practice inherent in the individual’s life.
Creative practice is personal. “The lack of individual consciousness is still a crucial deficiency in Chinese philosophy of life”. The emergence of the Creative Practice-based Writing Studies aims to address this inadequacy in Chinese writing studies. As mentioned above, the author does not agree with some of Wang Xiaohua’s arguments because he uses individuality to prove the “physical” nature of the practice, and the fact is on the contrary. All practice is physical, and the flesh is naturally an individual, which is self-evident. All human practices are personal and physical, and as human beings with individual perspectives gather together, they produce interactive and collective practices. However, it is very clear that it is not an ontological practice that would be discussed. It cannot be the personal or ontological kind that supports creativity. Instead, only the one that is objective because of the presence of the body and subjective because of the expectation of the individual—that this is a “subjective practice inherent in oneself”—will be discussed. It must be personal based on physical practice. Li Zehou did not explicitly discuss individuality at this level. But he conjectured this when talking about the structure of what he defined as the “psycho-emotional ontology”. He said, “Let’s return to people themselves, return to individuals, sensibility, and contingency! In this way, let’s return to the real daily life… Stop being controlled or dominated by metaphysical ideas; actively embrace, combine, and break these accumulations. Art is the reflection of your sensual existence. It exists in your everyday experiences”.8 The individuality can be proved by body ontology and modern psychology. The latter proves that individuals bring forward cultural or scientific creativity and creation, and because of this, human beings define the modern creative industry as an industrial activity based on individual creative intellectual property rights.
Creative practice is an activity for individuals to showcase their own essential qualities. What is its characteristic when regarded as an aesthetic practice of the body? That is not all perceptual, but the aesthetic one as a creation is. When the author studied the creation of the novels of the new generation in 1997, he once summarized it as follows: “…it starts neither from the awe of human beings towards the object world (traditional goodness) nor from the pursuit of human beings towards the object (traditional truth). It is an individual and perceptual person who realizes that his existence as an individual person and a perceptual person is concealed and he pursues the non-concealment situation, which is ontological and emotion-centered. … The central concept of ‘emotion’ in the aesthetic of the novel, as realized, is an aesthetics of individualism. Emotions always have the characteristic of anti-rational constraints. They are the externalization of sensual life, and therefore, the aesthetic of the novel centered on ‘emotion’, as realized, is also an aesthetic of sensualism. It emphasizes the expression of human sensual life and affirms human existence in its physicality. It believes that the existence of man is, first of all, the existence of the body, and it affirms the priority of the body to the soul and the world, and thus the priority of the body to the novel. This kind of creation is a change from the theme writing and the reflection writing of the past, and it is really a novel that goes back to the novel”. As an active practitioner, the body, when it is the aesthetic subject, forgets objectivity and accepts the purposes or interaction of the body and the group objective practice as the internal subjective one. At this time, the body has received the actual feeling of the world as the inner person of the world. This practice starts from the feeling of the body and is also attributed to it. It makes the world become the inner world of the body and is perceptualized. Reason is not nonexistent, but it does not rely on reason but rather on the more direct and original sensitiveness of the body. In this process, it makes the world a “physical” existence and the world is internalized as the “image of the body”. The aesthetic, creative practice of body theory depends not only on feeling and intuition but also on various senses such as vision, touch, hearing, and taste. Other than these, the rest, being the obstacles rather than promoters, is what it needs to resist. The body, which is what it is, is there, but in all kinds of chains, by which it resists and achieves itself, is nothing but the body itself.

3 Writing is an Aesthetic Practice Based on People’s Ontological Practice
Schopenhauer (Fig. 1) stated in The World as Will and Representation that “He does not know a sun and an earth, but only an eye that sees a sun, a hand that feels an earth”.9 In his view, it is the body, and it will always be the body, as the performer, acting as the “practitioner”. For the Creative Practice-based Writing Studies, to recognize creative practice’s ontological status, the first thing to do is to admit that the body is the starting point, bearing point, and ending point of understanding and humanizing the world. Without the body, there is no practice. Therefore, creative practice writing studies see the body as its most primitive position, “…body is the only real individual in the world”.10 For the creative practice of ontology writing studies, there is no “my body”, but only “the body that I am”. Writing, as a creative practice, develops exactly this “I am” attribute of the body, which proves itself through writing to be both the appearance and the essence, the subject and the object, and the essential existence. The aesthetic pleasure of the writer comes from their acceptance of joy and suffering. The so-called grandeur, fear, and other aesthetic feelings are only the body’s reception of its situation (the relationship between the body and the environment). All aesthetic feelings are derived from the body’s practice. The writer’s adherence to the self-existing nature of existence comes from their internal subjective practice (standpoint practice), while their grasp of the objective world comes from their objective practice (emergent practice). Everything only comes from the body’s presence and acceptance of its situation.[image: A black and white portrait of an older person with distinctive, wild hair and sideburns, wearing a formal suit with a high-collared shirt and cravat. The expression is serious, and the background is plain, emphasizing the subject's features.]
Fig. 1Schopenhauer



In this regard, the creator and its transcendence are not outside the body. This is why Nietzsche (Fig. 2) rejected the mind–body dichotomy and declared “God is killed”. He wanted to bring transcendence back to human beings. In his vision of Superman, human transcendence relies on here and now, but it actually lies in the body practice in this world. He has a valid point here. Creativity is not the exclusive attribute of God; man is born to be creative due to their individuality. He is only himself and not others, which endows him with the attribute and status of the creator.[image: A black and white portrait of a person with a prominent mustache and neatly combed hair, wearing a suit and tie. The expression is neutral, and the background is plain, emphasizing the subject's facial features.]
Fig. 2Nietzsche


Nietzsche
“The healthy body discusses the meaning of the earth”. Nietzsche once said. The body is the prototype of beauty, and the healthy body manifests the basis of beauty. The emergent practice (manifested in the earth) and standpoint practice (based on the earth) of the body realize the meaning of the earth, which is also the world. Furthermore, the body is the earth, that is, the meaning of the world as the world. Writing is the “body” talking about the “earth”, and the “body” is the meaning of the earth. Therefore, writing in terms of speech is merely the body speaking of itself; writing does not need to be separated from the body and the earth. Writing is a commitment to the body and the earth, and transcendence is a way of self-affirmation of the body on the earth. Transcendence is inherently contained in the various practices of the body and is an inherent attribute that emerges in the relationship between the body and the earth.11

In the field of creative writing studies, the creative subject makes himself a creator through creative practice. In fact, creative writing studies has more fundamental perspectives on the significance of creativity for people as aesthetic practitioners. According to its view, creativity is a fundamental practice of self-realization of people as subjects, and the activities of people as aesthetic subjects are naturally unified with this self-cognition. Only then can he truly accept his own essence of life and pursue self-realization with it as the basic principle, and writing can be understood as an activity of the subject to receive and realize his creative essence, an inner practice that is essentially included in his life. Therefore, as a creative actor, based not only on the interpretation of the world, not only on the need to explain, but also on the creation of the understanding of the world, the relationship between the body and the world, and even on the requirement to make the world manifest as a whole in creativity. The creator creates a holistic picture of meaning in which the “world” is “born”, exactly as the body emerges and stands in the world, and it gives the world the feelings and values of “earth” through manifesting so that the world can achieve “meaning”.
“The healthy body speaketh of the meaning of the earth”, how do we understand this “speaking” of the body? Emergence and standpoint of the body originally brought out the world, while the creative writer “creates” the world again with his pen. A great creative writer does not create a fragmented picture of the world in bits and pieces, but creates a complete jigsaw puzzle of the world, which consists of a sequence of superficial events, but is essentially a representation of the “ontological” sense of the world as a whole. It shows the creative writer’s “worldview”, which is not simply to see the world as it is. Creative writer makes himitself manifest in the world as a creator, making the world creative and become his own world, and then becomes a “earth” landscape as a whole. From this, we gain insight into the three facets of creativity in the field of creative writing studies. The fundamental facet is representation, which arises from the writer’s comprehension of event sequence in the world. The higher facet involves the creation of rational and emotional logic, which creates the rational and emotional meaning of event sequence. Finally, at the apex of creativity stands the “worldview”, which assigns meaning to the world and manifests the body as a creatively thinking “creator” manifested within that meaning.
What is the significance of the creator as a creator in the context of creative practice theory? By writing, he certifies himself as a “creative practitioner” and proves his status as an ontological being, which is a fact obscured by our previous composition studies, and this fact is precisely the most critical. Let’s approach this issue from a different perspective: it’s correct to classify people as either subjective or objective reflectors. Man is a reflection of the unity of subjectivity and objectivity, but does he reflect an object world that has nothing to do with him? No, he reflects himself and the world that he has established through manifest and standpoint practice. In this sense, in Nietzsche’s statement “The healthy body speaketh of the meaning of the earth”, this “speaking” must refer to a creative talk, and what he discusses must also encompass the open world of the body’s creative practice. In this sense, we choose the intermediary concept of “creativity” to discuss “practice”, and what we are doing is paying homage and offering blessings to the body and the earth.
Everything should return to the basic assertion that “people are creative practitioners”. Does it mean that we have identified writing activities among other human activities? Yes and no. All this still needs to return to our original understanding of “people are creative practitioners”: creative practice is the ontological practice of human beings, and writing is an aesthetic practical activity that is founded on the ontological practice of human beings—this is not difficult to understand, as countless philosophers have considered aesthetic activity as the essential activity of human beings throughout the ages. Creative practice originates from human creative practice, the ontological practice of human beings, and if it has any characteristics based on creative writing, it is this “ontological” nature. The creative writing activity of human beings is an ontological creative activity, which is its greatest feature. In this world, there is nothing more original than creative writing activities for the creative essence of human beings. Creative writing should present its value and significance in the free realization of human nature. In conclusion, there is nothing that better encapsulates this essence than Wang Xiaohua’s summary:
Body’s creation is mainly carried out in two dimensions: through marriage and childbirth to create a higher-level body, and by humanizing the world to make it into a work of human beings. Beauty is born from the continuous creation of the body. The body is the creator of beauty, and the beauty of the world originates from the creation of the body. Any aesthetics of the world can be traced back to the body and restored to the aesthetics of the body: as a body, man is an aesthetic subject and an aesthetic object at the same time.
The Creative Practice-based Writing Studies start from the individual, sensible, and bodily creative practices. It not only overcomes the dilemma that mechanical memetic theory reflexivity composition studies directly speak the world and link writing with the world without intermediary, but also transcends subjectivism composition studies’ dilemma that relies on abstract subjects and boils down writing to universal rationality, abstract humanity, or ordinary sensibility, so it can deduce the whole composition studies system. Starting from this, we aim to establish creative writing studies at the pinnacle of human thought. The transcendence we seek is not merely theoretical, but rather a genuine leap beyond the constraints and limitations of both Eastern and Western writing theories. The construction of creative writing studies under this concept will lead to the progress of world creative writing studies, signifying the new birth of Chinese creative writing studies and the right direction of world creative writing studies.
[Reflective Questions]
	1.
How do creative writing studies understand the essence of “writing”? Why is that?

 

	2.
How do creative writing studies based on creative ontology contribute to the “whole-person” education?
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Abstract
From the perspective of ontology, “creativity” contains two aspects: human beings are thinking creatively, and human beings are creators of thinking. Taking this as the ontological field of view, we get the understanding of the three dimensions of creativity in creative writing: firstly, the most fundamental dimension of creativity is a reproduction. Secondly, its higher dimension is the creation of things and emotional logic. Finally, the top-most dimension of creativity points to the “worldview”, which creates the meaning of the world. In this process, the author can be regarded as the creator of ideas. The creation method of the ontology of creativity is not intended to copy and imagine, but to create the world in accordance with the internal principles of the author. One of the crucial contributions of creative writing to literary theory is that creative writing regards the creative activity as an ontological creative practice rather than discussing it only from the perspective of social production. Establishing the creative creation methodology on the perspective of creative writing studies can provide the novel interpretation model and research path to study the latest practice of fiction writing. It can not only bring benefits for us to re-examine the creative nature of literary activities but also help us accomplish the renovation of the literary concepts, critical discourses, and research methods.
What should creative writing studies investigate? This is actually ambiguous. Should creativity or writing be the primary research object? Is it composition studies with the realization of human creativity as the core emphasis or creative studies with writing as the core? These questions still need to be clarified by academic circles through continuous research. The ultimate criterion for determining the subject of a discipline is its practice and the form of its practical implementation. Creation is the fundamental object identified by creative writing studies, the form of implementation of creative practice. The important issues that creative writing studies cannot evade should be implemented in the creative methodology. Different literary ontologies and research ideas will lead to different creative writing methods. On this issue, creative writing studies and traditional composition studies hold different opinions. Since the birth of web novels, great changes have taken place in the mainstream style of contemporary novels.
A series of novel types born under new novel creation methods such as fantasy novels and time-travel novels have become new forms of novel creation. Contemporary literary theory is absent in this context, because web novels have already produced their classic works, but we have not yet had a theory to explain them. The birth of creative writing studies provides a model of education in colleges and universities for cultivating these writers, and can also provide theoretical interpretation for these writers’ creation. The richness of creative writing theories enables us to put forward a series of theoretical models such as creative methodology and criticism theory from its ontology, thus helping us to understand new phenomena in novel creation.
1 Writing is a Speaking Activity with Human as Its Essence
From the perspective of creative writing studies, the creative subject achieves self-realization as a creator through creative practice. In fact, creative writing studies have a more fundamental view on the significance of man as the subject of aesthetic practice in creativity. From the perspective of creative writing studies, creativity is a fundamental practical activity for human beings to self-realize as subjects. The activities of human beings as aesthetic subjects are unified with this self-cognition. Only when the human being accepts himself as a creator can he truly accept his own essence of life and pursue the subjective self-completion with it as the basic principle. Writing is thus understood as a kind of acceptance and realization of the subject’s creative essence, an inherent practice that is essentially contained in the subject’s life.
From this definition, we can break down the history of composition studies into three stages:
The first stage, known as “the phenomenon composition”, focuses on the phenomenon description of writing activities. At this time, writing is not yet distinguished from productive labor activities on its ontology nature. It is often considered a subset or by-product of productive labor.
The second stage, labeled as “practical composition studies”, shifts the focus to the artistic analysis of writing activities. Writing is recognized as a spiritual pursuit separate from productive labor. However, this distinction was still rather primitive. The differences between productive and appreciative text activities were not fully appreciated, and the spiritual nature of writing was often equated with “skill”.
The third stage, known as “creative writing studies”, places emphasis on writing as a creative and practical activity with its subjectivity and essence in people. The understanding of its inherent consciousness has evolved to a point where it can be used to answer the question: “What is the basis and essence of writing as a spiritual activity?”.
In the History of World Philosophy, Parmenides (Fig. 1) was the first to recognize the significance of “thought” in understanding the world.1 He posited that “…for thinking and being are the same thing”. This assertion underscored the identity of thought and existence. Notably, Parmenides viewed thought as existing simultaneously as both rational and perceptual practices. This holistic understanding of thought not only reflects the characteristics of Pre-Socratic Natural Philosophy in his primitive moral philosophy, but also foreshadows the philosophical implications of post-spirituality. He asserted that the essence of human beings is determined by their spiritual thinking activities. When Protagoras, his contemporary, put forward this recognition from a different perspective, stating that “Of all things the measure is Man, of the things that are, that they are, and of the things that are not, that they are not”, we can gain a deeper understanding of this recognition by ancient Greek philosophers of the prior and ontological nature of things.[image: A detailed black and white illustration of a classical bust depicting a bearded figure wearing a headband. The style is reminiscent of ancient Greek or Roman art, with intricate shading and texture. Chinese text above the image reads "创意写作学理论," which translates to "Creative Writing Theory." The artwork emphasizes classical artistic techniques and historical themes.]
Fig. 1Parmenides


It is not the problem to be discussed in this chapter to elaborate the status and significance of creative thinking in people’s thinking system. Actually, the author disagrees with the dichotomy between thinking and objects, as well as the division between perceptual and rational thinking, which would lead us to a metaphysical path that neither spiritual nor practical philosophy can escape. Here, our emphasis lies in obtaining a fundamental understanding of creative practice: human creative activities are also identical with the world. In other words, the internal nature of human creative thinking is reflected and so, is identical with the external nature of the world.2 This was actually expounded upon by Parmenides and Protagoras in ancient Greece. Although these were primitive philosophical assertions, their groundbreaking significance cannot be understated. The joy and inspiration found by thinkers often lie in returning to the source of ancient Greek philosophy and experiencing its contemporary or even future relevance.
With the above knowledge, it can be said that we have a solid starting point for understanding creativity. However, it’s not enough. It is crucial to acknowledging that people humanize the world in this process, so people live in a humanized world. This results in people themselves becoming more “humanized”. Creativity not only aligns with the external nature of the world, but it also continuously shapes the subject itself. In this regard, Descartes (Fig. 2) even believed that “I thence concluded that I was a substance whose whole essence or nature consists only in thinking, and which, that it may exist, has no need of place, nor is dependent on any material thing: so that ‘I’, that is to say, the mind by which I am what I am, is wholly distinct from the body and is even more easily known than the latter, and is such, that although the latter were not, it would still continue to be all that it is”. According to Descartes, human beings are essentially immaterial thinking entities. Nietzsche, who was even more direct in his beliefs, stated that “The creating body created for itself spirit, as a hand to its will”. In other words, Nietzsche posited that the flesh is inherently creative, and only then does it bring forward the creative spirit and become identical with it. Therefore, “‘I’ am not among the audiences sitting under the world stage; rather, ‘I’ am involved in action and reaction”. “Experience in joy and pain, in fear and hope / in unalterable pain and restless burdens / in unexpected ecstasies that arise within us and surround us with living forces”. We can further delve into this issue by following in the footsteps of intellectual giants in the history of philosophy. If Descartes’ famous phrase “I think, therefore I am” still requires a “God” to bridge the gap between thought and existence, then in Bergson’s view, the continuity of thinking is the “life impulse” that does not necessitate the presence of God. He firmly believed that “To exist is to change, to change is to mature, to mature is to go on creating oneself endlessly”.[image: A grayscale portrait of a man with shoulder-length hair, wearing a dark cloak and a white collar. He is holding a hat in his left hand and gazing directly at the viewer with a composed expression. The background is plain, emphasizing the subject's attire and facial features. The style suggests a classical painting, focusing on the subject's dignified presence.]
Fig. 2Descartes


“Creativity” holds ontological significance for humans, encompassing two dimensions: humans think creatively, and humans are thinking creators. When considering this ontological perspective, what does creative writing theory reveal to us?
①Refer to Ge Hongbing, Human Artifice and Human Discourse, including “On the Self”, “The Non-Self, Part I”, and “The Non-Self, Part II”., SDX Joint Publishing Company, Shanghai. 2003.

2 “Thinking Creatively”: The Creative Thinking Methodology in Writing
People are constantly engaging in creative thinking. For creative writers, this thinking is characterized primarily by an understanding of temporal relationships in the world. We can grasp the order of events: what comes first and what follows and use this knowledge to construct the sequence of life. This ability is not mechanical but creative. The writers understand temporal relationships through causal structures. If we cannot comprehend the logical and emotional connections of this order, we cannot represent it. Our representation of sequential events in our thinking is connected to our understanding of their relationships. Thinking creatively means that we comprehend the various meanings within this chain. Firstly, creative thinking involves explaining the logical explanation for events. For example, if a “witch” casts a spell first, and then “rain” occurs later. This temporal order is often given a logical-causal explanation—the witch’s spell causes the rain. All such reproductions are based, to some extent, on this transformation from temporal order to logical causality. Secondly, creative writers often delve into emotional logic to make emotional deductions. For instance, “my mom asked me to go to the hospital”, and “I went to see a doctor”. In this sequence of events, the creative writer’s interpretation is mostly based on the emotional logic that “my mom loves me/I love my mom”, which rationalizes the event. Finally, as creative writers who think creatively, based not only on the need of explanation, but also on his own understanding of relationship in the world, and even on the requirement of making the world manifest as a whole in thinking, we have created a holistic explanatory model in which the “world” was born, which is what we usually mean by “worldview”.
The creative writer brings the “world” to life with his pen. A truly exceptional creative writer doesn’t just paint a fragmented picture of the world; he crafts a complete jigsaw puzzle, one that encompasses a sequence of surface events yet ultimately reflects the “spiritual” essence of the world as a whole. This reveals the writer’s “worldview”, which extends beyond a simple representation of the world as it is. It’s about stepping into the world as a creator, imbuing it with creativity, and making it his own, ultimately transforming it into a “spiritual” canvas as a whole.
Human beings are thinking creators. For creative writers, the fact that creators are born out of ontological creators is expressed through their work: they create masterpieces with their pens—they engage in direct mental creative work. Does creativity, as a method, have its particularities, or does this creative process have special rules? Li Zehou believes that it does, and his basis comes from psychology. He said, “For example, Pavlov once classified the higher nervous activities of human beings into three types based on the different characteristics of the interactions between the first and second signal systems: artistic type, analytical type, and intermediate type”. He also said, “The activities of the first signal system occupy a more prominent position in the thinking process of artistic people”. He said, “These people excel at imagination”, in fact, here the word “imagination” can be equated with “creativity”. These individuals are more adept at “creation”. So what is the characteristic of this creative thinking? Borrowing Ivanov’s perspective, Li Zehou posits that “…the essence of art can be defined as a cognitive form that reproduces realistic phenomena from the specific perceptual appearance of realistic phenomena”.3 The author does not agree with Li Zehou’s view of pitting the literary way of knowing things against scientific thinking and naming it image thinking. When Pavlov said that most people’s thinking falls into an intermediate type, he actually announced that it is difficult to cleanly delineate higher nervous activities into three distinct types from a psychological perspective, or to distinguish artistic and analytical types. The author also contends that categorizing this thought as image thinking and then positioning it alongside logical thinking as “both deepening understanding and constituting a rational stage of human cognition”4 are misguided. This apparent elevation of creative thinking actually diminishes and undermines its fundamental role in creative writing theory, stripping it of its ontological significance. Ideas such as image thinking being rooted in images rather than concepts, writers remaining tethered to perceptual images during the creative process without abstracting or summarizing concepts, lack scientific and psychological grounding. Ultimately, the fundamental assertion that “human beings are thinking creators” takes precedence. Creative endeavor is inherent in the ontological practice of humanity as thinking creators. If there are distinguishing features associated with creativity, they stem from this intrinsic nature. Human creative writing activity embodies ontological creativity, marking its most defining characteristic. In the realm of human existence, nothing is more natural than the creative expression inherent in writing, which embodies the creative essence of humanity. To fully appreciate its value and significance in the unfettered realization of human nature, creative writing methodology must expand its discourse in this dimension.

3 Embracing “the Secret of the Soul” as Our Goal
Now, let’s delve into the creative methodology of creative writing studies, which might offer us fresh perspectives. As mentioned earlier, it’s a distinctive feature of creative writing studies that it examines creation based on human creative practice, rather than on production. This contribution extends beyond the exploration of literary ontology. Merely discussing the abstract creative ontological view of literature is insufficient. This view must be instantiated in various areas such as Theory of the Author, Reader-Response Theory, Theory of Literary Creation, Reception Theory, Theory of Literary Criticism, Theory of Literary History, and Theory of the Literary Industry. At its core lies the Theory of Literary Creation.
Starting from the creative ontology, creative practice is intrinsically linked to human creative practice, which essentially involves humanizing the world. Creation, in this context, is not directly connected to the objective world; rather, it originates from the human creative ontology and culminates in the “work” world that ontology outlines. Consequently, it differs from production practice and can be described as a spiritual “virtual practice”. To clarify this virtual practice, we must recognize its inner dimensions. It is a realm of knowledge, emotion, and intention and embodies the logical reasoning of the world and the emotional and worldview (belief) levels of meaning inherent in that logic. This practice is inherently individual and subjective. At the external level, it represents an acceptance of external world relations within individual communities, allowing creators to experience the objective spirit. This externalization of individual subjective spirit possesses objectivity, though it differs from the objectivity of the objective world that we have traditionally emphasized. It remains within the realm of individual spiritual “virtual practice”.
Therefore, although the literary creation methodology of the creative ontology possesses the nature of “conformity” and “reality” because it is essentially a reflection of the world, as Dufhainer stated:
The reason why the authenticity of performance is not gauged by the precision of reproduction is that performance does not expose the objective universe ascertained by science, but rather the truth of a world apprehended through subjectivity. What it signifies is a world tailored for humanity, a world viewed from within, a world that cannot be duplicated… a world experienced at the core of one’s being, a world that can only be accessed through emotions and cannot be mimicked.
The authenticity does not reside in external realism, but rather in the authenticity of the world experienced internally by the creative subject of expressionism. This authenticity aligns with the creator’s inner spiritual requirements, delving deeper and more intuitively into the eternal essence of the human soul—the essence of creative thinking. It channels inner experience through subjective spirit, transforming that experience into passion. It forsakes the authenticity of details in pursuit of a profound “illusion” to shape the internality of creativity. Beyond this inner creative passion, it resists constraints from external factors or otherness. The core tenet of creative methodology is—and remains—that the creator is the thinking creator and the creative thinker. This literary creation, based on creative ontology, is unshackled by methodological “authenticity” and uninfluenced by the ethical “goodness” of the objective world. As Helvetius posits, “Although these feelings should be regarded as the seeds of infinite errors, they are also the source of our culture. Although they make us confused, only they can give us the necessary strength to move forward, only they can make us get rid of the inertia that is ready to drag down all our abilities at any time”.5 If it must adhere to a principle of goodness, then its sole criterion for doing so comes from within itself.6

The creative ontology’s creation method neither imitates the world as it is nor imagines the world as it should be; rather, it crafts the world according to the inner creative principles of the creative thinking subject. It may appear absurd, for instance, in a time-travel novel where a contemporary character travels to ancient times armed with knowledge of contemporary physics and chemistry. It may seem incomprehensible, as in a novel set in an unrealistic alien world with anti-human experiences. It might also be mythical, as in a cultivation novel where a person ascends to immortality through cultivation… All these can be created by writers. If there must be some principles guiding this creativity, then the historical comparison principle in literature might be one of them. Writers meticulously analyze literary expression elements throughout history—character atlases, plot atlases, social and historical background atlases, etc.—and then conduct comprehensive innovative design. The writer avoids falling into these clichés, reflecting on his worldview and emotional state, fearful of becoming a follower…. It should be noted that the core of creative creation theory is the creative generation of the subject; nothing else matters.
As Solzhenitsyn once said, “The role of a writer is to delve into the mysteries of the human soul and conscience, the secrets of the conflict between life and death, the conquest of spiritual pain, and the laws that govern all of humanity. These laws emerged from the depths of thousands of years ago and will only fade away when the sun is extinguished”. What kind of spirit is necessary to nurture contemporary literature? It’s the spirit that leaps with an inner storm, accepts the creator’s mission with a sense of redemption, and endures the baptism of sacrifice with faith in suffering. It’s the eye of the human soul, unyielding in its refusal to indulge in trite depiction; it’s the spring of tears on earth, refusing to succumb to material temptation. It considers itself a creator, holding high the torch of creativity, seeking self-completion as a creator. It strives for spiritual freedom in a materialized world and calls for the reawakening of literature. All of this requires a certain theory first—an innovative theory, one that embraces the infinite creative capacity of human beings.
The birth of creative writing studies in China has progressed from experimental attempts in a few universities to teaching reform practices across hundreds of institutions. Despite doubts, it has persevered in fulfilling its mission of nurturing writers and their works. This is not only a significant reform in higher education, but also a revolutionary innovation in theoretical perspectives. Having initially taken a pioneering role in college education reform, it will undoubtedly exhibit its innovative power in theoretical discourse and theoretical innovation.
[Reflective questions]
	1.
Why does the author say that “writing” in creative writing studies is essentially human speaking activity?

 

	2.
What is the significance of “taking creative thinking as a writing methodology” for creative writing education and teaching activities?
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Abstract
It’s crucial to underscore a key concept in creative writing studies: this discipline aims to establish a theory of composition rooted in the perspective of writers. In addition, it represents a new approach to literary theory in the broader sense—a departure from traditional theories influenced by the viewpoints of readers and critics. Instead, it stands in contrast to such perspectives. Consequently, when it comes to writing and reading methods, it differs significantly from traditional literary theory. The writing methods promoted by traditional literary theory—such as realism, romanticism, and expressionism—are all based on the reading perspective. However, since these methods don’t originate from the author’s perspective, they may not effectively inspire or guide an author’s creative process. This is a widely held belief among modern writers. Similarly, traditional reading and critical methods neglect the author’s perspective, often favoring the views of readers or critics alone. What about readers who are both readers and writers—so-called read-writers, individuals who possess dual identities? Creative writing studies advocate for this dual nature of readers based on the principles of “everyone can write”, suggesting that readers possess inherent creative potential. The methodologies of reading from pure readers or critics seem inadequate. This chapter aims to establish a generative narrative theory within “creative writing studies” and “creative ontology”.
Its central argument is to explore the creative writing methods of narrative works from the standpoint of the writer and the creative process, emphasizing the aspect of “generation” (generation of world, character, action). More significantly, it introduces the concept of “generative-transitional grammar” in narratology, drawing inspiration from the concept of generative-transitional grammar in linguistics, to elucidate the theory of narrative generation from the writer’s perspective. The core argument posits that narrative is a “generative activity” rooted in creativity. The generation of the narrative is dominated by the original sequence of the world, characters, and actions, ultimately framed by the generation of narrative grammar based on the framework of “action sequence”. The generation of each specific story2 narrative represents a unique manifestation of generative-transitional narrative grammar derived from the basic generative narrative grammar.
It’s crucial to underscore a key concept in creative writing studies: this discipline aims to establish a theory of composition rooted in the perspective of writers. In addition, it represents a new approach to literary theory in the broader sense—a departure from traditional theories influenced by the viewpoints of readers and critics. Instead, it stands in contrast to such perspectives. Consequently, when it comes to writing and reading methods, it differs significantly from traditional literary theory. The writing methods promoted by traditional literary theory—such as realism, romanticism, and expressionism—are all based on the reading perspective. However, since these methods don’t originate from the author’s perspective, they may not effectively inspire or guide an author’s creative process. This is a widely held belief among modern writers. Similarly, traditional reading and critical methods neglect the author’s perspective, often favoring the views of readers or critics alone. What about readers who are both readers and writers—so-called read-writers,1 individuals who possess dual identities? Creative writing studies advocate for this dual nature of readers based on the principles of “everyone can write”, suggesting that readers possess inherent creative potential. The methodologies of reading from pure readers or critics seem inadequate. This chapter aims to establish a generative narrative theory within “creative writing studies” and “creative ontology”. Its central argument is to explore the creative writing methods of narrative works from the standpoint of the writer and the creative process, emphasizing the aspect of “generation” (generation of world, character, action). More significantly, it introduces the concept of “generative-transitional grammar” in narratology, drawing inspiration from the concept of generative-transitional grammar in linguistics, to elucidate the theory of narrative generation from the writer’s perspective. The core argument posits that narrative is a “generative activity” rooted in creativity. The generation of the narrative is dominated by the original sequence of the world, characters, and actions, ultimately framed by the generation of narrative grammar based on the framework of “action sequence”. The generation of each specific story2 narrative represents a unique manifestation of generative-transitional narrative grammar derived from the basic generative narrative grammar.
1 Narrative Generation in the Imperfect World
In a philosophical sense, the term “world” denotes all existing entities, including material and spiritual, natural and artificial, and knowable and unknowable aspects. It is an all-encompassing concept that transcends our concrete experiences, leaning more toward abstraction. Philosophers have long debated the essence and meaning of the world, a complex and enduring inquiry. Creative writers, meanwhile, participate in this discourse with a different approach. While philosophers utilize concepts and criticism, creative writers craft narratives and emotions. The world is inherently imperfect. This imperfection denotes its mutable and evolving nature. Anything subject to change, with the potential for future perfection, must be imperfect in the present. Conversely, if something is perfect at a given moment but destined to diminish in perfection, its current state of perfection is flawed. Perfection that is destined to fade or become imperfect is imperfect. The imperfection of the world remains a perpetual theme. Human aspirations for a better future sustain our world, imbuing it with inherent hopefulness. A static, unchanging world devoid of progress is unimaginable. Hence, we must acknowledge the imperfection of the current world. Why do some entities exist and others do not? Why does existence hold more meaning than non-existence? Conversely, why isn’t non-existence as meaningful as existence? Our knowledge and understanding are limited, preventing us from comprehending all phenomena fully or acquire all knowledge. Understanding and knowledge alone cannot fully address these questions. This is why narrative thrive in the interstice between philosophy, science, and religion. Narrative does not demand deterministic answers to questions of value and meaning; rather, it allows us to embrace the rich tapestry of the world experientially (solely at this level, through perceptual and spiritual experience, subconscious and unconscious awareness). Our encounters with the value and meaning of things are multifaceted, leading us to navigate within the relative confines of experience in the narratives, foregoing the pursuit of absolutist ideas about value and meaning.
While there may be absolute meaning and value in the world, as well as a definite purpose and ultimate goal, it’s undeniable that we, as individuals, constantly grapple with an imperfect and incomplete existence. Facing the world’s imperfections is a multifaceted dilemma that requires ongoing reflection and exploration. Regardless of whether we approach it through philosophy, science, or religion, we cannot fully grasp the essence or the complete picture of the world—instead, we find ourselves generating narratives in the context of the world’s incompleteness and imperfections. These narratives serve as supplements to human philosophical, scientific, and religious understandings and knowledge of the world, allowing us to experiencing it more deeply through storytelling. The world’s imperfections are what drive this immersive “experience”.
Grasping the imperfections of the time leads to the birth of epoch-making masterpieces. The emergence of modern Chinese novels can be traced back to Liang Qichao’s Preface to the Translation and Publication of Political Novels,3 a pivotal document in the history of novel development. In his article, Liang posits that political novels are a medium for discussing political phenomena and systems. Not only do they reflect social reality, but they also inspire political awareness and ideas, spurring political change and progress. Why did Liang advocate for this new narrative? He believed that Chinese society was grappling with severe issues like political corruption, foreign aggression, and social injustice. People’s dissatisfaction and political criticism were at an all-time high. Political novels emerged as a response to this societal demand. It can be said that modern Chinese novels were born out of dissatisfaction and criticism of Chinese politics. Rooted in the dissatisfaction of the Chinese people toward the late Qing Dynasty and early Republic of China, and with the aim of cultural enlightenment, the May Fourth New Culture and New Literature came into existence. Zhou Zuoren voiced his displeasure with old literature and culture in Literature of Man.4 He believed the Chinese were not even regarded as humans under the old culture, let alone gaining literature with humanity. He thought the old literature overly emphasized literary forms and skills, overlooking its impact on human beings. The old one focused on form, which came at the expense of the essence of literature, which is to express humanity, real life, and emotions. Consequently, it lacked authenticity and social responsibility, with works often failing to critique or reflect on social reality. Similarly, proletarian literature emerged as a response to dissatisfaction with bourgeois rules, echoing throughout much of modern creative writing history. In fact, for creative writers, this awareness of the world’s imperfections and dissatisfactions is almost fateful, serving as the root of literary criticism. The May Fourth New Literary Enlightenment movement in the last century was followed by the New Enlightenment in the 1980s, which once again criticized, voiced dissatisfaction, and hoped for intellectual advancement among the populace. While the themes may seem repetitive, human beings’ dissatisfaction remains constant. It’s worth noting that we have overlooked the connection between the birth of modern Chinese literature and that of American creative writing. Pioneers in China, such as Hu Shi and Liang Shiqiu, studied in the United States. They returned with a distaste for classicism and traditional literary studies emphasizing reading over writing. They rejected the formalism and bookishness of conventional language and literary studies that focused on classic texts, emphasized textual research over creation, and explanation over innovation. They advocated for a new literature based on Dewey’s pragmatism, ultimately leading to the convergence of Chinese modern literature and American creative writing at their spiritual origins and historical starting points. This convergence was coincidental and inevitable, as both movements shared similar philosophical and historical backgrounds.
In the developmental history of American creative writing, we find ample evidence to support the points mentioned above. Based on the anguish caused by war’s decimation of civilization, creative writers banded together, drawing a significant chunk of their membership from among war veterans. This collective effort spawned a robust contingent of anti-war literature in the United States during the twentieth century. Furthermore, the pervasive discrimination faced by ethnic minorities in American society fostered a surge of culturally affirming novels authored by Black people within the post-war creative writing movement. The oppressive societal constraints placed upon women sparked a rebellion in creative circles. Writers organized women-specific writing workshops to enable female voices to be heard.
Each work’s construction of the world and understanding of its imperfections is abstract and conceptual, tailored to a specific perspective. Lu Xun’s Diary of a Madman, for instance, not only expresses his dissatisfaction with traditional culture and society, which he saw as unrepentant and fettering, but also his discontent with the intellectuals’ weaknesses. Although the “madman” recognized the flaws in society and culture at that time, he was ultimately “devoted” to such failings rather than someone who could resist such malpractices. Lu Xun also sharply criticized it. The film Dying to Survive, directed by Wen Muye and co-produced by Ning Hao and Xu Zheng, pinpoints the world’s imperfections at both the macro and micro levels—“Why are there cheap life-saving drugs, but the law forbids me to buy it?”.
The creative writer’s identification of the world’s imperfections should resonate with readers. This resonance is engraved with the commonality of time and tailored to specific reader groups. The imperfections of the world, which serve as the starting point for generating narratives in creative writing, must be harmonious with the time. For instance, as mentioned earlier, Lu Xun’s Diary of a Madman expresses his dissatisfaction with the times in a way that resonates broadly: he believes that the old Qing Dynasty society no longer caters to the time. Such a social and cultural atmosphere has become why newcomers feel suffocated and even go crazy. The author’s overall dissatisfaction with the times is why Diary of a Madman achieved widespread resonance among ordinary readers. It also harmonizes more deeply among intellectual subgroups as the author reflects on their weaknesses and questions whether some can guide society in carrying out the revolution. Another example, Dying To Survive, raises the issue of “Chinese people’s struggle in medical care” on a broad level, which is a “world imperfection” that can resonate with all as a whole. On a more specific level, it raises dissatisfaction with “there being cheap life-saving drugs, yet it’s illegal to buy them through purchasing agents”.
The narrative takes place in the world’s imperfections, and a grand narrative must arise from an overall grasp of the pervasive imperfections of the times while also being capable of describing the specific imperfections that affect individual readers. The world it creates is personal and general and typically exhibits the following characteristics: 1. it is clear and explicit, allowing readers to understand the environmental background and worldview, including precise information regarding geography, history, culture, and society. 2. It is full of details, enabling readers to experience this “world” through specific scenes to integrate into this “world” and share the same feelings. These details range from scenery, architecture, clothing, food, etc. 3. It is relevant to the readers’ real world. The realistic settings include historical events, science and technology, cultural phenomena, etc., which allow readers to connect it with their world. On the other hand, the settings in a fantastical style can be entirely science fiction and virtual (such as a future world, parallel world, past world, and foreign continental world). It originates from the author’s imagination and creativity. The book might conclude supernatural phenomena, future technology, foreign worlds, etc. However, on the level of humanity and worldview, it is deeply related to the real world. 4. It has internal logic, aligning with the reader’s understanding and cognition while complying with the plot and character behavior, making them correspond. It blends fiction and non-fiction, reality and unreality, nature and supernature. The combination is natural. The world is the author’s creative imagination, rich in artistic content and elements, allowing readers to find novelty and surprise.

2 Characters and Character Settings Born Out of a Deficient World
The setting of a novel character is derived from the setting of its world. This is determined by the philosophical principle of the world: matter is primary, and spirit is secondary. First of all, human is the product of the world and is subject to the world. The limit of human’s subjectivity determines that man is the product of the object, and it is the object that produces the subject, not the other way around. On the other hand, human is the existence of full subjective agency. His arrival transforms the world into a human world, humanizes the world and shapes it into what we know as the world. It is hard to imagine a world without humans because it would be a meaningless world. At the same time, human’s arrival and self-objectification, and interactions of objectifying among individuals all constitute a part of what we call the world’s landscape, arguably even the most significant part.
In the face of a deficient world, positive characters often choose to resist and two kinds of characters are produced: positive protagonists and negative protagonists. The positive protagonists are generally proactive with courage and determination to execute their decisions. Not only do they drive themselves forward through internal drive, but they also lead people around them to act together. The difference is that the former is generally understood as a “hero” and the latter is often a “villain”. The former often has a sense of justice, kindness, and chivalry, similar to Nuwa (the corresponding figure in Greek mythology is Prometheus). Nuwa is a goddess in Chinese mythology known as the creator of the world and the mother of all things. She is renowned for her kindness, intelligence, creativity, and maternal care. Nuwa created humans (shaping a new world) and repaired the sky (mending the deficient world). She possesses a loving heart, wisdom, and magical powers. Her actions demonstrate great kindness and care, as well as unwavering determination and resilience. Consequently, she overcomes challenges, showcasing a positive fighting spirit and noble character willing to make sacrifices. If this character setting of the female hero comes from the resistance to the deficient world, then its opposite, the villain, often represents the defect of the world. We can summarize this kind of characters as the Chiyou archetype5. In ancient Chinese mythology, Chiyou is a destructive antagonist characterized by ferocity, brutality, and arrogance. He was the leader of the Emperor Yan tribe and waged war against the Emperor Huang tribe. Ultimately, Chiyou was defeated by Emperor Huang (who eventually became the ancestor of the Chinese nation). The Chiyou archetype is often juxtaposed with the Nuwa archetype, symbolizing the defect of the world. In modern novels, characters representing this archetype typically display traits of cunningness, selfishness, and cruelty as their negative characteristics.
In the character setting of novels, both the Nuwa-type heroic character and the Chiyou-type antagonist character can become protagonists. Moreover, the majority of modern novel protagonists are such positive characters. The former is often depicted in hero stories or coming-of-age narratives, while the latter is frequently featured in gangster or crime stories. They stem from a defect of the world—the former rebels against it, representing the positive force, while the latter embodies the defect, representing the negative force. It’s their binary opposition, the conflict and resolution of their contradiction, that constitutes the spiral ascent, the internal driving force of the world’s development.
Considering characters from the inherent contradictions of the world and its deficiencies, it generates the two types of protagonist setups mentioned earlier—narrative generation, and first the positive protagonist character is generated6. Similarly, designing characters based on the conflicting opposition of the protagonists generates the protagonists and their antagonists. A protagonist must have his counterpart. Furthermore, starting character design from the internal relationships of the protagonists, given that the protagonists often need to unite their own forces, we can categorize these supportive characters into wisdom-type superior characters and power-type subordinate assistants. The former gives the protagonist wisdom, inspiration for ideas, sometimes instructions and incentives. The latter supports the protagonist by helping the protagonist complete his mission with practical actions. In mythological stories, we can see many classic character settings, which often conform to the above-mentioned theory of character settings. For example, in Greek mythology, Hercules is a positive protagonist. His inner contradictions are his immense strength and uncontrolled grumpiness, which often lead him into difficult situations. His antagonistic character is the goddess Hera, who is the protagonist’s enemy and constantly tries to prevent the protagonist from completing his mission. The intelligent superior of Hercules is the god Hermes, who provides wisdom and guidance for him. The powerful inferior assistant is Jason, who helps the protagonist accomplish tasks and provides support in terms of action. Similarly, in the Chinese mythology Journey to the West, the protagonist Sun Wukong (The Monkey King) is also a positive protagonist. His inner contradictions are his pride and conceit, which keep him in trouble from time to time. His opposing characters are Bull Demon King, spider-spirits, and other demons, who constantly try to prevent the protagonist from completing the mission. As for the wisdom-type superior character, it is Guanyin Bodhisattva, who bestows wisdom and guidance upon the protagonist. The power-type subordinate assistants are Monk Pig and Friar Sand, who provide operational support for the protagonist. The character settings in these classic myths are in line with the theory of novel character development, and each protagonist has their own inner contradictions and opposing characters, as well as wisdom-type superior characters and power-type subordinate assistants. This kind of character settings makes stories more interesting and more likely to resonate with readers.
Similarly, in long or large narratives, the opposing characters of the protagonist may also have wisdom-type superior characters and power-type subordinate assistants, and form a group of opposing characters. In Greek mythology, the most famous pair of opposing characters are Zeus and Heracles. They each have their wisdom-type superior characters and powerful subordinate assistants and form two opposing camps. The conflict and competition between the two opposing characters add a lot of drama and conflict to the mythology, collectively creating a rich mythological world, showing the importance and value of the opposing characters along with their respective superior and subordinate figures.
Narrative not only focuses on the right and wrong dual opposites and their team characters but also is often concerned with the swing characters; there are several types of such characters, one of which is the ordinary person archetype. These protagonists are typically regular individuals without special abilities or backgrounds. However, through facing various challenges and adventures, they have the potential to grow and change, ultimately achieving self-awareness and personal development.
Indeed, narrative works tend to focus not only on the dualistic conflict between good and evil but also on characters that hover between the two. These swing neutral characters can be categorized into the following types: 1. conflicted character often find themselves entangled in conflicts and struggle to make decisions. They may experience inner turmoil or uncertainty when faced with different choices. Frequently portrayed as vulnerable, indecisive, or even timid, these characters tend to remain neutral and do not take sides. Some may exhibit apathy, focusing only on their own interests without involving in the conflicts or playing a key role. They may not shape the story’s direction, but they endure inner conflicts and doubts on their views and positions,
as the story unfolds, they become increasingly uncertain about their choices, and their deep self-doubt and
struggles often enhance the narrative's realism and reader engagement. It is often these emotionally rich and complex characters in a state of ambivalence that give the narrative with depth and authenticity. Examples include Tyrion Lannister in A Song of Ice and Fire and Petyr Baelish in Game of Thrones. 2. Plot twisters typically start off on the one side but undergo moral transformations, often displaying traits of betrayal and rebellion. Some characters exhibit dual loyalties, switching sides between good and evil, while others undergo their own logical transitions. An example is Severus Snape in the Harry Potter series, initially depicted as an antagonist but later revealed as a complex character with his own motivations and reasons. Conversely, there are also characters who transition from good to evil, and among them are those who serve as undercover spies, adding a dramatic element to the narrative. 3. Observers, often portrayed as secondary roles in the story. They often serve as onlookers, merely observing the development of the plot without actively participation. Alternatively, they may function as narrators or commentators, offering insights and contributing to the story's atmosphere. For instance, Jia Baoyu's maid Qingwen in A Dream of the Red Mansions. She often stands next to Jia Baoyu to observe the interaction with others. At the same time, she will also add a light-hearted atmosphere to the story. Monk Pig, a disciple of the Tang monk in Journey to the West, despite being a celestial being, is not always crucial to the plot. He often tells jokes or engages in humorous activities, adding comedic elements to the story. These observers offer readers different perspectives to better understand the development of the story and help balance its tension, bringing moments of relaxation and entertainment.
A novelist can shape a character's appearance, personality, background, and behavior. These elements allow readers to better understand and resonate with the character. For example, the protagonist can be depicted as a young and courageous person with a confident and bold personality, which encourages reader support and emotional connection.
People originate from the world; similarly, the “characters” also come from the “world” depicted in the narrative. Conversely, the protagonist serves as both the organizer of interpersonal relations and the catalyst for events in the narrative world. Their characterization is crucial and should be consistent with the themes of narrative world’s imperfection. They should possess multi-dimensional personalities and internal conflicts, capable of making rational decisions while also exhibiting weaknesses and shortcomings. This portrayal reflects the richness and complexity of the narrative world.

3 The Narrative World Is Where the Protagonist Takes Action
Traditional literary theories analyze works as “plots” from the perspective of the reader, while creative writing theory analyzes works as “actions” from the perspective of the creator. The protagonists born from the “imperfect world” need to act to make up for the deficiency of the world. This constitutes the original event. When the original event is narrated by the author, it becomes a narrative or narrative story (that is, “plot” in the reader’s sense) that the reader can perceive.
The character actions described in the narrative are generally realistic actions, which refer to the actions carried out by the protagonist to solve specific problems, such as solving murder cases and completing tasks. However, human actions are often affected by cultural, social, historical and other factors. Therefore, at a foundational level, there should be primitive actions, where the protagonist engages in actions to satisfy basic physiological and survival needs, like seeking food or self-protection. On a higher level, cultural actions should guide the narrative, representing the protagonist's actions within a specific cultural context to fulfill social and cultural expectations, such as marriage, family, or religious beliefs. In novels, the protagonists need to engage in actions on different levels to advance the story.
Despite the multi-layered perspective of creative writing, the creative writer here adheres to a relatively pure Action-Driven Narrative Theory. This theory posits that the primary driving force of narrative is characters’ actions (as opposed to the traditional emphasis on plot, which is considered a result of storytelling). From a generative perspective, actions are the cause, and plot is merely the result. Therefore, the author’s narrative creation should follow the generation of actions by characters. This theory not only emphasizes the narrative primacy of actions but also highlights that the protagonist’s actions are sequential. In excellent storytelling, this action sequence is characterized by compactness, a feature widely adopted in Hollywood films known for their tight, action-packed, and intense scenes. In this theoretical perspective of Generative Narratology, protagonists are often required to be individuals with strong drive and decisiveness. Through continuous actions, they propel the development of the narrative. These characters typically encounter various obstacles and challenges, yet they consistently overcome difficulties to achieve their goals—constituting the generation of narrative stories.
A complete realistic action generally consists of 5 steps (which form an important part of the basic narrative generation grammar):
Goal-setting. Define the goals of the action and specify the results to be achieved. This marks the beginning of the narrative, where the protagonist's tranquil life is disrupted by the imperfect world. They need to act to mend or resist these shortcomings. At this stage, the protagonist must establish their goals and desired outcomes. In cases of hesitation and uncertainty, a superior guide may provide wisdom and encouragement.
Plan Formulation. Make a specific plan to achieve the established goals, including concrete steps, scheduling, resource allocation, etc. The protagonist requires assistance from subordinates and must prepare skills, guides, money, and other necessary conditions. This is when they strengthen their confidence and will to act, unite with their subordinates, and receive guidance from their superior.
Action Execution. Implement actions according to the plan, completing tasks and steps. The process is challenging, requiring the protagonist to repeatedly self-motivate and inspire teammates. As the action progresses, the protagonist's side becomes stronger, but so does the opponent's side, leading to twists and turns, delays, and setbacks.
Monitoring and Adjustment. Monitor and evaluate the whole process of action execution, adjusting as needed. The protagonist faces difficulties and obstacles, and may even experience disappointment and retreat. In such moments, guidance from the superior is crucial for re-motivation. Overall, the protagonist undergoes setbacks, grows through adversity, and adjusts strategies to continue forward.
Result Evaluation. Assess and provide feedback on the outcomes of the action. Characters either achieve success and rewards or face failure and consequences. This prompts reflection for the audience. They contemplate the reasons behind the protagonist’s success or failure, and foster emotional, intellectual, and inspirational growth. These actions are interdependent, and help form each narrative unit, which determines the effect of the narrative. In the novelistic storytelling, it is through the progressive refinement of the protagonist’s actions across these stages that the narrative takes on a vibrant and diverse “story” appearance, earning resonance and recognition from the readers.

4 Generative Narrative Grammar and Transformational Narrative Grammar
Above, we have discussed the “world”, “character”, and “actions (and their underlying sequences)”. In conclusion, we can assert that if the narrative is a “generative activity” based on creativity, then its native sequence is that the world generates characters, and characters create actions. In this sense, world-character-action constitutes the original sequence of narrative. This stimulation ultimately forms the generative narrative grammar of all stories based on the “action sequence”, the most basic grammar for Generative Narratology, and the generation of each specific story narrative is based on the above-mentioned concrete generator for transformational-generative grammar.7 All narrative comes down to language because narrative is, first and foremost, a linguistic phenomenon. In the twentieth century, world philosophy transformed ontological and epistemological philosophy into linguistic philosophy. According to Ludwig Wittgenstein’s ordinary language analysis in the later years, human inquiry into the ontology and epistemology of the world is unpractical. The mind is limited by language, and “the meaning of a word is its use in the language”. Language is a “game” based on “family resemblance”, lacking certainty and essence. The meaning of words is not fixed. It depends on its use in a specific context. Humans have always attempted to comprehend the semantics, the acquisition of linguistic competence, and the generation of expression. However, before Chomsky, humans did not understand these issues. Traditional grammar can explain existing linguistic phenomena but cannot explain the acquisition and generation of linguistic expressions, let alone narratives. Noam Chomsky published Syntactic Structures8 in the United States in 1957, introducing the concept of transformational-generative grammar and laying the foundation for generative linguistics, which he identified as “special psychology”, “the biology of human brain mechanisms”, with a series of hypotheses and theories aimed at depicting and explaining linguistic abilities. He employs a set of formalized grammar rules to describe linguistic competence. For example, he used S → NP + VP to denote sentences, i.e., sentences composed of noun phrases (NP) and verb phrases (VP). This precise and formalized grammar is called generative grammar, consisting of transformational grammars that shift semantics without changing the sentence. In 1965, he built a complete system encompassing “generative rules” that could derive various sentences, like a mathematical formula. Different branching rules lead to other sentences. In the 1980s, his generative linguistics took a new turn when he posited that grammatical competence does not refer to generating all competent sentences with specific rules but can also mean using more generalized principles to exclude wrong sentences. In this regard, Chomsky gradually established a set of generative linguistics theories, revealing human language’s cognitive and expressive patterns in the brain.
Chomsky’s generative linguistics mainly studies the natural language generation mechanism at the sentence level. Generating story narratives requires “narrative generative-transformational grammar” with “chapter” as the basic unit to support its development. In recent decades, there has been significant progress in “narrative generative grammar” in Chinese academia. In this regard, an early researcher in China, Chen Pingyuan, based on his observation of the novel modernization and his study of the martial arts novels, put forward the concept of “story grammar” in The Literati's Timeless Dream of Chivalry published at the beginning of the century (and later reprinted and expanded in a series of editions).9 His point is that every storytelling narrative can be reduced to an introductory sentence of subject-predicate-object structure, which is also the grammar of the story. He argues that a specific narrative grammar exists in different genres. For example, martial arts novels have four subtypes under their specific basic narrative grammar: doing righteousness with a sword, dealing with hostility decisively, being a smiling and proud wanderer, and roaming worldwide. Chen has reinterpreted the question of “what is true artistic originality” from typology based on the grammatical structures through his research. He believes that the formalization of literature does not hinder artistic originality but is a valuable prerequisite. He set the purpose of literary study to explore the literary and cultural significance of story and basic story grammar. He encouraged us to understand the “expressive style” where the “unconscious content” and the spirit of national culture can be found.
Nonetheless, Chen is not an expert in creative writing. All of his research is based on an interest in literary interpretation. He even opposes the cultivation of creative writing authors and discourages understanding works from a writing perspective. Therefore, he can’t propose a “creative narrative generative grammar” as an author of innovative creation. Thus, his concept of story grammar is instrumental for readers to interpret the story rather than a narrative generative concept for authors to create and generate the story.
The author has been extensively involved in the foundational theoretical research and critique of novel typology. In 2012, he supervised the publication of the series Theory and Criticism of Novel Typology at Shanghai University,10 and in his book Fundamental Issues in Theory of Novel Typology, he introduced the concept of “Narrative Generative Grammar (Study)” from the perspective of creative creation.11 This is a theoretical framework based on the theory and practice of modern Chinese novel typology, proposing a “Generative Narrative Grammar (Study)” from the viewpoint of creative authors. The theoretical sources include not only direct inspiration from Chen Pingyuan but also Propp’s morphology of the folktale, Greimas’s actantial model and actantial semiotic square theory, Todorov’s syntactic theory, and the dual narrative grammar structure proposed by him. Vladimir Propp, through his Morphology of the Folktale,12 conducted a morphological comparative analysis of 100 Russian magical tales in Afanasyev’s collection. He identified the structural elements of the stories, comprising 31 functions, and elucidated the combinatorial patterns of these functions. The author argues that their interrelationships and their relationship to the whole actually provide the basis for a narrative generative grammar. Grimes proposed the concept of “actants”, which is a structural unit divided into six types that form three basic pairs: desire-pursuit (subject/object); communication (sender/receiver); and help or hindrance (helper/opponent). Todorov, focusing on the “syntax theory”, emphasized the study of the continuous dynamic process of key actors. He likened narration to a declarative sentence, and the essence of narration lies in change. He identified different types of changes, creating the narrative transformation formula. Later, he developed the action modal theory to refine the previous transformation, resulting in the four-stage action modality theory: generate desire—acquire ability—achieve goal—receive reward.13
The narrative is modal; for example, the author’s 5-stage action modality and Grimes’ 4-stage action modality above can be integrated into the basic modality of “realizing lack - generating desire - exercising ability - achieving (unattained) goal - rewarding and punishing”. The basic modality of narrative can be integrated into a “basic narrative generative grammar”, while the basic modality can be transformed into different subtypes of modalities, which can be summarized as “transformational narrative grammar”; the two together constitute the “generative-transformational narrative grammar” of narrative stories. The stereotype and maturity of “generative-transformational narrative grammar” is the main mark for judging various types of literature. The study of “Transformational Narrative Syntax” should not only consider the problem of real action (the study of “Transformational Narrative Syntax” should take the major categories of novels, cross-category, part-category, etc., as the research channel), but also consider the problem of narrative as the primitive action, especially the problem of narrative as the cultural action, and take the local cultural context of narrative into consideration, and narrative should be regarded as a form of “local knowledge”.
In the context of the human quest for linguistic understanding, generation, and narrative, Chomsky’s generative grammar provides a set of formalized rules for explaining the nature of linguistic competence and for generating a variety of competent sentences. And the generation of narrative storytelling requires higher-level language models. “Narrative generative-transformational grammar” with chapters as the basic unit is an important direction to address this issue. From the point of view of “narrative generative-transformational grammar”, each narrative can be viewed as a sentence with a subject-verb-object structure—based on the foundational narrative generative grammar of character action sequences. All specific stories are transformations generated from this basic grammar. For instance, all narratives in martial arts novels can be summarized into four types of narrative generative-transformational grammar: wielding a sword and upholding righteousness; dealing with kindness and enmity decisively; laughing in the wind; and roaming all over the world. Research on narrative generative-transformational grammar not only aids in understanding and interpreting existing literary works but, more importantly, it provides valuable insights for narrative generation in literary creation. It reasonably explains the process of narrative generation, where narratives start with world-building, and then characters and their actions lead to generation. The modality of character actions brings about the phenomenon of narrative generative-transformative grammar. In this exploration of narrative generation, we gradually comprehend the essential characteristics of language expression and storytelling, deepen our understanding of human language thinking and narrative culture, and contribute to the research and development of computer artificial intelligence narrative generation. The narrative grammar within the text is a projection of the rules outside the text. If seeking the deeper meaning through the surface of the structure is what the scientific theory should pursue, then studying the narrative generation-transformational narrative grammar of the deeper types of stories through the surface of the structure is the fundamental direction of the research on the methodology of storytelling under the vision of creative writing.
[Reflective Questions]
	1.
What is generative narratology? How does it differ from traditional narratology?

 

	2.
How do we understand that “narratives are generated in the absence of the world”?

 

	3.
Briefly describe the generation of characters and their actions.

 

	4.
Briefly describe the concept of “Generative-narrative Grammar” and its implications for the study of generative narratology.
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Abstract
How do we understand “text” from the perspective of creative writing studies? The relationship between humans and texts constitutes the fundamental situation of being-in-the-world in modern and postmodern times. In the classical era, the right to create texts was held by gods or gifted individuals. With the development of the times, ordinary people have obtained the right to create texts, and the advent of the Internet age has further enhanced the significance of texts in human life. From hermeneutics to interpretive theory, although the reader's interpretive power of texts has increased, it is still not free from the shackles of the “reading-interpreting relationship”. Entering the creative economy era, with the improvement of the public's education level and the enhancement of creative orientation, most people have transformed from illiterates (non-reading listeners without the ability to read) or readers (who can only read but not write) to reader-writers (who can both read and write), and the “pure reader” no longer exists. The situation of texts in the creative era has changed to a “reading-writing relationship”, and the relationship between the subject and the text has become an ontological practical relationship in the sense of generating creative subjects. Texts have become productive public fields, producing “creative authorial subjects” and “creative worlds”.
Medieval philosophy primarily focused on the vertical relationship between humans and gods, as well as between humans and texts, often simplifying the latter as the relationship between humans and the biblical text, seen as the “Word of God”. During this period, medieval philosophers viewed the text as the source of truth and divine love for humans. The text opened up and created the world. Then, the relationship between humans and texts gained ontological significance due to the relationship between humans and gods. In medieval thought, humans were perceived as individuals existing in a realm above the text, where their fundamental practices were seen as the realization of the text’s teachings. This period’s conception of text was dominated by hermeneutics. In contrast, modern philosophy and postmodern philosophy saw humans’ transition from subjects to individuals and were detached from nature and others. The importance of this relationship unfolded primarily in the context of human-nature and human–human relationships. As humans distanced themselves from gods, the once ontological connection between humans and texts dissolved, giving way to an epistemological foundation. In medieval philosophy, the relationship between individuals and texts is depicted as unidirectional, characterized by passive reception and trust. Individuals in this context are considered more as representatives of a collective rather than as distinct entities. However, in modern and postmodern contexts, grounded in epistemology, the relationship between individuals and texts takes on a more individualistic dimension. Here, individuals are tasked with confronting texts independently, rather than relying on intermediaries like priests or pastors. As the dynamics of passive reception and trust diminish, the cohesive unity within texts gives way to plurality. Consequently, while the transcendental nature of texts diminishes, the agency of individuals rises. Individuals are now endowed with the authority to interpret texts creatively when engaging with them individually. This creative interpretative capacity becomes a foundational skill and a fundamental requirement. Hermeneutics emerges as the dominant paradigm shaping human conception of text in this era.
The relationship between humans and texts manifests both internally and externally. Humans created writing and in the electronic civilization, they extended its creativity to audiovisual media. Using mediums as text, audio, and video, humans facilitated the transcending of temporal, racial, and other boundaries in the accumulation and transmission of their experiences, knowledge, and thoughts. This liberation from the confines of group-centric transmission transforms into a dynamic “relationship between individuals and texts”. Externally, the rights of individuals regarding texts exhibit variance across different political landscapes, highlighting an idealistic notion of “equal access to texts” and “autonomous interpretation” existing only in theoretical constructs. How can individuals achieve equality and autonomy in their interaction with texts and how socio-political power dynamics shape this relationship constitute intriguing inquiries. While examining the socio-political context of this relationship is crucial, our primary focus remains on its internal dynamics. It's evident that humans created texts and placed them within socio-political frameworks. However, on a deeper level, texts must be internalized as an intrinsic part of human spiritual life, transcending their mere external manifestations to become internal to human inner experience. This fundamental transformation underscores the essence of our engagement with texts.
The field of creative writing studies is framed within the modern and postmodern human conditions. Humans have inherited the power of creation from God. Not only does humanity possess the authority of creative interpretation, but it also stands as a co-creator with God in the act of creation. Our discourse extends beyond traditional paper-based texts to encompass new forms of electronic texts found in online platforms and social media. Moreover, our discussion goes beyond the cultural creation and transmission aspects of texts also delve into industrial value of texts in the era of the creative economy. In this context, texts are regarded as “products” with both productive and appreciative value.
The relationship between individuals and texts within the domains of hermeneutics is primarily constructed through the “reading-interpretation” activity. However, within the framework of creative writing studies, this relationship extends beyond mere interpretation; it also encompasses the “reading-writing” activity. In this context, the reader is not only an interpreter but also an active participant in the creation of texts.
1 The Fundamental Significance of Texts
Gadamer posited, “I was trying, in opposition to Heidegger, to show how the understanding of the Other possesses a fundamental significance”.1  Gadamer views “understanding” not a mere component of existential engagement; it represents the most fundamental mode of Dasein’s existence—beings are always “understanding” being, continuously immersed in the act of comprehending the world (inclusive of oneself and others). Furthermore, Gadamer emphasizes the contextual prerequisite for this understanding: beings are always situated within specific circumstances, and their understanding of being-in-the-world is inevitably influenced by “fore-conception” shaped by cultural, linguistic, and customary norms, which predetermine one’s conceivable existence and comprehension of general existence.2
This understanding unfolds through texts. However, texts are not unidimensional; they do not exist in isolation, and interpreters are not passive recipients. As embodiments of human's innate capacity, texts fundamentally inform the fundamental mode of being-in-the-world through understanding. The relationship between individuals and texts is dialogical. Through engagement in dialogue with texts, individuals’ prejudices are challenged, and the latent assumptions within the texts are also reassessed. This dialogue engenders novelty—not solely grounded in individuals’ anticipatory grasp nor confined to the texts’ inherent fore-conceptions—but rather fosters new insights surpassing the unidimensional passivity of individuals and the mere exposition and transmission of texts. Truth emerges, and texts attain their fulfillment solely within this dialogical rapport, manifesting their potential for revelation and insight, thereby imbuing them with a semblance of truth.
For subjects, “Through exchange with our friends, who share our views and intentions but who can also correct or strengthen them, we draw nearer to the divine, which possesses continually what is possible for us humans only intermittently: presence, wakefulness, self-presence in ‘Geist’”.3 In this process, the subject is “reconstructed” and “reformed” by the text, forming the subject’s self. This remains an ontological practice. Therefore, merely discussing the relationship between individuals and texts solely in terms of epistemology may expose the superficiality of some modern and postmodern philosophies. Within the domain of creative writing studies, individuals face the texts alone, engaging in a dialogue with another person—the other (who has seized the creative power previously exclusive to God, a point we will elaborate on later)—to create discourse. This transforms understanding from a hierarchical relationship to an equal encounter between individuals, and results in the individuals forcefully impose the authority of creative interpretation upon themselves. In this context, the texts hold significance as “epistemological practice”. Simultaneously, this process is always accompanied by self-understanding and self-remolding, thus texts also hold significance as “ontological practice”. In this dialogical process of “understanding” between individuals and texts, they are mutually foundational. In the process of understanding, the texts undergo continuous presentation, reproduction, and opening up and constantly reshape themselves. Finally, the texts received and interpreted by the subject are thus fully subjectivized. Similarly, the subject is corrected, shaped, and reformed by the emerging elements within the text. It remains open to new experiences. This is a mutual process of abandonment and shaping, where both parties are presuppositions and results in this bidirectional process.
This relationship shapes the fundamental condition of subjectivity in the modern and postmodern eras. Recognizing the importance of texts emphasizes the significance of this understanding. In this dynamic relationship, individuals continuously make dialogues with texts to achieve mutual understanding, leading to self-discovery. Only through such an interactive process can individuals attain wisdom in the Aristotelian sense. Wisdom is not solely acquired through direct adjustments to immediate survival conditions but also through a relationship with ontological significance. This enables individuals to continually integrate the indirect experiences bestowed by texts into their own new experiences, knowledge, and thoughts, fostering openness to diverse perspectives. This openness originates not from submission but from the purposeful self-development. The individual actively chooses to remain receptive to different viewpoints.
The text, acting as an intermediary, fosters an attitude of acceptance toward others, facilitating the individual’s transition from subjectivity to shared presence. This transition occurs independently of physical presence; it occurs in a virtual realm free from spatial constraints. It is a spiritual transition based on substance rather than form, internal rather than external. During the process, individuals interact with others through texts, collectively focusing on matters of mutual interest. The presence of the text allows for the gradual revelation of truthfulness in the surrounding world. As a result, individuals enter a domain where phenomena resonate more closely with their subjective experiences, while the world becomes increasingly illuminated through shared existence. This text-mediated dialogical presence offers a sense of more liberation surpassing traditional face-to-face communication, especially in the prevalent and authentic context of the Internet age.
In the annals of philosophical history, discussions about coexistence have predominantly revolved around direct interpersonal communication, with scant attention paid to the realm of textual interaction. For example, Gadamer, in his exploration of “Friendship and Self-understanding”, asserts that “we tend to be as open as possible to our friends and receptive to each other’s ideas and suggestions”4 However, such perspectives now appear antiquated. In the pre-Internet society, discussions mirrored the realities of human life, devoid of online virtual realms. Yet, with the advent of the Internet and its proliferation of social platforms and software, virtual forms of interaction have proliferated, eclipsing traditional face-to-face dialogues. The value and status of the text have skyrocketed, necessitating a renewed discussion of its role and relevance. Indeed, many previous discussions are now inadequate or obsolete in light of these developments.

2 The Dual Nature of Texts: Private Sanctuaries and Public Arenas
The understanding of the text reflects both the subject’s mutual understanding among individuals and their introspective insight. This introspection, intricately intertwined with self-development, forms the bedrock of individual autonomy and uniqueness, carrying profound ontological implications. Concurrently, the notion of “mutual understanding” involves the deep connections individuals establish with others across political and social spheres. Within the depths of the text, human discourse on communal ideals such as goodness and justice flourishes, albeit amid internal turmoil and division in modern and postmodern contexts. While Gadamer posited the impossibility of ultimate understanding, the author still believes that as the foundation of understanding, the texts (as opposed to speech5) perpetually echo mankind's call for communal understanding and fusion of diverse perspectives. They stand as a beacon of hope, calling for a future where common understanding and fusion prevail, despite ongoing discord and noise.
For the subject, the text embodies the uniqueness of the other, thus becoming indicative of otherness. However, when the text presents objectivity of otherness, how does this uniqueness contribute to the individuality of the subject (reader-receiver)? The author contends that “in the modern and postmodern perspective, the text becomes a public sphere”. It is no longer a private sphere for the reader and the author. In creative writing terms, since modern times, the text inherently contains the diversity of “imaginary readers”, which is not exclusive but a public space for all “readers”. The “arrival” of readers is no longer restricted, and their identity is no longer censored. On the contrary, the lack of affinity and identity between them and the text author, that is, the heterogeneity of their identities, is no longer an obstacle. Additionally, the interactive understanding between readers through the public sphere creates a new possibility. In this possibility, the authorial sovereignty, homogeneity, and exclusivity of the author and the text have been continuously undermined by the diverse identity of the imaginary reader, and actively deconstructed by the imaginary reader through active interpretation. At the same time, the relationship between readers has increasingly been constructed due to the openness of modern and postmodern public sphere such as classrooms, libraries, seminars, and modern media, including online media. Their affinitive presence even largely replaces the basic relationship between the reader and the author in the original sense of text. The text lays the foundation for the aforementioned picture of the relationship between subjective presence and emergence. As a public sphere, it fosters and nurtures an authentic understanding of the subject’s existentialism, and this understanding serves as a crucial gateway for the subject’s journey toward authentic existence.
Understanding is always shaped by preconceptions and pre-judgments and tends to be “insights” that may overlook certain aspects. It can be said that the subject’s every direct understanding gleaned from the text is incomplete. However, the coexistence of the subject and others within the public sphere of “text” fosters ongoing interactive understanding, which can correct this “incomplete” direct understanding. This constant exchange and interaction foster indirect understanding and interactive interpretation, forming the “understanding screen” with modern and postmodern “text” as a public sphere. The “understanding screen” facilitates the revelation of the authentic relationship between the public sphere and existence.
According to Habermas, the “public sphere” functions as a platform for public dialogue and social critique.6 In modern and postmodern times, it becomes increasingly challenging to reach a consensus on values between the state and individuals, and even among individuals. In a broader context, the public sphere serves as a significant role in social criticism and integration due to its self-diagnostic and error-correcting functions within society. The “understanding screen” of the text establishes the groundwork for this “public sphere”. Modern and postmodern texts exist both within the author’s “private field” and as “public property”, accessible for unrestricted use and discussion.7
In contemporary society, communication among individuals heavily relies on texts. The advent of network media, particularly social media, has paved the way for the emergence of a “text-centric” communication society, supplanting the previous “oral-centric” communication model. The effectiveness of oral communication has been superseded by the potency of text-centric communication. People now put their trust in written words rather than oral promises. The author’s research on the premodern linguistic phenomena like “oaths” and “mantras” showed that since modern times they have been eclipsed by “text”, with many direct oral interactions reduced to mere “gossip”.8 Indirect text-based communication has replaced direct oral communication, and the virtual public sphere of text, including online platforms, has supplanted traditional physical public sphere of “rural discussion”. Individuals encounter each other through the public sphere provided by text to construct intersubjectivity, which is a trend that has persisted since modern and postmodern times. Habermas emphasizes the importance of the public sphere because, in modern society, the states increasingly utilize “non-communicative” tools like power and wealth to shape a society marked by growing class conflict, ethnic divisions, and cultural tensions. The deceptive nature of ideologies and the coercive nature of wealth-power dynamics make rational communication exceedingly difficult. The public sphere serves as a crucial intermediary zone between society and the states. Habermas believes that individuals should enter the symbolic structure of the living world, which essentially means immersing themselves in the cultural system, learning in society, and finding rational life guidance. He proposes integrating this “consciousness structure” into communication processes, thereby institutionalizing free communication relationships and dialogue, creating a free and equal civic community, and facilitating democratic self-organization.9 Habermas’s propositions provide a valuable perspective for understanding the “public sphere”. For this purpose, the public sphere must be grounded in reasonable communication, transforming the ruler’s unilateral compulsory strategic actions into interactive communication throughout society, laying the groundwork for an “ideal communicative community” to ensure the society’s healthy functioning. As a foundational public sphere, text—driven by globalization, modernization, and networking—offers a vast space and inexhaustible impetus for the growth and qualitative transformation of the “world” public sphere.

3 The Productivity of Text
Creative writing studies focus on the creation of texts but never depart from the interpretation of texts. Early conception of text in creative writing was primarily within the realms of language, rhetoric, appreciation, often based on hermeneutics. In this perspective, texts were perceived as objects that had been “objectified”, establishing a relationship of subject and object or even a master-servant dynamic, with texts assuming a dominant role. Texts were considered external to us, belonging to the realm of history and society. When its social and historical attributes are emphasized, a form of objectivist hermeneutics emerges, elevating texts to a classic status within a specific historical context. This demands not only submission to the text itself but also to the temporal distance between it and us. Wrapped in a reverence for history, this tradition of objectivist hermeneutics separates the “text” from us. The textual world becomes inhospitable, failing to provide a public sphere and even reclaiming such a space. Descending to the status of servants of textual hermeneutics, we acknowledge its historical context; it becomes historical from its inception, no longer a part of the contemporary world we inhabit. Consequently, we fail to perceive the “public sphere” it should have opened to us and remain unaware of its belonging to our world as a whole.
In the author's opinion, the text is the solidification of “parole”, the unfolding of “words” in specific temporal and spatial conditions. However, it emerges and commences at the conclusion of “words” as a “dynamic structure” that extends infinitely into the future, with a beginning but no endpoint. Along this continuum, two facts become evident.10
Firstly, as events unfold, various subjects encounter the text one after another. Gadamer argues that the subject’s “fore-conception” is not merely an obstacle but a necessary prerequisite. What was previously considered a limitation of the subject has been reversed by modern hermeneutics and turned into an advantage. The subject brings its fore-conception to the public sphere of the text, subjects engage with one another, illuminating the “Screen of Understanding”, and fostering the attribute of the text as a “public sphere”.
Secondly, the encounters between the subjects and the dynamic structures always occur within time. They represent meetings of both the “history” and the “present”. As the text extends from its inception, this historical continuity is not something that the “present” needs to overcome. Instead, it provides the foundation for “present encounters”.
This “foundation” is defined by Ricoeur as “distanciation”. He identifies it on two levels: the distanciation between individuals and the continuity of human historical experiences with the distanciation between the present reality and its origins. According to Ricoeur, “the site natif (birthplace) of the text, = which includes intention, the original receiver, and the environment, loses its effectiveness as dialogue is replaced by writing. Writing grants independence to the text, liberating it from its initial birthplace, and opening up diverse possibilities of interpretation through the text. The text becomes independent … Liberated from its initial birthplace, the text opens up a plurality of interpretive possibilities are opened up through the text. Since interpretation is defined as ‘bringing something distant (temporal, geographical, cultural, spiritual) into proximity’, the text serves as an effective vehicle and medium for this communication in spacing”.11 In this regard, the discussion between scholars Feng Shounong and Huang Chuan is highly valuable. They explored Ricoeur’s philosophy concerning the foundational significance of the text for the emergence of the subject’s self. They remarked, “For Ricoeur, ‘the text is the medium through which we understand ourselves’, and ‘understanding is understanding oneself in the face of the text’. Readers does not impose their limited comprehension on the text; rather, they open themselves to the text and receive a broader sense of self. Reading introduces the reader to variations imaginaries of the ego, a process of change that implies the distanciation of the reader’s subjectivity from self to self. This distanciation, mediated by the text, exemplifies Ricoeur’s innovation in the concept of subjectivity”.12 In the author’s view, Ricoeur’s conceptual innovation elucidates a new perspective: the text, as a public sphere, generates the modern sense of “subjectivity”. Within it, the subject acquires both intersubjectivity (the distanciation between individuals) and historicality (the distanciation between history and the present). This constitutes a dual “self-birth”.
Ricoeur’s conception of text builds upon and extends Heidegger’s insights. Heidegger regards “understanding” as an ontological activity of Dasein, the being thrown into the world, planning its possibilities. Ricoeur furthers this notion by an explication of the existential state unfolding in the textual world. The object of interpretation shifts from the psychological intentions of the text's author to the inherent world contained within the text, where various aspects of oneself can be held.
In the author’s interpretation, the “world” unfolds for the subject, while the “subject” invariably exists in the world. They are mutually constitutive and reciprocal. The text, as a public sphere, unfolds and presents the “world”, while simultaneously summoning and evoking the subjects existing within it. The text is thus productive.

4 “Open” Texts in Creation and Reading
Traditional hermeneutics sees the relationship between the reader and the text as one between subject and object, with the reader as subject and the text as object. The reader’s reading activity, as the subject, is seen as a process of approaching the object infinitely closely, and this process is unidirectional. With the emergence of aesthetics, the interpretive authority of the subject over the text has been expanded. The text is no longer understood as a “frozen object” with its final interpretive authority vested solely in the “author” and requiring interpretation based solely on the specific spatiotemporal context in which it was produced. Both of the above perspectives are based on the reader being viewed as a passive or active recipient. They regard readers as “recipients” without reflection, rather than recognizing them as creators on equal footing with authors in a subjective position. Consequently, they only perceive the “reading-interpreting relationship” between text and reader. The emergence of creative writing studies has completely overturned the aforementioned view of text. In creative writing studies, the text is not an exclusive property of revelation or genius. It thoroughly rejects the doctrines of divine inspiration and genius in writing, and instead, grants the power of writing to every ordinary person. The creed of “everyone can write” has transformed the text under the purview of creative writing studies into “text that everyone can write”. As a result, reading from the perspective of creative writing is no longer merely an acceptance of reading confined to the identity of the reader. It is also simultaneously a form of “authorial reading” based on the identity of the author—what we call “creative reading”. Creative reading unfolds the possibility of understanding the text in a “reading-writing relationship”.
Writing brings forth the text at the endpoint of oral communication. In this sense, the text interrupts direct dialogue between the reader and the author, and also disregards the specific temporal and spatial context of the dialogue. Mr. Zhang Rulun’s opinion is correct; he said: “The text divides the acts of writing and reading, creating a gap between them… The text suspends the interlocutors and the context, conditions, environment and tone of their conversation, along with referents of their words’. It is no longer the speaker who determines the referent, but the text that does, thus determining the author as well”.13 Zhang Rulun elucidated this interruption, which opens up a space for readers’ creative freedom. Departing from the direct “question–answer-dialogue” mode with the author, readers gain a more liberated space for interpretation and comprehension. However, he overlooked the fact that there is indeed communication between the act of writing and the act of reading, albeit in a transformed manner. It no longer adheres to the “question–answer dialogue” communication valued by Socratic and Heideggerian philosophy. As previous elucidated, a new form of communal activity based on the text as a public sphere has emerged between them. In the illumination of the “screen of understanding”, this activity is productive engendering subjects and the “world” upon which they rely for existence. This exchange between text and reading represents a higher-level form of communication—it transcends the private domain nature of question–answer dialogue communication and establishes a new public sphere nature for the exchange between text and reading.
However, for creative reading in the context of creative writing, the journey with the “text” does not end here. Creative writing studies embrace the basic tenet of “creative writing is about everyone can write”. This tenet discards the concept of the “pure reader” as understood in hermeneutics and aesthetics reception. In the framework of creative writing, the notion of pure reader becomes obsolete and is supplanted by the “author” (that everyone can be). The mechanical division of subjectivity into “reader” and “author” within the reading-interpretation relationship is no longer applicable. Instead, there emerges a hybrid identity—"reader-writer” who is both a reader and an author. One of the major phenomena of the world’s entry into the Creative Economy era after the Agricultural Economy, the Industrial Economy, and the Service Economy is the transformation of the majority of the population from illiterates (non-reading listeners without the ability to read), and readers (who can only read, but not write), to readers-writers (who can both read and write). Creative writing studies are products of the creative economy era and have greatly propelled this economic transformation over the past century.
In the context of creative writing studies, the “reader” is no longer simply a passive recipient but a reader-author hybrid. Its purpose extends beyond mere comprehension and even beyond creative interpretation, but to become an equal “creator” alongside the original author. Consequently, the text becomes a public sphere where the authorial subject comes to life. Ge Hongbing and Li Xiaoyin, in their article titled On Textual Close Reading from the Perspective of Creative Writing – Creative Close Reading as A Teaching Method by, categorizing close reading into four types: scientific, literary, aesthetic, and authorial close reading with the latter referred to as “creative close reading” and expounded upon in detail. The article elaborates on the three fundamental steps of the last one: 1. capturing unique feelings during reading and breaking through writing barriers through imitation; 2. scientifically analyzing the text to acquire writing techniques and combine with personal style; 3. reflecting on the writing and revise it under the guidance of literary theory and history. The core features of creative reading include the authors directly engaging with the text, igniting desires through interaction with the text, and participating interactive discussions in writing workshops.14 While traditional hermeneutics and aesthetically oriented readings position the reader as a passive recipient or an
active interpreter, focused on the content fixed within specific social–historical conditions, the ultimate significance
of the text is limited to the understanding and interpretation of the individual reader. This world is full of rich possibilities, yet these possibilities are restricted and not infinite. Only within the scope of creative reading does the text transform into a foundation for inspiring creativity, leading individuals to be filled with boundless aspirations for their creative potential. Thus, creativity in understanding and interpreting cannot be compared with creativity of the creators.
In the context of creative writing studies, the texts encompass both the real and the imaginary worlds. Its emphasis on fictional texts is unprecedented, and previous conceptions of text have never been as intimately connected to the imaginative virtual world. Texts, in the sense of hermeneutics, have always been intertwined with specific temporal and spatial contexts and are products of social history (this also applies to literary texts). While texts in the aesthetic sense of reception accommodate aesthetic fictional texts, the so-called appreciative interpretation is mainly grounded in realism (although not the ontological kind). They interpret these texts through essential, emotional, and conceptual truth, relying on realism proof. This so-called freedom in accepting and interpreting is constrained in depth. However, within the studies, fictional texts possess unconditional legitimacy, and their significance even surpasses that of non-fictional texts.
The text transcends the “real world”, breaking free from the limited reality and history, and becoming a realm of possibilities. It goes beyond the confines of the tangible physical world, entering the world of meanings, akin to Heidegger’s authenticity. It moves from life to mind. In other words, it traverses the restrictions of the content and meaning layers in the realist sense of the “world”, turning toward the “ideational” layer through the efforts of the subject as a creative author. It becomes the foundational material and inspiration for creative activities, a gateway to the kingdom of creative freedom inviting the “reader-writer” into a new world. It is not closed unto itself but opens an existing world with new dimensions. Ideational and spiritual activities, not just logical ones, but all acts of form, sensation, perception, mental formations, and consciousness, open up to display the colorful “dream kingdom” of free creation. Through this, the classical and modern notion of the pure reader transitions into the reader-writer in the contemporary and postmodern sense, ushering in new possibilities for the subject in the realm of the text.
In this new perspective, the text is not only open to creative interpretation by readers but also to creative writing. This goes beyond the idea that “readers can understand the text better than the original author” or “can interpret the text better than the original author”. Here, the reader, as an implied-absent author, has the capacity to make the textual world the creator’s playground. Reading, in this context, not only shifts toward authentic interpretation and creative understanding but also toward creative writing. It establishes an environment where readers are considered “creative authors” on an equal footing with the original author.
At this point, the text evolves from being merely “readable” to “read-writable”. The text acquires characteristics of writability, even fostering a “creative writing workshop” style interactive space in specific creative writing education scenarios. Creative writing studies, as a modern educational system, have empirically proven the growth of creative authors in this space.15
The relationship between the subject and the text is no longer purely epistemological nor a surface-level ontological practice for non-creative subjects. It manifests as a creative subject generating meaning in ontological practice. As mentioned earlier, as a public sphere, the text produces both the “subject” and the “world”. Here, we attribute a new attribute: they form a “creative authorial subject” and a “creative world”.
【Discussion Questions】
	1.
What are the differences between the “conception of text” in creative writing studies and traditional textual perspectives?

 

	2.
How to understand the openness and productivity of the text?

 

	3.
In the context of the “read-write” relationship model, how do creative writing studies define the “reader”?
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Abstract
“Creative Reading” is a methodology within the perspective of Creative Writing discipline. It attempts to provide a new interpretive framework for authors’ literary reading based on the theories of “Creative Ontology” and “Everyone Can Write” from the perspective of a writer. This framework aims to enhance the effectiveness and quality of authors’ reading. As a meta-reading theory, Creative Reading emphasizes the creativity and subjectivity of reading, encouraging deep interactions between readers and texts to foster unique reading experiences. It represents a higher level of reading proficiency that transcends and elevates knowledge-based and appreciation-based reading. Creative Reading amalgamates readers’ literary literacy, reading experience, and immediate aesthetic experiences, facilitating deep contemplation of texts. Ultimately, these elements are integrated and elevated into individual creative capabilities. Creative Reading entails analyzing and appreciating the “imagined author” through the narrative behavior of the actual author, while distinguishing the imagined author from the real author and characters. The path to achieving Creative Reading lies in deeply exploring the imagined author's imagery and narrative strategies beyond the surface level of the text. This enables a more comprehensive understanding of the work and grasp of the real author's creative techniques and ideologies. Creative Reading emphasizes that readers should transcend typical appreciation-based and knowledge-based reading levels to trace and analyze the presence and influence of the imagined author within the text. This deeper exploration unveils the essence and charm of literary works.
On August 31, 1837, Ralph Waldo Emerson delivered a speech titled The American Scholar to the entire graduating class of Harvard University. This speech later became known as America’s Declaration of Ideological Independence after the Puritans fought for church independence and the political independence (revolution). In this address, Emerson urged American scholars not only to break free from the influence of British thought in the wake of religious and political independence but also to pursue a new American identity, shaping a distinct American intellectual and cultural character. It is based on these ideas that Emerson introduced the concepts of creative reading and creative writing. He liberated reading from a singular process of acquisition and transmission and merged it with creativity. He positioned the goal of reading as creative production, fostering a new understanding of creative reading in the discipline of creative writing. Before the emergence of the studies, writing education in American universities centered around language rhetoric and sentence structures, serving as a tool for English learning. So as reading. The introduction of creative reading and its extensive use in writing workshops blended creativity with reading. This ultimately transformed creative reading into a specialized form of authorial reading. In creative writing, reading ceased to be merely an understanding and interpretation of the author or the passive transmission and acquisition of knowledge and ideas, whose subjects are all the readers. It evolved into an active acquisition of creative writing skills and methods for authors. In workshop-based learning, the subject shifted from a pure reader to a dual-role read-writer. The purpose of reading transformed from inheritance to creative acquisition. Close reading and deconstruction of works, once geared toward the reader’s knowledge and thought acquisition, turned into the author’s attain of creative abilities and techniques. In a broad sense, creative reading can be understood as “reading with creativity” or “reading for creative creation”. It is viewed as an approach distinct from the traditional one. It emphasizes readers’ utilization of imagination and creativity to actively interpret and reconstruct the text to gain a deeper understanding and richer experience, which might enhance the readers’ interest, reading abilities, and writing skills, as well as improve their aesthetic appreciation and critical thinking. However, this chapter adopts a narrower interpretation, restricting creative reading to the reading carried out by creative writers. In this chapter, creative reading refers to authors’ conduct as the subject of creative writing.
1 Creative Reading: A Form of Meta-reading
Traditional reading typically refers to how readers acquire information and understand the texts by examining written materials. Reading involves not only the language and structure of the text but also the cognitive and thinking activities of the reader. Meta-reading, on the other hand, refers to an individual’s preparatory knowledge, thoughts, and actions before reading. It is a state of pre-readiness for the behavior, encompassing the cognitive and reflective aspects of attention, memory, reasoning, problem-solving, and learning while reading. Additionally, it involves conscious control, including understanding and managing one’s cognitive and thinking mindsets. Cognition is closely connected to meta-reading, as readers need to control and regulate their mindsets. For example, readers must concentrate on understanding the meaning of the text, control their reading speed and depth, and adjust their reading strategies on time. Meta-reading also includes the readers’ awareness of their purposes and strategies. For instance, speed reading helps obtain information quickly, while in-depth reading can help to gain a deeper understanding of the meaning.
More importantly, meta-reading provides reading with context and methodology, which opens the door to profound insight for readers. This ideological and methodological underpinning allows readers to achieve a deep connection with the text, often leading to insights. Conversely, meta-reading also imparts a sense of “fore-conception” that can limit readers’ perception during their reading behavior. As a result, readers’ perception of the text is subject to their fore-conception, which facilitates the development of “insight”, or “prejudice”. Fortunately, self-aware readers’ meta-reading contains a reflection on their fore-conception, and it can control and adjust their cognitive and thinking processes during reading, thus avoiding the potential for prejudice to overshadow insight.
The cognition in reading and meta-reading is interrelated. Readers are expected to have a clear understanding and mastery of their own cognition and thinking process, in order to read effectively. This is where the importance of meta-reading lies.
The creative reading theory, a meta-reading theory, serves as a guide for literary reading. Its objective is to establish a new literary reading framework based on “creativity” as the ontological foundation. Our discussion on the creative reading theory finds its roots in David Bleich1’s1 subjective reader-response theory. In the late twentieth century, Bleich introduced the theory of the creative reading process, emphasizing that reading is a creative endeavor. Through the interpretation and comprehension of the text, readers generate new ideas, perspectives, and imaginations, ultimately crafting their own unique reading experience. He maintains that reading is a dynamic and interactive process, with readers and texts interacting and influencing each other. Readers not only passively accept textual information during the reading process; they actively participate in, interpret, and comprehend the material, thereby exploring the text’s potential meanings and values. This creative reading process theory emphasizes the subjectivity and individuality of reading, acknowledging that individuals will have different reading experiences and interpretations when encountering the same text. These individual differences are influenced by factors such as each person’s reading background, cultural background, life experiences, and personality.
David Bleich’s reader-response theory is indeed enlightening, but our perspective is founded on the conception of text of the creative ontology “public sphere” and the creative study vision, that is, the unified writer-reader role perspective of “Everyone can write”, and the view of “Reading is also a creative source for writers, it is a part of writers’ creative behavior”. It not only necessitates the emancipation of readers’ right and ability for creative understanding and interpretation but also requires an explanation of the unique phenomenon of “authorial perspective” in literary reading. By considering all readers as authors, reading is viewed as a component of authorial creative activities.2 Therefore, it attempts to construct a new theory of “creative reading”: an authorial reading theory based on the perspectives of “creative ontology” and “Everyone can write”, which aims to provide a new interpretation framework for authorial literary readings, aiding us in a deeper understanding and grasp of the essence and process of authorial readings. In turn, this will enhance the efficacy and quality of authorial readings.

2 Creative Reading is a Competence Acquisition Reading
Knowledge-based reading, as the acquisition of new knowledge and information through reading, often encompasses facts, data, theories, and more. In this type of reading, a deep understanding and analysis of the content is necessary for readers to grasp new knowledge and skills, ultimately enhancing cognitive level and thinking ability. The objective is to expand knowledge reserves and improve personal qualities and abilities, requiring readers to cultivate logical reasoning, judgment, and thinking skills throughout the reading process. Appreciation-based reading, on the other hand, involves the aesthetic experience and emotional exchange obtained from engaging with literary and artistic works. During appreciative reading, attention is paid to the artistic and literary qualities of the works, with the aim of enhancing aesthetic taste and cultural refinement through perceptual experiences and emotional connections. The objective is to enhance emotional experiences and aesthetic abilities; therefore, readers must focus on emotional comprehension and immersion in the work, while also appreciating its linguistic and literary nuances.
Knowledge-based reading and appreciative reading are two types of reading, each with its distinct purpose and emphasis. While knowledge-based reading centers on acquiring new knowledge and information, often in areas like science, history, society, and politics, it emphasizes content comprehension and retention. Appreciation-based reading, on the other hand, emphasizes readers’ emotional experiences and aesthetic appreciation of literary works, such as poems, novels, and dramas. It emphasizes the artistic and literary qualities of the works. While knowledge-based reading emphasizes cognitive levels of thinking, appreciation-based reading places more emphasis on perceptual experiences and emotional connections. Nevertheless, these two types of reading are deeply interconnected. Both knowledge-based reading and appreciative reading serve as purposes in reading that contribute to personal growth and development. In fact, there is often overlap between the two types of reading. For instance, appreciation-based reading of literary works can foster deep thinking and understanding, thereby expanding readers’ knowledge reserves. As two fundamental types of reading, knowledge-based reading and appreciative reading both occur in authors’ literary readings, greatly assisting them in building their knowledge reserves and enhancing their literary aesthetic standards. However, this still does not constitute the “creative reading” we seek.
Creative reading is the amalgamation and transcendence of knowledge-based reading and appreciation-based reading. It’s a higher-level competence acquisition reading3 that not only encompasses the accumulation and assimilation of literary knowledge and reading experiences but also entails immediate aesthetic experiences. This form of reading involves delving deeply into the text, reflecting profoundly, and transforming these insights into one’s own creative capabilities. In creative reading, readers unearth hidden information and meanings within the text through profound thoughts and flexible associations, ultimately birthing their own ideas and insights. This mode of reading necessitates both critical and creative thinking abilities, allowing readers to excavate the deeper meanings of the text and translate those ideas into their own creative prowess. Creative reading broadens readers’ thought horizons and imagination, enhancing their creative and critical thinking capabilities. Through this process, readers forge their own literary worldview and values, consistently challenging their thoughts and cognition. This transforms reading value into a creative resource and a wellspring of future creativity. In essence, creative reading is a symbiosis of reading and creativity, an integration of the reading process with creativity. It’s also a more efficient authorial reading approach and a significant means to enhance writers’ personal thinking and creativity. It can even be posited that creative reading isn’t just a reading activity; it’s an authorial creative endeavor. It transcends the pure reader’s identity, embodying a duality of reader identity and author identity in one.

3 Creative Reading Originates from the Restoration of the Constructed Author
Literary narrative, being a creative form of storytelling, is often characterized as “unreliable”. The term “unreliable” refers to an unreliable narrative or plot in a novel,4 making it challenging for readers to determine its authenticity or accuracy. The majority of literary narratives is unreliable narratives. This differs from knowledgeable, ideological, and social-historical statements, which uphold certainty as their criterion and aim to convey clear information. Therefore, the statement and the identity of the narrator are certain and reliable. The statement conveys information or knowledge with certainty, and the narrator is named, as their named identity supports the certainty of the statement.
However, literary narrative differs significantly. Whether in fictional or non-fictional narratives, the narrator, narrative behavior, and narrative outcome are not primarily concerned with accuracy or reliability. Instead, they are infused with the narrator’s conscious and unconscious imagination of their own identity. Consequently, authors create a constructed author, who is deeply involved in the narrative. This approach lends the narrative a more subjective and emotional quality (fully individualized and stylized). As a result, the gap between the narrative story and its original ecological story is substantial. If this gap is regarded as the unreliability of literary narrative, then the divide between the actual author and the constructed author serves as its foundation. It is the constructed author who dictates the narrative story.
For the average reader, the sole purpose of reading is to appreciate and derive aesthetic pleasure from the narrative story. However, for creative reading or the reading of read-writers, merely asking them to read like an author is insufficient. They must possess an active meta-reading consciousness. This entails delving beneath the narrative story to find the essence of life narratives. It aims to comprehend the story and find out how life is translated into narration. Moreover, it demands that they penetrate the image of the constructed author crafted by the author, ultimately connecting with the real author and fully experiencing their craftsmanship rather than being deceived or blinded by the illusion of the constructed author.
Let’s reiterate our viewpoint carefully: ordinary appreciative reading concludes once it reaches the narrative story and the constructed author. However, “reading like an author” demands not only understanding the narrative story but also reconstructing and understanding the underlying primitive story behind it. Through this process, one can grasp what the real author has done in this story. To achieve this, we require creative readers to analyze the image of the constructed author thoroughly and ascertain the connotations consciously and unconsciously endowed by the real author to the constructed author’s “image”. They should comprehend how the real author shapes and utilizes a constructed author to complete the narrative and enhance its narrative effect.
In other words, creative reading first requires a clear awareness that the existence of the constructed author enables literary narrative. It is precisely the existence of this constructed author that imbues the literary narrative with various possibilities, thereby making it a type of unreliable narrative worthy of repeated reading and appreciation. The solution to this enigma of literary narrative lies in the existence of the “constructed author” (meaning, in literary narrative, the author is actually anonymous rather than directly identified by their true identity). In fact, the difference between an amateur author and a professional author lies precisely in this aspect. An amateur author often struggles to shape the “constructed author” in their narrative. They tend to portray their true selves as the constructed author and cannot detach themselves from their real identity. This is the fundamental dilemma faced by many amateur authors. Creative narrative involves deciphering and analyzing this constructed author through the narrative actions of the real author, thereby achieving understanding and mastery of this constructed author. Because all writing techniques ultimately revolve around this constructed author.
How to grasp the constructed author? Firstly, it’s crucial to distinguish between the constructed author and the real author, avoiding the false equating of the constructed author with the identity, status, or experiences of the real author. For example, in Lu Xun’s novel Diary of a Madman, before the main text of the novel begins, there is an introduction attributed to the “author”:Two brothers, whose names I shall not mention here, were both good friends of mine in middle school. But having been separated for many years, we gradually disconnected from each other. Recently, I happened to hear that one of them was seriously ill. So, I decided to take a detour for a visit on my return journey to my hometown, but the only person I met was his brother. He said: ‘I appreciate your coming such a long way to check on him, but he has recovered and gone to wait for an official position in a certain place.’ Then, he laughed and showed me two volumes of his brother’s diary, saying that it would be no harm for an old friend to know his past illness and the state of his illness. I took it home and read it through, knowing that maybe he suffered from a form of persecution madness. The language in the diary was quite confusing and incoherent, with many absurd statements. He didn’t even write a date but through the different shades of ink and handwriting one can tell it was not written at one time. Some parts, however, were not altogether disconnected. Now I have selected a part to transcribe for medical research. Although there are language mistakes in this diary, I decided not to alter a word. Despite the fact that those people are villagers and unknown to the world, I have changed their names. As for the title, it was given by the person himself after recovery and I prefer to keep it. Recognized on April 2nd, for seven years.

Afterward, the main text of the novel consists of the content of the “Diary of a Madman”. What we should understand is that this author’s introduction is essentially equivalent to the real author Lu Xun making an appearance. Through this introduction, Lu Xun brings his real self onto the stage, allowing readers to understand that in the subsequent main text of the novel, there is a “constructed author” and who is the “madman”. The real author attempts to guide readers to accept the narrative of the constructed author. However, to be precise, Lu Xun is using this introduction to create a real author who is different from the narrator “madman” in the subsequent narrative of the main text (this so-called real author is actually constructed, although many Lu Xun experts have proven through evidence that there was indeed a real person like the “madman” in Lu Xun’s life). If one were to mistakenly interpret Diary of a Madman as being excerpted from someone else’s diary by Lu Xun, that would be completely wrong.
Lu Xun’s intention with this introduction is to inform readers that the following narrative comes from a constructed author. He wants to make this constructed author appear and disconnect the real author from the novel. This conceals the fact that the real author, Lu Xun, is narrating through vernacular Chinese and the voice of the madman. The introduction of this constructed author first provides the novel with a space for a fictional and unreliable narrative, indicating that the real author is not responsible for the truthfulness or reliability of the narrative. It guides readers to accept the unreliability of the novel’s narrative. When the constructed author replaces the real author, the author actually gains more power in the narrative: they can be bolder, more direct, and more exposed. Because they are imagined, they also possess worldviews, perspectives, and emotional inclinations that the real author cannot have. In short, they enable the author to achieve abilities beyond their own capacity. Only a creative reader who deeply understands this can truly grasp how the constructed author is empowered.
Moreover, it’s important to differentiate between the constructed and the characters. The constructed author often blends with the characters, as seen in the character Si Ming in the novel Soap. This character fulfills the role of the constructed author, reflecting the author’s self-portrayal. But it’s crucial not to equate Si Ming with Lu Xun. Similarly, the author Jia Pingwa in real life and the character Zhuang Zhidie in Ruined City are not the same. Undoubtedly, Zhuang Zhidie possesses characteristics of the constructed author, evident in his perspective, tone, and stance that reflect the narrative voice of the story. However, he is not Jia Pingwa, but merely a character crafted by Jia Pingwa. Consequently, he assumes the role of the constructed author. Creative readers are supposed to appreciate the character’s perspective, tone, worldview, and more to understand the constructed author. However, creative readers should not equate the constructed author with the characters. The constructed author is the fictitious narrator created by the real author, akin to a “portrait”. Although derived from the real author, he is not identical to the real author. He often attaches himself to a character in the novel (especially pronounced in first-person narrative novels). However, he is not the character itself but the voice, tone, and perspective behind the character, the narrator of the character’s story.
In summary, the authorial figure portrayed in a novel is neither the real author nor a spokesperson for the real author. Instead, it is a fictitious entity crafted by the real author through writing. This constructed author is an “illusion” manufactured by the real author, shaped through linguistic and narrative techniques. Within the novel, the constructed author possesses a unique personality, values, and perspectives, influencing readers’ comprehension and assessment of the events and characters in the novel. The real author often hides behind the constructed author. Through the constructed author, the real author consciously or unconsciously integrates their thoughts and emotions into the narrative. This is the mystery of literary narrative.
In the past, traditional literary analysis often focused on uncovering the real author, attempting to interpret the work directly through the lens of the real author. They believe that the real author holds ultimate authority over the meaning and value of the work. For instance, some perspectives in social criticism adhered to this approach, which is not entirely unfounded. However, a more sophisticated approach to creative reading recognizes that the real author remains hidden. To truly and deeply understand the mysteries of creation, it is essential to unearth the image of the constructed author, to paint a portrait of them. This allows for a direct interpretation of the author’s narrative strategies, narrative perspective, tone, plot, rhetorical devices, and other surface-level elements. Additionally, it enables a more direct grasp of the author’s worldview, methodology, and deeper philosophical thoughts.

4 Realization of Creative Reading
In reality, there are a thousand different inferences of the constructed author in a thousand readers’ eyes. Therefore, Wayne C. Booth even introduced the concept of an “implied author”. He believed that the author image readers grasp behind the constructed author in the novel is neither the real author nor the constructed author. Instead, it is a hypothetical entity inferred by readers based on their reading experiences and cultural backgrounds. It represents the reader’s interpretation and understanding of the narrative voice in the novel. Therefore, he believes that the relationship between the “implied author” inferred by the reader and the “constructed author” crafted by the author is one of interaction and dialogue, where they are not always consistent or congruent, and sometimes differences or conflicts arise. He argues that the rhetorical effects of a novel depend on the communication and coordination between the “constructed author” and the “implied authors”, as well as on readers’ identification and acceptance of their images. Booth allows for discrepancies between the “constructed author” created by the author and the “implied author” perceived by readers, considering such discrepancies important and of critical value to narrative fiction. However, creative reading takes the opposite approach. It requires readers to read literary works from the author’s perspective, aiming to reconstruct the most authentic “constructed author” instead of creating a new “implied author” image based on personal interpretation. In creative reading, readers are tasked with returning to the author’s viewpoint, essentially serving as co-authors to reveal the truest form of the constructed author, rather than allowing the implied author to diverge from it.
Creative reading involves navigating through the myriad obstacles presented by the surface narrative of a novel, such as the multiple veils shrouding the narrator’s identity and the perplexing surface narratives. The former is more fundamental because fundamentally, the latter is determined by the former. The primary purpose of these barriers is to create rhetorical effects, guiding appreciative readers to immerse themselves in the narrative story and halt their exploration at the narrative level, without delving into the image of the constructed author behind the narrative and its narrative strategies. However, creative reading takes the opposite approach. It seeks to inquire into and understand the narrative behavior itself, to reconstruct it. It asks how narrators tell the story, and how they use different languages, narrative structures, symbols, and metaphors to present the story. These techniques can make the narrative more interesting and vivid, but ordinary readers often turn a blind eye to them. They are subconsciously influenced by the strategies of the constructed author and consequently accept these biases in thought, emotion, and perspective. If the constructed author holds specific emotions and attitudes toward certain events or characters, it will affect their depiction and interpretation of these events. In some cases, a narrator may harbor a strong dislike toward a particular character, leading them to use negative language and techniques when describing this character—thus, making it difficult for readers to fully understand them. However, it is more often to see an antisocial character deeply sympathized by readers, sometimes even perceived as a virtuous individual due to the influence of biased narration. For example, in A Dream of the Red Mansions, the portrayal of Jia Baoyu from a societal perspective depicts him as possessing all the characteristics of a prodigal son: he handles matters based on emotions rather than reason, lacks ambition in his career and financial matters, and so forth. However, evidently, the constructed author is sympathetic toward him, using a plethora of positive vocabulary to describe him, thus endowing him with a charismatic image worthy of sympathy and admiration. Conventional appreciative readers typically stop their interpretation at this point, while creative reading demands a thorough investigation into the constructed author, analyzing how the real author achieves this effect by reconstructing the constructed author’s narrative strategies.
The real literary techniques are not actually concentrated on the real author but rather centered on the constructed narrator. The narrative behavior, emotions, and biased perspectives of the real authors are the reasons why literary narratives become multifaceted ambiguous and unreliable. The real author is, of course, the ultimate storyteller, and their depiction and interpretation of events are crucial to the narrative. Different real authors may have varying interpretations and descriptions of the same event, depending on their knowledge, experiences, viewpoints, culture, and values. For example, a young novelist and an elderly writer may have significant differences in their descriptions and interpretations of the same event due to their distinct life experiences and cultural backgrounds. However, the real author does not truly appear in the novel; instead, the real author remains concealed while the constructed author takes center stage in the narrative. The creative ability of a real author can be seen as their ability to create the constructed author. It is the constructed author who truly plays the determining role by presenting the narrative aspect of the work through language, plot, structure, and other means. It is the constructed author who transforms a raw story into a narrative story, rather than the actual author, the real author, performing this task.
How does creative reading search for the “constructed author” constructed by the real author through narrative storytelling, and how does it acquire narrative skills by delineating narrative behavior characteristics?
First, identify characteristics of the constructed author within the misunderstandings and ambiguities of ordinary readers. Due to the unreliability of literary narratives, ordinary readers may misunderstand or misinterpret the story’s content and meaning, resulting in diverse or even conflicting interpretations and evaluations. This inconsistency in understanding is actually where the constructed author emerges, which is the sign and trace of the constructed author’s existence. The first intention of the constructed author is to challenge the dominant status and authority of the real author, creating narrative multiplicity and ambiguity. This is the optimal entry point for capturing the image of the constructed author.
Second, search for the distortion and unreliability of the story. The implied author incorporates their imagination and emotional inclinations into the narrative, leading to distortion and unreliability, making it difficult for readers to believe and accept the content and plot of the story. When you find the story seeming less “real”, you have likely captured traces of the constructed author’s behavior.
Third, identify the limitations and biases in the narrative. Due to the emotional and perspective biases of the constructed author, they may overlook or exaggerate certain aspects of events, leading to limitations and biases in the narrative, preventing appreciative readers from fully understanding and evaluating the content and meaning of the story. This is the alienating effect created by the constructed author’s emergence.
In literary narratives, the existence of the constructed author often renders many narratives unreliable. Creative reading is expected to delineate the overall image and appearance of the constructed author beyond the real author through reading, outlining all the narrative behaviors and characteristics behind the work. Here, the constructed author should be restored to a personality or consciousness, manifested in the final form of the narrative text, representing a stance, an attitude, and a style. The constructed author is a fictional “controller” of creation, showcasing their unique attributes through the language, structure, and plot elements of the work, conveying specific world views, values, view of creation, and behavioral traits to creative readers, thus constituting the entirety of the real author’s narrative behavior in this work. Through the restoration and analysis of the constructed author, a creative reading interactive relationship is established between the creative reader and the real author. This relationship is based on a heartfelt exchange and dialogue between the author and the reader from the perspective of the writer. It enables creative readers to gain a deeper understanding of the meanings and values presented in the work and also provides insights into the author’s creative methods and techniques.
[Reflective Questions]
	1.
What is creative reading?

 

	2.
How can one fulfill creative reading?
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Abstract
The top priority is to construct a new literary criticism perspective of “creativity-centeredness”, recognize that the essence of literature is “creativity”, emphasize that creativity determines value, carry out criticism practices of “multi-layer, three-dimensional, and dynamic” around “the flow of creativity”, establish three gradients of “originality coefficient”, “influence coefficient”, and “concept coefficient”, and carry out creative value evaluation practices from six aspects of “creativity, creative variation, creative artistry, creative meaning, creative benefit, and creative doubt”, so as to reshape the sense of mission of professional criticism in the new era, and be the boosters and companions of contemporary literature with a posture facing the future of literature.
Professional criticism faces a crisis of discourse and ineffectiveness in the diverse literary ecosystem. The fundamental reason lies in the failure of traditional critical paradigms. Single-point criticism views such as author-centered, reader-centered, text-centered, and society (culture)-centered struggle to accurately understand the industrialization of literature in the context of new media and big data. They also find it challenging to grasp the new trends in literary development. Therefore, it is urgent to develop a “creativity-centered” literary criticism, recognizing the essence of literature as “creativity” and emphasizing that creativity determines value. It shall advocate a “diverse, three-dimensional, and dynamic” critical practice centered around the “circulation of creativity”. This involves three grades: “originality coefficient”, “influence coefficient”, and “concept coefficient”, and assesses creative value on six levels: intentionality, distinctiveness, deliberation, artistry, significance, and questioning. This approach aims to revitalize the sense of mission in professional criticism and position itself as a supporter and companion of contemporary literature.
1 Crisis of Professional Criticism Paradigms in a Diverse Literary Ecosystem
Currently, the literary ecosystem is undoubtedly diverse. Firstly, authors are no longer an elite minority as the era of widespread writing has dawned with new media platforms like WeChat and Weibo. The mechanism of mass writing has led to an explosive growth of literary works. According to data of Cataloguing In Publication (CIP), in 2016, China published and distributed 50,230 literary books, an 8% increase from 2015.1 Online literature, with an even larger stock, publishes over 10 million words daily, equivalent to the annual output of a medium-sized publishing house.2 Concurrently, as the pace of literary evolution hastens, each year ushers forth two or three novel genres, such as “rural literature” and “rebirth literature”. Literature has entered an era of industrialization, been embraced by big data, and become intellectual property, with both consumer-oriented and appreciation-oriented pure literature coexisting. Customized literary working for specific reader groups have become a trend, and the fan effect in the literary industry is increasingly evident. This diversified literary ecosystem has given rise to varied criticism. Drawing on Antoine Compagnon’s perspective, the current era is characterized by three types of criticism: spontaneous criticism, professional criticism, and master criticism.3 The first group primarily expresses many fragmented and emotional opinions through online platforms. The second group comprises professional critics associated with academic institutions or writers’ associations. The third group involves individual authors conducting supplementary research for their creative process, focusing on writing “author’s reading notes”.
Notably, in this diversified landscape, professional criticism should play a leading role, as “scientific criticism performs two irreplaceable functions: firstly, it keeps the entire literary past relevant; secondly, due to its understanding of contemporary works and its knowledge of the humanities, it provides literature with more accurate, technical, and scientific descriptions and interpretations”.4 Especially in today’s cacophony, where diverse opinions abound, professional criticism should immerse itself in the currents, dispel confusion, return to the origins, and effectively address new issues, grasping the trends in literary development.
Regrettably, faced with mass writing and literary industrialization, professional criticism is experiencing a crisis of expression. This is manifested in two main aspects. Firstly, literary criticism is increasingly becoming subordinate to literary theory, with many critics indulging in creating concepts and applying empty theories. This has resulted in many articles prioritizing theory and showcasing theoretical prowess but failing to address real issues. Secondly, the scale is either judgmental, akin to literary judges or art mentors overly critical of works, especially those interpreting contemporary literature excessively pessimistically, turning criticism into mere condemnation. Alternatively, it is flooded with sentimental and commercialized critiques, becoming a promotional appendage or engaging in meaningless repetition. Logic is often disregarded. Let alone innovation. Many scholars attribute these phenomena to the personal collapse of the critic’s character and ethical shortcomings. However, the hidden reason is that professional criticism is constrained by the traditional paradigms, failing to establish a vibrant and responsive critical view and methodology that suits the current era. This paradigm crisis results in a loss of accuracy and intensity in criticism.
Reviewing the conceptual history of literary criticism, there have been four critical views: that is society (culture)-centered, reader-centered, text-centered, and author-centered. Referring to M.H. Abrams’s “Four Elements of Literature”, these four paradigms correspond to four classes of literary theories: mimeticism, pragmatism, objectivism, and expressionism.5 However, are these traditional paradigms still effective in the new literary ecosystem? Let’s examine them one by one.
Society (Culture)-Centered Criticism: Based on mimeticism, this paradigm focuses on the relationship between works and the external world. Starting with Plato, this paradigm believes that literary works reflect reality as if they were a mirror. Therefore, the primary aesthetic standard for judging works is faithfulness to nature and reality. The talent of an author is interpreted as a keen observation rather than an assertion of internal creativity. Representative genres include social–historical criticism and ideological criticism.6 These approaches use “truthfulness” and “typicality” as standards to measure literary value, praising works aligned with mainstream ideologies as exemplary. This leads many critics to adhere to the notion of “classic literature supremacy”. They use classics as the benchmark to measure popularized and commercialized genre literature, dismissing industrialized literature as nothing. This perspective is not scientific or inclusive but remains to be the attitude of artistic sentinels and mentors who hope to enlighten others. However, the emerging literary genre nurtured within ACG (Animation, Comic, and Game) not only draws cultural inspiration from traditional literature but, more significantly, derives influence from other artistic mediums such as animation and games. Within the surreal world made by online literature, these new types of literature do not adhere to the laws of the real world.7 Yet we cannot mechanically apply classical literary rules, as doing so may suppress the latent literary value inherent in online literature.
Reader-Centered Criticism: Rooted in pragmatism, this paradigm emphasizes the relationship between works and the audience. Beginning with Horace, this paradigm asserts that the value of a literary work depends on its ability to evoke corresponding responses from readers, and the corresponding effects become the standard for judgment. Therefore, critics upholding this paradigm highly value the active role of readers. They summarize certain criteria from works that readers appreciate, considering them as laws conforming to aesthetic norms.8 This criticism mode, reminiscent of Yao Si’s acceptive aesthetics and reader-response criticism, greatly emphasizes readers, recognizing psychological patterns and expected perspectives during reading. However, this would easily lead to the kitsch literature and absolute of criticism value. Popularity doesn’t always equate to goodness. This mode of criticism overlooks the ethical aspects of narration or, in other words, creative ethics. Whether it is pleasure literature or aesthetics literature, blindly producing to cater to readers’ tastes can lead to a proliferation of patterns as truly good creations are not accommodative but pioneering, gradually cultivating readers’ aesthetic interests.
Text-Centered Criticism: Based on objectivism, this paradigm focuses on the work itself, regarding it as an autonomous object. It judges the work solely based on internal standards dictated by its inherent existence, propagating an ontological view of “art for art’s sake”. This paradigm gave rise to Russian formalism, new criticism, structuralist narrative theory, etc. Critics often use this method by employing impressionistic or excerpted paragraph exemplification to find metaphor, irony, and tension that embody literariness. However, exclusively studying the text can easily lead to extreme word games and selfhood. If works are not considered within the context of history and the group of works, how can a proper assessment be made? Especially being involved in the new media, the dialogic, interactive, and intertextual nature of literary works has become an essential feature of criticism. Text is no longer a static existence but a medium of medial negotiation.
Author-centered criticism: Based on expressionism, it primarily focuses on the relationship between works and authors. This paradigm posits that the fundamental reason why a work can be born lies in the poet’s emotional impulse and desire for expression.9 Therefore, the author possesses absolute interpretative control over the text. The author’s identity, experiences, and social class influence the expression of the text, giving rise to criticism genres that hope to decipher the author’s intentions, such as biographical criticism. Moreover, prevalent trends since the 1980s, like the “literary generation” discourse, studying authors that are “post-60s”, “post-70s”, and “post-80s”, as well as the narratives from “migrant workers”, “underclass authors”, and “youths” since the 1990s, all consider the author’s age and social class as primary factors influencing text interpretation. While this perspective holds merit, it may oversimplify the logic. How effective is the author-centered approach in the era of big data when there are widespread anonymous or unknown authors? Looking ahead, how does it articulate itself in the face of machine-generated writing? As the aura of authorial elitism diminishes and the boundaries between authors and readers blur, attempting to seek answers solely from authors appears futile.
In conclusion, the traditional monolithic criticism paradigm cannot address today’s diversified literary ecosystem. In an era dominated by postmodern deconstruction, literary criticism urgently requires “constructivism” to establish a new paradigm that is diverse, three-dimensional, and dynamic.

2 Proposing for a Creativity-Centered Literary Criticism
Let us return to ontology. In the new landscape of the industrialization of literature, the essence of literature cannot be confined to social realities or individual subjectivity. Instead, it should be categorized as an intermediary concept: creativity. Creativity is akin to what Marx referred to as “passion”. On the one hand, it signifies the transition of the subject (the author) from a natural person to a social being and further to man-in-aesthetics. Drawing on the ideas in the Economic and Philosophical Manuscripts of 1844, passion is the essential power of man energetically bent on its object, a sensual outburst of human nature. However, the concept of creativity-centered literature transcends the realm of “passionate essence” because the era of new media is genuinely the “individualistic era”, where human nature evolves from the “man-in-aesthetics” to the “man-in-creativity”. Writing becomes a form of “creative imagination and practice, akin to the creator”. Therefore, summarizing the essence of literature with creativity is more accurate and adaptable to the landscape of new media and industrialization than traditional concepts like aesthetics.
So, what exactly is creativity? What standards must be met to be deemed creative? In Chinese, the term “创意 (creativity)” has long existed. Li Ao, in his Reply to Zhu Zaiyan’s Letter, proposed that “the words of the Six Classics (namely Book of Songs, Book of History, Book of Rites, the lost Book of Music, Book of Changes, Spring and Autumn Annals) are not to be imitated; they are creatively articulated”. Here, creativity refers to the unique presentation of content and themes. Zhu Guangqian’s statement is more precise: “creativity” is the dynamic generation and expression of the author’s emotions and thoughts. However, our emphasis on the concept of literature’s “creative essence” is more rooted in Western psychological terms. According to the Oxford Dictionary of Psychology (Second Edition), creativity is defined as the generation of novel, original, valuable, and appropriate ideas or objects that are useful, attractive, meaningful, and meet recognized standards. This authoritative definition allows us to extract two attributes: “innovative, novelty, original, new” and “valuable, adaptive, utility”. In addition to these two points, psychologists Grobner and Wallace proposed two supplementary standards: the third one: intention or purpose-creative products are the results of purposeful behavior; and the fourth one: duration-creative individuals spend a lot of time completing challenging tasks.10 Here, “intentionality” is in contrast to “unconsciousness”, meaning that creators have clear goals, and creativity is the result of pre-designed and planned efforts that satisfy the specific needs of the audience (readers, viewers). Its “long-term” characteristics emphasize the difficulty of creativity resulting from long-term accumulation. If viewed from the creative industry, creativity can be individual but also collective and team-based. For example, the highly popular American book Dragonlance Chronicle Trilogy resulted from collective creativity, where the team gave rise to a “creative group”.
In conclusion, we can reconsider the essence of literature based on the concept attributes of “creativity”. From a process perspective, to connect the core factors of the “author, reader, work, and world” in literature, the pivotal factor is precisely “creativity”. Firstly, the author extracts materials from the external world (social experiences, cultural atmosphere, and past creative experiences), consciously and purposefully using creative thinking and literary symbols through oral or written language to create literary works. This process is characterized by “spontaneity” (intense creative motivation) and “creativity” (conception and planning guided by creative thinking). The generation, processing, and presentation of creativity connect the author, world, and work. Secondly, for the result, literary works, after being read by the audience, have their creative core interpreted and highlighted. The degree of creativity manifested in the work, reflecting its novelty, uniqueness, and whether it satisfies the readers’ specific needs (anticipation), determines its vitality. Creativity continues to circulate in the interactive dialogue between the work and the reader, even undergoing fission (the work generates topics, bringing forth more fan literary works). Thirdly, with a certain reader base, literary works are adapted into movies, TV series, plays, animations, or even produced as dolls or backpacks and constructed into theme parks. The literary creativity, in its reception, demonstrates a comprehensive expansiveness through “cross-industry”, “cross-temporal”, and “cross-media” transformation. Through industrialization, the creative essence of literature gains proliferation, increments, and feeds back into the external world (consider the impact of Harry Potter or Disney on global political culture). At this point, the four elements of literature form an organic cyclical ecosystem. Leveraging “the circulation of creativity” model, which is three-dimensional and dynamic, we can robustly explain various new phenomena and issues in the multimedia and creative economic era’s literary ecosystem.
In general, the critical perspective of creative ontology is to unearth, explore, and evaluate the creative value of literary works based on the essence of literary creativity. It also promotes a full dialogue between the critic and the author, as well as the work and the reader.

3 Practice: The Feasibility of Constructing a Creative Value Evaluation Model
The methodology of literary criticism is a set of value standards and cognitive models for observing, understanding, and evaluating literary works formed based on ontology. The literary criticism view of creative ontology holds that creativity is the heart of literature and determines its value. Each original literary work is considered an intellectual property (IP), yet the value varies. Therefore, criticism aims to unearth, filter, and delve into their creative value and make evaluations and judgments. This approach is not of the “consumerism”, “commercialism”, “elite consciousness”, or “enlightenment consciousness”. Instead, it promotes a three-dimensional evaluation model that respects the laws of creativity and the inherent nature of literature.
René Wellek noted that literary works are “hierarchical structures of symbols and meanings”.11 To this end, we can devise a hierarchical creative assessment approach: focusing on the creative value of the text, the critical practice is divided into three gradients: originality coefficient, influence coefficient, and concept coefficient, and each gradient is developed from two levels. The purpose is to ensure a more objective and scientific evaluation of the work, as well as a more accurate assessment of its creative value. Then, the author will use the popular novel The Graver Robbers’ Chronicles as a case to illustrate the practical application of hierarchical creative criticism.
3.1 The First Gradient: Originality Coefficient
The first gradient is about creating imagery. It shall delve into the formal and content creativity embedded within the text through a thorough examination. Specifically, the imagery must be explored first, that is, the universal yet unique literary images, namely creative symbols. Character and spatial symbols are two of the most notable examples. Then, the “connotation layer” needs to be analyzed. As imageries possess both form and spirit, they evoke aesthetic implications that leave room for readers’ imaginations and speculations. In moving from imagery to implicit meaning, the critic must assess the artistic impact the work can achieve. Here, various literary criticism methods can be employed. Drawing from semiotics, critics can evaluate whether character and spatial symbols are easy to recognize, remember, and disseminate. By applying Jung’s psychology of transference, critics can assess the mental cognitive mode characters evoke and evaluate whether they can be accepted or recognized. According to prototype theory, national culture's uniqueness and symbolic value embedded in character and spatial symbols can be evaluated. Taking The Graver Robbers’ Chronicles as an example, the author crafts characters with distinctive personalities, borrowing from traditional culture such as the Classic of Mountains and Seas, and created image symbols like Zhu Jiuyin (烛九阴, a mythical snake), Shi Bi (尸蟞, a mythical creature), Jiu Tou She Bai (九头蛇柏, nine-headed snake cypress), Jin Po (禁婆, a type of female ghost), as well as spatial symbols like Shezhao Ghost City, Yunding Heavenly Palace, Yinshan Ancient Tower, etc. These highly unfamiliar elements, combined with the imagery and connotation layers, have left readers with an artistic sense of terror and amazement at the creative level.
The second is the distinctiveness level. The concentrated embodiment of creative value lies in the uniqueness and innovation of the work. In today’s era of big data, where everyone can write, critics cannot rely solely on impressionistic criticism of individual works to put off readers. Professional criticism must see the whole ocean from a drop of water and strive to condense the vast ocean into a single drop. The criticism of any single work should offer insights into the entire literary (genre) history. Even when analyzing a single text, it must be situated within the broader context of literary history. More specifically, that is within the genre’s historical trajectory. By comparing it with works of the same kind and theme, domestic and foreign, its originality and innovations become evident. This requires critics to merge big data’s quantitative and empirical research methods with qualitative methods such as literature retrieval and close textual analysis. For instance, Frank Moretti from the Stanford Literary Lab has utilized a database to quantitatively analyze 7000 British novels’ names, exploring how creative ideas evolve through title style changes. Moreover, he employs network theory to classify novel plots, creating a tree diagram illustrating how genre novels innovate beyond conventional norms. Let’s illustrate this with The Graver Robbers’ Chronicles. To truly appreciate its value, we must compare it to its genre’s historical context. The tomb-raiding motif in novels has a rich genre tradition in China that dates to the Wei, Jin, Southern, and Northern Dynasties, where we have works like Records of the Extraordinary (《列异传》), A Miscellany of the Western Capital (《西京杂记》), Stories of Immortals (《搜神记》). In the Tang Dynasty, Duan Chengshi documented numerous short stories about tomb raiding in Miscellaneous Morsels from Youyang (《酉阳杂俎》). In the West, Tomb Raider and The Mummy are often categorized as a branch of chivalry or adventure novels. Consequently, within the broader context of tomb-raiding or adventure novels, The Graver Robbers’ Chronicles represents a blend of tradition and innovation. This work demonstrates its integration of ancient tomb-raiding culture, Taoist beliefs, archaeological findings, and Western adventure novels, particularly in its employment of spectacular narrative techniques, while also adapting to the demands of contemporary consumer culture.

3.2 The Second Gradient: Influence Coefficient
The first layer is the deliberation layer. In the print era, literary criticism primarily focused on published “finished products”, which were fixed texts. However, literary works have become a “process” in the new media era. For instance, the “writing while posting” mode of web novels illustrates that a work emerges as a result of an ongoing interaction between the author and readers (fans). Take the web novel Starting from Scratch (《从零开始》) as an example. This novel was written over 11 years, from 2005 to 2016, with over 20 million words and more than 70,000 messages in its discussion section. This demonstrates that literary creativity in the new media era is no longer solely the product monopolized by the author. It’s an “interactive agreement” between the author and the reader. Deliberation is thus an integral part of this “creativity”. Every work of art is a dialogue with the audience.12 Criticism at the deliberation level involves on-site criticism, a dynamic practical process encompassing the interaction between the author and the reader. Professional critics must keep pace with readers and the market, and the best critics are those who are “prophetic”, making predictions and guiding reading even when the work is not yet fully acknowledged. When a work generates intense debate, critics should actively engage, analyze the reasons, offer profound and unique insights, and provide feedback to both the author and the readers.
The second layer is the artistry level. In the new media era, literature is no longer marginalized. It is now integrated into the broader cultural industry chain. The monopoly of words has been shattered, and “words, images, and videos” now coexist. Literature, film and television, games, animation, tourism (theme parks), and creative derivatives have all converged to form a comprehensive IP industry chain. Literature can exist independently or serve as the content text for other art forms. Analyzing the artistry level is to understand how the “creative factor”, the essence of literature, flows between various media and art forms. By comparing the intermediality and intertextuality of media, we aim to identify the “uniqueness” and “untranslatability” of literature. Is it the poetic quality? Or the depth of thought? Which creative symbols exhibit strong artistic effects? And during the creative circulation process, does the creativity increase or decrease? To delve into these questions, critics must possess a heightened “artistic perception”. Only then can they gain a more precise and profound understanding of the value of works within the context of industrialization.

3.3 The Third Gradient: Concept Coefficient
The significance layer, being the initial level, demands that the text be approached from the cultural perspectives of anthropology, sociology, politics, and beyond. Drawing inspiration from the essence of archetypal and cultural criticism, we can investigate the profound thoughts embedded within the text. Aligning with Gertz’s symbolic anthropology, a great novel should serve as “a repository of local knowledge”, reflecting a unique worldview and elucidating diverse life experiences. For instance, Chi Zijian’s The Last Quarter of the Moon encapsulates the indigenous Ewenki knowledge and offers a valuable perspective of otherness, providing us with a meaningful reference system. Similarly, Chen Zhongshi’s White Deer Plain chronicles the local spirit ingrained in the Weinan Plain. Even the best-selling books in Europe and the United States, such as Harry Potter and The Chronicles of Narnia, are steeped in profound Christian cultural connotations. Examining the significance level encourages literary works to transcend the superficiality of thought and mediocre spectacle, ascending from mere creativity in form and content to conceptual and ideological creativity.
The second layer, the questioning layer, can be understood as a continuation of the significance layer, delving deeper into the creativity of the work from the structure. While critics may hail a work as outstanding and valuable, it is only through the test of time that a work can be recognized as timeless and ahead of its contemporaries. In my opinion, truly great works possess an open-ended quality, often leaving behind enduring questions. Yu Qiuyu stated in her book The Hidden Structure of Great Works, “In the face of truly great works, all readers and viewers cannot be ‘safe’, as they are connected with everyone and remain unresolved… They present a great dilemma that resonates with the present and future”. Hemingway’s The Old Man and the Sea illustrates this beautifully, with Santiago, the code hero and the winner, risking his life to catch a fish that ends up as trash, leaving a void of self-validation. This, too, is a dilemma. Great literary works even possess a reflexive quality. In Journey to the West, the final obstacle is that the true scriptures cannot be obtained without bribing the guards. Here, the sacred search for Buddhist scriptures collapses into absurdity. Throughout literary history, the public initially rejected numerous works that later became classics. They even spark controversy. During such times, critics must possess a broad mind and vision to discern the true value of the work amidst the commotion. Good literature is often a mutant gene, an exception, or an accident. Yet within that accident lies an inevitable trend.
Eliot said in The Function of Criticism that Critics should notice the change in order of literary tradition and measure literature with a changing vision. In this pluralistic era, with the rapid development of science and technology and the renewal and iteration of media, the traditional monistic criticism view has been unable to respond to the changing literary ecology. Constructing a creative criticism view is to try to “understand and evaluate literature” more accurately based on the essence of literary creativity.13 It is to shoulder the responsibility of professional criticism. That requires a forward-looking vision rather than being limited by the existing rules. We need to break the old framework, ideas, and patterns to be integrated into the times, formulate new rules in a Creativity-Centered way, and criticize with a forward-looking attitude. We are a booster and fellow traveler of the times literature rather than a judge of limited literature.
Reflective Questions
	1.
What is the starting point of reading reception theory from the perspective of Creative Writing?

 

	2.
How to evaluate the value of works from Creative Ontology?

 

	3.
How do you understand the connection and difference between Creative Reading and creative criticism?
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Abstract
The construction of creative writing subject systems and the training of creative writing talents urgently require the quantitative theory of creative writing ability and assessment practices. Existing achievements, such as those in modern psychology, pedagogy, and management evaluation, not only make the quantitative theory of creative writing ability possible but also provide methodologies for reference. Through case analysis, this paper identifies 55 creative writing ability factors, classifying them into basic skills and professional abilities, and proposes solutions for further quantitative analysis research.
1 The Proposal of the Concept of “Creative Writing Ability”
With the advancement of disciplines like modern psychology, pedagogy, and management assessment, our understanding of both innate potential and acquired abilities has deepened. This has resulted in a more rational and objective analysis of individual abilities, enabling quantitative assessments in various areas, including management and creative skills as well as creative writing capacity. However, while language proficiency assessments exist, such as those in Chinese high schools and college entrance exams, as well as IELTS and TOEFL, there is currently no dedicated assessments for writing ability. Given the progress in assessment and methodologies for modern management, it is imperative and feasible to establish a comprehensive evaluation framework for creative writing.
Since 1940, personnel quality assessment has emerged as a new area within the modern discipline system of human resource management and development. This field has made numerous significant breakthroughs in both theoretical development and practical applications, resulting in the creation of widely recognized and effective approaches and methods. Examples include the general occupational adaptability examination, formulated following the revision of the GATB (General Aptitude Test Battery) in Japan, and the Minnesota Operation Speed Test in the United States. In recent years, China has made significant strides in personnel assessment research, exemplified by the vocational aptitude test for civil servant recruitment. Interdisciplinary research has become a prominent feature of personnel assessment, with studies in China spanning various fields such as business economics, talent and labor science, macroeconomic management, sustainable development, psychology, management, sociology, and statistics. However, there remains a gap in research that intersects with literature.
Assessing creative writing capacity is crucial for evaluating the overall competence of professionals in the creative industry including copywriters, literary authors, and college students studying writing. This capacity encompasses both common skills and individuals talents. Within the discipline of personnel quality evaluation, researching the factors and structure of creative writing holds immense significance. It enables quantitative assessments, fosters interdisciplinary research between modern management assessment and creative writing studies, and drives the advancement of creative writing education, teaching methodologies, and the cultural and creative industries.

2 Dissecting the Factors of Creative Writing Capacity
By examining the works of renowned writers or their teaching materials and copywriting, we can identify a fundamental consensus among these writers regarding the analysis of creative capacity elements.
Additionally, some writers and scholarly playwrights who have ventured into creative writing education have offered meaningful insights into the analysis of creative writing capacity. Lai Shengchuan highlighted the interchangeable nature of the “three poisons” that hinder creativity and the “three wisdoms” that stimulate it—namely, experience, habit, and motivation.1 Furthermore, in the creative writing potential stimulation course offered by Shanghai University, the author successfully experimented with factors such as associative ability, imagination, memory, expressiveness, and teamwork training, demonstrating their role in enhancing creative writing skills. The prototype of this creative writing capacity model offers valuable insights for further research.
However, numerous renowned composition teachers and writers have presented their unique perspectives on dissecting and analyzing writing skills, drawing from their own thought and cumulative teaching experiences. Although these opinions vary in emphasis and have yet to form a rigorous theoretical framework, they have generated some resonating consensus points. Individuals like Robert McKee, Ma Yuan, and Long Yi have contributed to this discourse.
Drawing upon the accomplishments of psychology, composition studies, and pedagogy, and leveraging modern creative writing theory, we have applied mature experiences from modern management assessment to disaggregate the factors of creative writing capacity. The dimensions we have identified include experience (E), skill (S), motivation (M), intelligence (I), and emotional intelligence (EI).
We categorize creative writing capacity into foundational and professional levels. Foundational creative writing capacity refers to the essential qualities necessary for individuals engaging in creative writing activities. On the other hand, professional creative writing ability pertains to the qualities possessed by experienced writers, serving as both the developmental direction and training objectives for aspiring creative writers.
Based on the above analysis, we can disaggregate the creative writing capacity factors into the following Creative Writing Capacity Factors Table (Table 1). The 55 creative writing capacity factors are classified into five major ability dimensions as primary indicators: Experience (E) with 11 items, Skills (S) with 12 items, Motivation (M) with 10 items, Intelligence (I) with 8 items, and Emotional Intelligence (EI) with 14 items.Table 1Creative writing capacity factors

	1
	Life Experience(E)
	25
	Positive Attitude (EI)

	2
	Knowledge Accumulation (E)
	26
	Emotional Stability (EI)

	3
	Reflection (E)
	27
	Collaborative Awareness (EI)

	4
	Knowledge Structuring Ability (E)
	28
	Adjustment and Self-control (EI)

	5
	Knowledge Transfer Ability (E)
	29
	Self-motivation (EI)

	6
	Note-taking Ability (E)
	30
	Self-denial (EI)

	7
	Basic Language Expression Ability (E)
	31
	Lifestyle Habits (EI)

	8
	Basic Reading Ability (E)
	32
	Comprehension Ability (EI)

	9
	Structure and Fiction (S)
	33
	Self-esteem (EI)

	10
	Rhetorical Skills (S)
	34
	Patience (EI)

	11
	Perspective Selection and Transformation (S)
	35
	Artistic Literacy (E)

	12
	Application Extraction Ability (S)
	36
	Forward-looking (E)

	13
	Imitation Ability (S)
	37
	Sensitivity (E)

	14
	Symbol Concept Representation Ability (S)
	38
	Social Network Resources (E)

	15
	Action (M)
	39
	Decision-making Ability (S)

	16
	Curiosity (M)
	40
	Rhythm and Sense of Beat (S)

	17
	Desire for Success (M)
	41
	Concise Expression (S)

	18
	Desire to Express (M)
	42
	Polishing and Improvement (S)

	19
	Efficiency Sense (M)
	43
	Critical Thinking (S)

	20
	Creative Determination (M)
	44
	Experience of Repentance and Shame (M)

	21
	Association Ability (I)
	45
	Responsibility (M)

	22
	Observational Skills (I)
	46
	Self-efficacy (M)

	23
	Attention (I)
	47
	Goal-oriented Ability (M)

	24
	Memory (I)
	48
	Visual Imagination (I)

	49
	Logical Judgment (I)
	53
	Not Pursuing Perfection (EI)

	50
	Divergent Thinking (I)
	54
	Adaptability (EI)

	51
	Aesthetic Judgment (I)
	55
	Ability to Be Alone (EI)

	52
	Resilience (EI)
	 



The basis of this chapter lies in the decomposition and analysis of the factors of creative writing capacity. Following this, our focus shifts to the study of the structural relationships among these factors, constructing quantitative models, and determining their respective weights. This constitutes the second key step in our research. For instance, in the quantified assessment of memory, the goal is not merely to achieve higher scores but to identify optimal thresholds and weights. The structural position and weight of memory among the 55 factors are among the primary focuses of this chapter.
The specialized assessment of individual factors does not follow a simple “higher is better” principle. Instead, it is based on the structural relationships within the 55-item model, which determine its weight. For example, the 24th factor memory, it can be divided into short-term and long-term memory, both of which are closely related to creative writing activities. Short-term memory aids creative writers in quickly capturing a large volume of external information for later processing, handling, and internalization. Long-term memory, on the other hand, serves as a repository of processed material. Creative writing involves not merely replicating life as it is but rather presenting it through creative thinking. Therefore, excessively strong memory may engulf the individual, hindering the utilization of creative thinking. Conversely, a relatively weak memory will inevitably impede comprehensive thinking ability, given that memory is an important component of intelligence.
After conducting initial testing and modification, the quantified model not only facilitates consensus-based assessment but also enables longitudinal evaluations. For a given writer, their ability across the five dimensions of ability undergoes significant changes at different stages of their development. For example, in terms of experience, mature creative writers often exhibit higher levels of comprehensive artistic literacy and sensitivity. In addition to their rich knowledge and personal experiences, they also have access to a broader platform for obtaining external resources. Regarding skills, after prolonged experience in writing and social interactions, they internalize writing skills related to plot construction and sentence structure. They demonstrate greater maturity in selecting and making decisions about creative materials and external suggestions. In terms of motivation, they develop a conscious awareness of writing and carry a stronger sense of responsibility and life experiences throughout the creative writing process. They have clear creative goals and self-assessment. Regarding intelligence, they bring more comprehensive thinking skills into their creative work. And their emotional management and regulation are also more stable.
In light of these findings, we can conclude that some ability factors do not change with the maturity of the author, or the changes are not very obvious; while some factors may change noticeably with the author’s training and self-development, as well as their writing performance and growth. Based on this observation, we categorize the first 34 items of the 55 ability factors as foundational creative writing capacity factors, which primarily emphasize innate capabilities and exhibit relatively stable states at different stages of the author's development. And the remaining items 35-55 are classified as specialized factors, which lean toward acquired educational training and undergo significant changes over time.
We initially established the 55 creative writing capacity factors through the collection of written materials and interviews with authors. Simultaneously, we conducted a structured analysis of these 55 factors from five major aspects and two perspectives, forming a preliminary quantitative assessment model of creative writing capacity. If definitions and gradations can be assigned to each factor (as exemplified by the 55th factor, solitude ability, see Table 2), a creative writing competency assessment table can be developed. With this framework in place, quantitative research on creative writing competency can be undertaken, with the most crucial step being the quantitative study of factor weights.Table 2Grading table for solitude ability

	Level
	Status description

	55 1
	Actively create a conducive solitary environment for contemplation and relaxation

	55 2
	Can quickly adapt to passively being in isolation

	55 3
	Can accept the state of solitude and maintain mental and physical tranquility





3 Approach to Researching Weights of Creative Writing Capacity Factors
These factors are divided into two main categories, covering five aspects: experience, skills, motivation, intelligence, and emotional intelligence. They form the basic framework for assessing creative writing capacity. To conduct quantitative research on these 55 factors, we need to measure each factor and assign weights to the factors within the overall structure. The specific methods are as follows:
3.1 Step One: Designing the Initial Question Bank
The initial question bank is designed in the form of objective questions. Each question carries equal weight, with a full score of 5 points and a total score of 1000 points.2Answers will be graded according to the “Interpretation of Creative Writing Capacity Factors”, with scores decreasing from Level 1 to Level 3: fully consistent with Level 1 description, 5 points; between Level 1 and Level 2, 4 points; fully consistent with Level 2 description, 3 points; between Level 2 and Level 3, 2 points; fully consistent with Level 3 description, 1 point; unable to meet Level 3 description, 0 points.

3.2 Step Two: Determining the Benchmark for Testing
The determination of linear weights requires two reference points, which divides the selection of benchmark individuals into two levels: novice creative writers and experienced creative writers.
Novice creative writers possess basic language expression abilities and a passion for literary creation. They lack writing experience and have not achieved significant accomplishments in the field. However, they harbor confidence in becoming successful creative writers. Typical representatives include undergraduate students majoring in Chinese language and literature.
Experienced creative writers are primarily judged based on their remarkable achievements in the field of writing. However, they are not necessarily synonymous with “successful authors”. Instead, they are writers with rich creative experience who accept and endorse the form and concept of creative writing, and are closely involved in creative writing activities. Examples include educators at universities and writers-in-residence such as Wang Anyi, Ge Hongbing, Ge Fei, Mo Yan, and Yan Lianke.
In fact, benchmark creative writers represent a highly idealized research sample. In a sense, they are just virtual models containing all the necessary information, aiming to approximate the ideal standards as much as possible.
Therefore, the benchmark individuals can be assigned into novice creative writers and experienced creative writers.

3.3 Step Three: Distributing and Collecting Questionnaires, and Data Processing
Distribute the designed questionnaires to the selected participants identified in the second step, totaling 1000 questionnaires, with 800 going to novice creative writers and 200 to experienced ones.3 Collect the questionnaires and evaluate two categories, respectively, assigning scores to each question based on the creative writing competency factors.

3.4 Step Four: First-round Weight Adjustment
Calculate and record each question’s average score (X).
Questions with low scores (X ≤ 3) in both the novice and experienced groups are reviewed for possible design errors. Questions with design errors have their scores redistributed among other questions related to the same factors. Questions with appropriate difficulty levels have their scores retained. If other questions receive scores that are not low, it indicates that the difficulty of the question is too high and should be adjusted downward. If the score distribution of other questions is similar to that of the current question, the difficulty of the question is appropriate. Next, check if the question appears in the low-score questions for both the experienced and novice creative writers. If the question appears in the low-score questions for both categories, take the average score (X) as the reference and record it. If the question only appears in the low-score questions for one category, take the average score of the experienced creative writers as the reference and record it.
For questions that appear in the high-score questions for both novice and experienced creative writers, check if other questions testing the same competency factor receive similarly high scores. If other questions receive low scores, it indicates that the difficulty of the question is too low and should be adjusted upwards. If the score distribution of other questions is similar to that of the current question, it indicates that the difficulty of the question is appropriate, and the score (X) is recorded.
Sum up the scores of each question to obtain the total score. Distribute the scores of each question to the corresponding competency factors, sum up the scores of each factor, and record them. The proportion of T in the total score represents the weight of the competency factor.

3.5 Step Five: Second-round Experiment and Weight Adjustment
Based on the initial weight determination, a second set of questionnaires is designed to expand the sample to 2000 participants, focusing on undergraduate students majoring in Chinese language and literature. Questionnaires are collected, and data processing is conducted to analyze the scores relative to the participants' actual creative writing levels. Factors with significant discrepancies are adjusted to obtain the final distribution of factor weights.

3.6 Step Six: Adjusting Question Bank Difficulty Through Trial and Error
Provide multiple-choice question that can choose one or more options, and adapt a graded scoring method for designing composite factor question types.4 Multiple rounds of empirical testing and difficulty adjustments should be conducted before questions are included in the question bank. This involves: 1. removing questions with consistently low scores among mature creative writers or questions with consistently high scores among both novice and mature creative writers. 2. Adjusting the difficulty of questions with slightly lower scores among mature creative writers to achieve a general score rate of approximately 90% within the sample range. 3. Adjusting the difficulty of questions with slightly higher scores among novice creative writers to achieve a general score rate of approximately 60% within the sample range.


4 Characteristics of Quantitative Research on Creative Writing Capacity
4.1 Limitations of the Research Objects
Firstly, this study targets the group of creative writers. Therefore, whether it is the textual materials and theoretical foundations in the early stages of research, or the verification, adjustment, and application of later results, the target remains limited to the creative writers. Secondly, the research objects—creative writers—are distinct from traditional authors. They are closely associated with the background of cultural globalization, industrialization, and public welfare in the era, embodying a forward-looking cultural consciousness. The characteristics of their abilities are closely related to this context.

4.2 Empirical Nature of the Method
In the first place, the quantitative study of creative writing abilities is practical. It ultimately relies on the construction and application of quantitative models, with the goal of providing effective and universally applicable evaluation guidance for creative writers and creative writing activities. This necessitates building upon a broad foundation of empirical research, and their meaning depends on the effectiveness of practical applications. Therefore, the emergence and evolution of this research always keep pace with the development of the times.

4.3 Openness of the Research
Although the evaluation criteria for artistic works areis persistent, the qualities of creative writers evolve with time. Consequently, the application of quantitative models for assessing creative writing abilities also evolves. The current model is built on the basis of five dimensions and 55 factors, forms the foundational structure of creative writing abilities, but the information and testing methods of the quantitative model need to be continuously updated to ensure its scientific rigor and effectiveness in practical applications, aligning with the demands of artistic creative practice.

4.4 Process of Evaluation
Qualitative and quantitative researches on creative writing abilities do not mean deeming individuals unfit for creative activities once their performance falls below a certain threshold. Instead, it involves tailoring interventions based on test results, continually improving creative writing abilities, and conducting repeated evaluations. Unlike one-time standardized exams for academic advancement, the quantification of creative writing abilities resembles language proficiency assessments. Test can be taken repeatedly, with each assessment reflecting the current level of ability of the participant, providing insights for designing programs aimed at unleashing potential and expanding skills in creative writing. Following a certain training period, retesting can be conducted. By comparing the results of the two evaluations, the effectiveness of the training program can be determined, leading to adjustments in the program and the formulation of plans for the next stage.


Footnotes
1Lai Shengchuan. Lai Shengchuan’s Creative Studies. Guangxi Normal University Press, 2011, pp. 110119.

 

2These 55 factors are set based on the patterns of creative behavior. Considering that multiple factors typically interact during the creative process, each test question is designed to comprehensively assess the cross-domain interactions of two or even multiple factors. The number of questions in the initial question bank is set at 200, based on the comprehensive understanding of how the 55 factors function. The classification is not a simple one-to-one correspondence.

 

3The ratio of 8:2 is determined, considering the difference in the number of participants between the two categories. Also, the novice creative writers may have a lower understanding of the test, which will lead to a decrease in the efficiency of questionnaire collection. The sample size should be expanded to ensure the authenticity and validity of the test results.

 

4Rating criteria: Only the best answer is awarded full marks; missing the best answer or selecting multiple second-best answers results in a deduction based on discretion; selecting incorrect answers does not award any points.
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Abstract
This chapter focuses on creative writing as an innovative teaching method, highlighting its distinct features and methodologies compared to traditional composition teaching.
Creative writing studies prioritize the cultivation of creative thinking through writing skills. Unlike traditional composition studies, which overemphasize rhetorical training, creative writing encourages students to express unique life experiences and independent thoughts.
The creative writing workshop is a central teaching approach. It has three fundamental rules. Firstly, self-exploration is essential as creativity stems from within. Creative writing training aims to awaken students’ self-awareness as creative individuals, allowing them to view the world through their inner selves. Secondly, interactive consciousness is crucial. While self-exploration initiates the process, interaction between teachers and students promotes skill enhancement and creative output. However, overemphasis on interaction can undermine individuality. Works should balance self-exploration with consideration for the audience. Thirdly, awareness of conventions is necessary. Creative writing is teachable through learning genre-specific conventions, which serve as the basis for creative innovation. Workshops are platforms for studying and creating new genre conventions.
There are various types of creative writing workshops. The core skills training workshop focuses on basic writing skills. The writing block breakthrough workshop addresses psychological and technical writing barriers. The genre-specific creative writing workshop combines skills training with creative writing, exploring genre conventions and new genre writing.
Each workshop type has corresponding training methods. Elemental skills training uses diverse techniques like observation—interview and performance—emulation. Overcoming writing barriers combines psychological and cognitive approaches. Genre-specific workshops focus on cultivating literary works through a comprehensive “process method”.
In conclusion, the author proposes redefining writing stages in language curricula. Replacing traditional terms with “description”, “expression”, and “creation” can better train students’ writing skills and foster creative thinking. “Description” enhances objective observation, “expression” focuses on subjective thinking, and “creation” promotes literary creation.
Creative writing studies regard the cultivation of “creative thinking” as its primary objective while viewing the development of “writing ability” as the primary means to achieve this goal. Its definition of educational objectives differs from traditional composition studies, leading to distinct identification of instructional content. Consequently, its pursuit of teaching method also diverges from traditional composition studies. The author has been engaged in the research and promotion of creative writing in universities for many years. During the initial stage of exploring creative writing studies, teaching methods were not the primary focus. However, in recent years, the author’s interest has extended to pedagogy in primary and secondary schools. During the editorship of the series Creative Writing for Elementary Students and Creative Writing for Middle School Students, the author has gained a deeper understanding of teaching method. The author realized that while the focus of creative writing teaching in universities should be on foundational theory and concepts, the emphasis in primary and secondary school creative writing teaching should be on pedagogy. Many primary and secondary school teachers primarily embrace creative writing as a novel approach to teaching composition writing.
1 Creative Writing as a Teaching Method: What to Advocate for? What to Oppose?
The genesis of creative writing studies in the United States stemmed primarily from a rebellion against the authority of classical literature. During that era, the academic community widely deemed the works of all authors, aside from the likes of Homer and Virgil, unworthy of mention. Creative writing studies rejected this disdain toward modern literature. Its second purpose was to oppose the traditional rhetoric and linguistic conventions within language and literature studies. As American scholar D.G. Myers aptly observed, language and literature scholars often saw themselves as botanists in the literary garden while neglecting the gardeners—the writers themselves.
Looking back at the genesis of creative writing studies in the United States and contrasting it with the emergence of the field in China, we observe a striking similarity between the challenges confronted by Chinese creative writing studies and those encountered by the nascent field in the United States. Classical literature maintains an overly preponderant position within our language and literature studies, whereas modern literature remains undervalued. At the same time, language and literature studies are frequently confined to narrow perspectives such as rhetoric and linguistics, neglecting the crucial aspect of inspiring students’ creative vitality, and consequently offering limited benefits in stimulating their creative abilities.
From this perspective, if we delve deeper, we find that our understanding of language and literature studies encompasses a relatively comprehensive view of “language as a crucial carrier of national cultural heritage” (or it can be said that China’s concept of language and literature studies is generally based on this understanding). However, our comprehension of language and literature studies overlooks the fact that “language also serves as a significant vehicle for national cultural innovation”, consequently, resulting in a lack of the “innovation” (or creative creation) dimension throughout China’s Chinese language education. Why does the dimension of “cultural innovation” appear so important today? We have a profound understanding of the fact that technological invention and innovation serve as drivers of productivity. However, we still lack awareness of cultural and creative innovation as productivity drivers. The reason lies in the fact that China lagged behind the West in recognizing and emphasizing the importance of cultural and creative industries for many years.
However, there exists a significant gap between the current approach to composition studies and the concept of “encouraging children to engage in creative self-expression” advocated in creative writing studies. Creative writing studies advocate “students expressing themselves from unique life experiences, delving into and observing life, and making independent thinking and judgment”. From this perspective, current composition studies overly emphasize “rhetorical training” in their methodologies, focusing on logical structure, sentence structure legality, and the accuracy of words and sentences as training objectives, yet they fail to attach sufficient importance to students’ individual “experiences” and “expressions”. From the perspective of creative writing studies, traditional composition studies, which focus on repetitive writing exercises and rhetorical training at the level of paragraphs, sentences, and words, are deemed inadequate. Creative writing studies necessitate the development of unique teaching methods, aiming to liberate students’ creativity and delve into the individuality and creativity of the inner world.
Discussing the teaching method in creative writing studies without considering its educational objectives is unlikely to yield ideal results. Traditional composition studies restrict teachers and students to extensive, obsessive “text generation” exercises, which, in reality, yield minimal improvement in students’ writing abilities. The underlying cause is the lack of emphasis on training students in observation methods, experiential techniques, and judgment processes, as well as the neglect of enhancing their inherent creative abilities.

2 Creative Writing Workshops: The “Rules” of the Writing Teaching Method
Creative writing, differentiating itself from “creative arts” and “art criticism”, has evolved into an independent discipline. As scholar Miles from the United States asserts, its aim is not to cultivate or train professional writers, but rather to enhance students’ abilities to engage in creative experiences and expressions. The author strongly agrees with Miles’ statement. According to creative writing studies, everyone possesses the potential for creative writing, and this ability can be cultivated through specific methods. It’s evident that achieving this goal without revolutionary changes in methodology is impossible. Against this backdrop, as the creative writing discipline grows in the United States, a workshop-based teaching approach that emphasizes the equality of teachers and students (overturning the traditional classroom relationship of teacher-teaching and student-learning), collective writing, and group discussions has gradually emerged and developed. Subsequently, workshop-style creative activities and reading seminars have become the primary teaching forms in American universities’ programs. For example, at the University of Iowa, two-thirds of class hours are spent in workshops, while one-third are dedicated to reading seminars.
The initial impetus for developing this method was to liberate students from the traditional classroom model, where the teacher unilaterally delivers knowledge and students passively receive it, as well as from the constraints of standardized exam evaluations. It aimed to afford students an opportunity for “autopoietic” (to form consciousness as creative creators), enabling them to cultivate keen abilities in observing, experiencing, and evaluating external and internal aspects of life. These enhanced abilities serve as the outcomes of their sharpened observations, experiences, and judgments, manifesting in the descriptive and expressive aspects of their writing. Ultimately, through the application of certain writing techniques, these expressions achieve fictional creation.
The workshop, as a method, operates based on three rules.	(1)
Rule One: Self-Exploration. The workshop starts with inspiring individuals to perceive and realize the essence of “creativity”, namely self-exploration, as a starting point. As Stan Lai once stated, “No element suddenly appeared in my body. If these elements were not stored in my brain, no catalyst could have triggered such a reaction”. Creativity, as a fundamental activity of the subject, originates inherently from the subject itself rather than external influences. The fundamental purpose of creative writing training is to stimulate the subject’s consciousness as a “creative self”, transforming them from a chaotic, non-essential entity into a conscious, essential, and creative individual. In turn, the subject exists as a conscious “creator”. To connect one’s inner ontology and write from an inner ontological perspective, one must first return to “creativity”. In other words, the foundation of a skilled writer lies in self-knowledge—delving into their inner life, experiencing the outer world through this inner lens, and serving as a representative of humanity, deriving all knowledge and ideas from their “creative subjectivity”. It is the fundamental starting point of the Creative Writing Workshop to stimulate the creator’s awareness of their individuality and embrace of individual experiences, enabling them to complete self-exploration (awakening as a creative writer).

 

	(2)
Rule Two: Interactive Consciousness. While self-exploration serves as the initial impetus, it certainly does not mark the conclusion; rather, the ultimate objective of the creative writing workshop lies in “interaction”. At first glance, this might seem paradoxical. How can the endpoint of a process rooted in and driven by the self be the rejection of the “self”? “Interactive” signifies its application as a methodology within the collective creative process of the workshop. Both teachers and students must engage in mutual inspiration and creative exchange, leveraging this interaction to achieve the educational goals of enhancing skills and refining creative outputs. Additionally, “interaction” extends to the workshop’s ultimate products—the written works themselves. Creative writing, emerging in the era of the creative economy, demands that authors regard their works as both supply products within the creative cultural industries market and contributions to public cultural services. While the process begins with self-exploration and searches for creative innovation, this does not imply the resulting works are solely self-focused. Instead, the self is recognized and explored as a representative of universal human nature, existing within the works in an interactive manner that values and accounts for the reading and reception of the audience, rather than remaining isolated. Certainly, during the workshop teaching process, we must be vigilant against over-emphasizing interaction and the product-oriented attributes of works. By doing so, the workshop does not foster individuality, but rather suppresses it. Instead of being molded, individuality is disappearing, and the self is being overlooked and negated. The workshop transforms into a modern cultural industry assembly line that mass produces creators devoid of individuality and selfless works, effectively functioning as an “anti-self” production line. In fact, such a tendency has emerged in the historical development of creative writing studies in the United States, resulting in significant criticism toward the field.

 

	(3)
Rule Three: Awareness of Conventions. Creative writing studies assert that creative writing is indeed teachable. Within the workshop setting, students acquire an understanding of the conventions that are specific to a particular genre of writing. These conventions, which pertain to the shared characteristics and patterns of a specific type of writing, are termed “generic conventions” in the context of creative writing studies. The discussion, exploration, and reverence for these conventions within the framework of creative writing studies and workshop practices are not considered as constraints on students. On the contrary, a theory of “generic conventions” has emerged, positing that these conventions serve as an essential prerequisite for fostering creative innovation. The emergence, solidification, and dissolution of these conventions constitute the fundamental driving force behind the genesis and development of creative genres. However, in many instances, we often overestimate the significance of “breaking conventions” while underestimating the importance of “adhering to them”, especially in the realm of art. This perception is misleading as conventions, in essence, form the foundation of creativity. Artistic conventions, at their core, facilitate “creative generation”, thus serving as a form of generativity. A proficient workshop organizer not only focuses on training students in writing skills such as description and expression but also emphasizes the fundamental purpose of these training elements: aiding students in achieving a holistic understanding of the creative conventions for a given genre of works. Moreover, they encourage them to not only discover but also shape conventions by integrating their own characteristics and interactive outcomes. Workshops often serve as platforms for studying the creative conventions inherent in a specific type of work. They also function as incubators for the birth of new conventions, pertaining to specific genres, particularly the birth of novel sub-genre conventions within these advanced workshops.

 






3 Creative Writing Workshops: Types and Training Methods
As a teaching method, creative writing workshops are inherently open in terms of content and format. The workshop encapsulates a set of previously mentioned rules, and within these parameters, it functions as a vehicle for students to cultivate and manifest their “creativity”. The workshop itself should be creative, representing a process and outcome of innovative exploration into content and form conducted by both teachers and students.	Creative Writing Workshop Types	(1)
The Core Skills Training Workshop. This kind of workshop focuses on training students’ “elemental” writing skills such as descriptive and expressive abilities, abilities in non-fictional recording and fictional imagination, and specific writing techniques, such as dialogue writing, scene description, and action portrayal. Given that the understanding of the “elements” can vary, “the content of training” is diverse.

 

	(2)
The Writing Block Breakthrough Workshop. Writing obstacles manifest in various forms, including objective constraints like time and space limitations. However, the majority of these barriers are psychological, stemming from subjective factors. According to creative writing studies, everyone possesses inherent creative potential, but this potential is often suppressed. This suppression often manifests as psychological barriers that are internalized by the writer. It is noteworthy that psychological barriers can manifest in various ways, and at times, they intersect with technical obstacles in writing. To address these challenges, numerous universities in the United States have established courses specifically designed to overcome writing obstacles. These courses aim to assist students in breaking through not only pure psychological barriers like self-doubt and timidity but also complex technical and psychological barriers, such as transition from factual to fictional writing or from short-form to long-form writing.

 

	(3)
The Genre-Specific Creative Writing Workshop. Regarded as an advanced workshop, it serves as a platform for both skills training and practical creative writing. As part of its skill training objective, it demands that the workshop organizer collaborates with the participants in uncovering the established conventions of a specific literary genre. For instance, in a workshop dedicated to martial arts fiction writing, teachers and students engage in discussions to delve into the narrative conventions, with the intention of integrating them into the students’ creative toolbox. However, the workshop aims for more than just this; it challenges both teachers and students to leverage the patterns discovered in these conventions, exploring the principles of cross-genre, hybrid-genre, or anti-genre writing. By studying exemplary works, participants are encouraged to either discover or create new narrative conventions within the realm of martial arts fiction. Through a process of interactive experiments and discussions, students are motivated to persist in their trial-and-error writing, ultimately leading to the creation of innovative and excellent workshop outcomes.

 










3.1 Creative Writing Workshop Training Methods
	(1)
In the Workshop for Training Elemental Skills, the observation-interview method is frequently employed for honing character portrayal skills, while the performance-emulation technique, where some students perform actions and others transcribe them into words, is commonly used for refining action descriptions. For training in story conceptualization, the personal-family biography approach is often adopted. When it comes to nurturing lyrical and argumentative techniques, the stylistic transformation method is utilized. Additionally, methods such as imitation, translation, and personal perspective shifts are occasionally incorporated to expedite students’ mastery of the elemental writing techniques.

 

	(2)
The Workshop for Overcoming Writing Barriers often combines psychological, cognitive, and even spiritual approaches to address writing barriers. For psychological obstacles, the workshop frequently employs methods such as mind-body-spirit energy training, psychological healing exercises, psychological potential unleashing techniques, and meditation. These methods aim to empower students to tap into their psychological resources and unleash their creative potential. The workshop organizers expect students to acquire basic creative and innovative thinking strategies. During the workshop sessions, students are encouraged to consciously apply these methods through self-discovery and interactive engagement, thereby activating their inner creative juices. The ultimate goal is for students to derive writing inspiration and gain support for their concepts and ideas from these techniques. To broaden students’ sensory horizons, the Workshop for Overcoming Writing Barriers regularly takes its participants beyond the confines of the classroom. The workshop employs methods such as field research, site visits, in-depth interviews, and revisiting significant locations.

 

	(3)
The Workshop for Creating Specific Literary Genre primarily aims at cultivating literary works. Students participating in this workshop are expected to possess a solid writing foundation and ambition, entering the workshop with designated writing tasks. The workshop is specifically tailored to a certain literary genre or type. It offers support to its participants in the analysis, explanation, and application of the genre conventions. Furthermore, it fosters interactive reading, peer and mentor-guided revisions, and encourages the close examination and analysis (creative reading) of canonical texts. In addition to the various methods mentioned earlier, the overarching approach that permeates the entire workshop is typically the “process method”. This method spans the entire lifecycle of the workshop, from inception to operation and culminating in its conclusion. The typical processes involved include collecting materials, outlining the structure, refining themes, nurturing imagery, establishing the core of the story and its plot outline, drafting the initial manuscript, revising, finalizing the text, submitting it for publication, and eventually seeing it published. Workshop organizers often act as both mentors and peers. They skillfully organize various collaborative groups within the workshop, aiming to foster relationships of comparison, correction, motivation, and criticism among the groups. These organizers create a positive and interactive writing environment by proposing and organizing various discussion topics and interactive activities designed to facilitate participants’ rapid engagement in writing and interaction. Encouraging students to develop their own stories and narrative voices, identifying the core themes and crucial junctures of their narratives, and fostering a positive environment for self-motivation and mutual encouragement are paramount to the workshop’s success. Overcoming obstacles and difficulties, gaining confidence and passion, and cultivating good writing habits enable participants to actively participate in every aspect of the workshop, adhering strictly to each step of the process. By the conclusion of the workshop, they are able to present polished and refined creative works. Such workshop organizers must possess either creative or experience in analyzing works. They should be able to promptly provide authoritative feedback on students’ creations based on interactive discussions, guiding them to find correct and feasible yet continually evolving directions. Encouraging students to persist until completion of their works is also crucial.

 







4 Conclusion
The absence of a fixed teaching method makes abstract discussions about it inherently difficult. Teaching methods are often integrated into instructional designs, and an undue emphasis can lead to an overemphasis on form rather than content. Conversely, without teaching methods, it becomes impossible to discuss instructional design, and therefore, teaching effectiveness cannot be guaranteed. In the current Chinese language curriculum standards for compulsory education, writing is divided into three stages: dictation, composition, and writing. This categorization is unreasonable both from the perspective of advancing writing skills and from a teaching methodology standpoint. Consequently, the author suggests the integration the concept of creative writing.	(1)
It is “description” rather than “writing words”. During this stage, students are trained to develop the ability to objectively observe and subsequently describe the external world. Students should understand that written and oral descriptions carry equal weight and neither is superior to the other. This stage aligns with the training of writing skill elements as well as the development of objective observational skills.

 

	(2)
It is “expression” rather than “composition”. At this stage, students, having gained the ability to objectively observe and describe the world, are capable of expressing subjective thoughts, judgments, and imaginations. They should be able to discern when they are describing reality and when they are expressing subjective wishes, judgments, or imaginations. Therefore, students must learn not only to systematically and objectively describe reality but also to articulate their subjective desires, judgments, and imaginings with “clarity and precision”, adhering to a logical structure. Consequently, it is imperative to provide students with training in “subjective experiential skills” and enhance their logical thinking abilities.

 

	(3)
It is “creation” rather than “writing”. Beyond the training of descriptive and expressive skills, this stage incorporates the element of literary creation. It aims to educate students on the concept of fiction and how to engage in literary creation that is grounded in fictional elements. Consequently, our training should incorporate the development of creative thinking abilities, the stimulation of creative writing potential, and an understanding of the conventions associated with fictional genres or forms.

 





【Reflective Questions】
	1.
What are the different types of creative writing workshops, and how can we understand their respective characteristics?

 

	2.
If you were to create a creative writing workshop named after you, decide on the type of workshop you want to establish. Develop a feasible activity plan for your workshop, design an appealing enrollment advertisement, and attempt to implement it.
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Abstract
This chapter divides artificial intelligence writing into two categories: artificial intelligence-assisted writing and robot-generated writing.
Artificial intelligence-assisted writing provides writing formats, content templates, and styles to assist creators in producing works more quickly, or directly guides creators to produce works in a modularized and mass-production manner. It also provides features such as multi-user collaborative writing support. In Chinese, there are software like “Da Writer”, “Ji Ji Writing”, “Bi Shen”, and “Xuan Pai”. In English, there are Dramatica Pro, FLIX, etc. The functions of these types of artificial intelligence-assisted writing software are mainly for writers and screenwriters, aiming to reduce their creative labor intensity and make writing more intelligent.
The writer of robot-generated writing is the robot itself, meaning that the robot creates instead of humans, so the author of this chapter names it robot-generated writing. This type of writing software includes Tencent News Robot, Microsoft Xiaoice Creative Writing Robot, etc. Further, the author divides robot-generated writing into non-fictional creation and fictional creation. The former, like news robots, can automatically and dynamically track and retrieve online or database information, conduct intelligent analysis, and independently write news reports, feature articles, and analysis reports, such as CCTV's financial robot “Xiaojin”. The latter, like Weiwei developed by Tsinghua University and Microsoft's Xiaoice, are creative-type robots that directly carry out original literary writing.
What is the current status of artificial intelligence writing? In the field of artificial intelligence-assisted writing, how far can intelligent writing go? In the field of robot-generated writing, how far can it go? What kind of development ideas and goals can the current software and hardware levels support? How should we respond to the challenges brought by the development of intelligent writing to writing techniques, aesthetics, and copyright regulations? These are the issues we need to study.
The author categorizes AI writing into AIGC. The former offers writing formats, content templates, and samples to assist authors in creating works efficiently. Some even induce authors to create works in batches using templates and provide unique features like collaborative writing support. Examples include Chinese software such as “Dazuojia” (大作家), “Jiji Writing” (吉吉写作), “Pen God” (笔神), and “Xuan Pai” (玄派), 1 and English software like DramaticaPro2, FLIX3, etc. This type of AI writing software operates with writers and screenwriters as the primary creators. The goal is to reduce their labor intensity and make the writing process more intelligent. The latter operates with machines rather than human beings as the creators. Examples include Tencent News Robot and Microsoft Xiaobing AI-powered Writing Robot. The author further divides robot creation into non-fiction and fiction categories. Those create non-fiction, like news-writing robots, like “Xiaobai” at CCTV Financial Channel, automatically track, fetch, and analyze online or database information to generate news reports. Those who create fiction, like Tsinghua University’s Weiwei and Microsoft’s Xiaobing, engage in original creative literary writing.
What is the current state of AI writing? How great is its potential in AI-assisted and robot creation? Can technological capabilities support advancements and goals? How do we tackle the challenges related to technology, aesthetics, and copyright regulations? These questions set the stage for further exploration.
1 AI-Assisted Writing
AI-assisted writing currently finds applications in personal resumes, work reports, and novel creation. Most AI-assisted writing tools in this category focus on providing formats, templates, and samples. They aim to offer more standardized formats, diverse templates, and paragraph samples (for writing prompts, references, and inspiration). The first two functions have a relatively low degree of intelligence. Standardization of the format is fundamental, and the richness of templates serves as an intermediary (providing authors with various writing templates to choose from). Some software takes the “template” function relatively intelligently, offering a self-decomposition feature similar to a mind map tailored to the author’s practical use. The sample function acts as a springboard. In this regard, most English scriptwriting software primarily focuses on “format” services while also assisting in “character development”, “plot design”, and, in some cases, online collaborative writing features. This allows scriptwriters, directors, set designers, dialogue designers, producers, and others to collaborate, with some even providing storyboard assistance.
In my view, the AI-assisted writing software in the future will focus on three main aspects: 1. improving intelligent sample recommendations to provide real-time examples as writing references or inspiration catalysts; 2. addressing the memorial difficulties for super-long novels by developing functions for intelligent analysis and tracking, involving character and plot database management; 3. providing suggestions for outline creation (plot planning) and character personality design by applying logical and historical reasoning computations.
1.1 AI-Powered Recommendation of Reference Samples
For AI-assisted writing software, the sample function is brilliant. This function reflects the developers’ strong capabilities. The core competitiveness of ordinary ones is mainly manifested in it. At present, except for the small corpus provided by the stand-alone version, most have built a more robust cloud library, which can be downloaded through the Internet. Many support users in creating their own libraries, which is equivalent to giving users the right to personalize the software deeply. In addition to the above-mentioned exclusive sample library, some have also developed real-time online AI-powered sample recommendations by capturing online dynamic resources in real time.
Take “Pen God”4 as an example. When you use the software to create and write a paragraph, the software will automatically identify and capture the keywords you entered through natural semantic understanding and then capture the samples in the database or online through cloud computing. Users can manually select relevant paragraphs to force the “Assistant” to enter the sample recommendation state. Users can view the software to automatically recommend samples or manually select samples from categories such as “private library”, “description”, “sayings”, “lessons”, “poetry”, “idioms”, and “encyclopedia” as a reference for writing ideas and sentence organization. Over time, the software will be personalized. It will track the writing style and thinking habits, understand the needs, and constantly optimize the understanding of users’ creative thinking and the sample grabbing, sorting, and recommending algorithm, thus becoming more intelligent. This software helps with three styles: official document, online text, and composition. Although it ranks “official document” writing service first, based on my analysis, it focuses not on the format of official documents but on “compositing”. It relies on algorithms to track users’ habits, which increases its intelligence in AI-powered composition tutoring robot. From this point of view, I believe that a future development possibility for it could be that AI might train the act of writing (composition). As the computer natural language understanding algorithm evolves, AI-powered composition in the future shall better meet people’s expectations, and its composition counseling function will be more practical.
The author thinks the AI-assisted writing software has produced the technical iteration of the first-, second-, and third-generation products in sample capture and recommendation technology. Most first-generation products only had stand-alone versions, and their main functions were to provide specifications for writing format, templates, and model essays (with sample sentences) for reference. The model essays were based on various “relevant” paragraphs generated by mechanical search through “word segmentation” and “lexical category judgment” algorithms in the early days. At that time, they could not recognize the words’ entity or extract their relationships, let alone grammatical and semantic analysis. The selection of model essays and sample sentences in the second generation is based on “big data” provided by some reading software. Thus, it gets rid of the early mechanical matching and is of higher quality. The chip’s computing power is improved. Some software uses grammar semantic analysis, which makes progress in extracting keywords and filtering useless words and enhances the intelligence of auxiliary writing software. The third generation has the “neural network” algorithm and “deep learning”, which helps with word segmentation and selection. Syntactic and semantic analysis allow the computer to comprehend the natural language processing. The recognition and recommendation of model essays and sample sentences are based on “text similarity” through “deep learning”, making the third generation really intelligent. Meanwhile, this software can be more “smart” and personalized through training, reflecting its intelligence.
Nevertheless, AI-assisted writing software limits itself to being an assistant for writing instead of trying to replace writers with creative subjects who create directly.

1.2 Memory “Assistance” and “Prompt” Functions
At present, AI-assisted writing software is mainly used in online writing, especially in the online novel creation. Many software applications are developed for online novel writers. Many have their “specialties”, which can help writers with their core difficulties in their own ways. For example, aside from the creative window, Jiji Writing also provides a material window, which can help sort out and preserve various creative materials. The plot tree function can help those who write long novels, especially those who compose over one million words for a single book with story outlines to design archetypal stories. Writers can enrich the plot tree while creating the story and ensure the story’s consistency (in character development, world-building, etc.). Some writers often forget the previous plots and even the character’s personality, identity, and age because of the story length. They need convenient and quick classification retrieval functions of character and plot to access materials anytime. Another example is the Writing Fairy (码字精灵). Its only advantage is that it helps the writers to find the manuscript. Some writers might also struggle with procrastination. Once the writer signs a contract with the company, he often needs to update and upload new chapters daily. Many people update nearly 10,000 words daily for several or even ten years. That requires perseverance. If there is software that can force him to write, it seems to cure procrastination. The software “Little Black House” specializes in pushing the writers to create.
Memory “Assistance” and “Prompt” functions can help creators with their difficulties. The main problem with super-long novels is the rigid demand for this creative software. A writer can write “borrow which Sword from where from somebody on which day” on a Notepad. Such a message can be recorded with ordinary Notepad and Word, but it isn’t significant. There will be more information when the writing days are longer, and the words are extended. For a super-long writer who has written more than 1 million words, these pieces of information will one day be so much that his brain can't process them even if he relies on Notepad or Word. For example, to determine the level of a “treasure”, it is often necessary to search for “how many times does the treasure appear and what happens every time? Who got it?”. Sometimes, statistics and even analysis are needed. Notepad cannot achieve what we want. However, spreadsheets can quickly retrieve related information and generate a data table in a minute or two.
However, only some writers can use spreadsheets’ formulas, statistics, and report generation functions. The writer demands a database, especially an AI-powered one. This paves the way for the future development of AI-assisted writing assistance software.
To develop along the path, the software should be able to process data first. At the beginning of writing, the writer should be prompted to assist the software in automatically generating sub-databases, such as Kongfu, characters, treasures, sects, copies, and opportunities. There may be dozens of such data sub-databases. If it is built at the beginning, it can continue to produce various new databases needed for future writing, such as the characters, the time, place, and events for the protagonist to improve his Kongfu, the treasures gained, and the relationship with others, etc. The software can automatically extract database information to make the protagonist’s resume. The most beautiful thing is that the software automatically completes all the characters’ resumes. That is to say, as you write, the software can synchronize and memorize hundreds of characters, which are available for you at any time. This is just an example. Software can also use the same means to design tables, such as items. To realize these functions, the software should be able to automatically capture, manage, and present data in the author’s works during the creation process. The software must design professional databases for various novels (such as martial arts, fantasy, and leisure) and present them directly as charts rather than data, which is much more straightforward for average writers. In addition, these data should be automatically maintained and updated and can be searched or retrieved. In a super-long novel, there will be at least 200 characters. It must be ensured that the characters do not have the same name, each having his own personality. Also, their age, origin, growth line, etc., shall not contradict each other.
At present, note-taking software such as OneNote can partially help with this. However, the organization form of OneNote is as follows: “partition group” (folder)-“partition” (a single file). Under the partition is “new page”-“sub-page 1”-“sub-page 2”-“sub-page 3”. For instance, creating a section involving “Roles” would generate a “roles.one” file on the computer. Within this file, a page named after a specific school can be seen, with subpages detailing sections such as “halls”, “sub-sects”, and “factions”. Then, the subpages contain detailed records of each role. However, the problem arises when this system generates dozens or even hundreds of subpages. The complexity makes it difficult to navigate and quickly retrieve information.5

An innovative AI-assisted writing software that can track the creative process, establish an online database of works, and provide instant access to pertinent data with an integrated interface within the writing workspace and simple operation remains an unmet need in the market.

1.3 Auxiliary Functions of Character and Plot Design
The primary domain of AI-assisted writing software is the creation of novels and dramas. For creators, assisting with “character design” and “plot design” represents the ultimate aspiration of software. However, meeting this aspiration for software developers poses the most significant challenge. Mere data analysis and template provision fall short of meeting this need. It necessitates computers to emulate human thinking and generate actual “creative” outcomes from scratch. In this sense, developing this function could transform AI-assisted writing software into AI-powered creative software.
Writers’ creativity is the starting point of creative “assisted writing” software. The software relies more on the manually set prerequisite, revision and correction, and creators’ decisions. Therefore, the distinction between AI-assisted writing softwares and AI text generator lies in who is motivated to create: the writer or the software itself. However, pinpointing a clear dividing line between these two approaches is challenging. Conversely, the user’s purpose and engagement are pivotal in determining whether the software is AI-assisted writing or computer/robot creative software. Additionally, after character and plot setting, whether the work is generated directly by the computer through natural language processing or by human writers significantly makes a difference.


2 Computer/Robot Creation
As mentioned above, AI-powered creation can be categorized into two modes: non-fiction and fiction writing. While the former may appear to be a form of creation, its development principle resembles AI-assisted writing software, primarily based on big data scraping and analysis. It is developed with creation template strategies that do not necessitate “originality”. News robots, for instance, are widely used by mainstream media worldwide, such as Word Smith by the Associated Press, Heliograf by the Washington Post, and Blossom by the New York Times, as well as Kuaibi Xiaoxin (“快笔小新”) by Xinhua News Agency, Dreamwriter by Tencent, and DT Gaowang (“DT稿王”) by Yicai. Currently, most news robots can only reorganize or rearrange words and sentences in templates based on data. Its working principle is akin to a crossword puzzle. They may produce sentences like “In desperation, the goddess of failure offered him an olive branch,” without genuinely comprehending the meaning of “olive branch” in natural language processing. Robot fiction creation is another story. It pursues the production of original and creative work. That is the aspiration for robotic creation. This section will primarily focus on robot fiction creation.
Currently, the Chinese computer/robot creation is more mature in the generation of classical poetry and modern lyric poetry. The classical poetry creation software was the earliest to succeed as it utilizes the rigid “sentence pattern” rules in classical Chinese poetry. Additionally, lyrical semantics often rely heavily on imagery, bypassing the need for logic or grammatical norms. When efficiently coded, with the corpus of poetry and statistics abilities brought forward by uncomplicated algorithms and computing power, it can produce respectable classical poetry. For instance, a popular rhythmic poetry creation software in the early market utilized the Full Collection of Tang Poetry as its corpus. Initially, the text was segmented into words, and then the word frequency was counted and ranked. This process provided us with word frequencies for single characters, double characters, and triple characters, significantly contributing to the establishment of a material library of frequently used words in rhythmic poetry. Furthermore, the computer could calculate their collocation patterns and identify their tonal patterns, which equals the essential “word” patterns of rhythmic poetry. Once this was achieved, the computer moved on to analyzing the rhythm. Four standardized formats exist for seven-character rhythmic poetry, with the first line always rhyming.6 By following these formats, robots are now capable of creating poetry. When a word, such as the two-character phrase “红颜” is chosen as the beginning of a poem, the computer promptly identifies its part of speech and tone. It then selects the most suitable format from the four established templates and analyzes the grammatical rule and the word’s frequency according to that format. Then, the computer determines the most probable word from its library according to word frequencies. This process continues step by step, gradually building up a verse. With the advancing technology of computer chips and the emergence of AI chips, the Speech and Audio Technology Lab of Tsinghua University announced on March 20, 2016, that Weiwei, the latest generation of poetry writing robot, which is jointly developed by teachers and students from Tsinghua University, Peking University, and Beijing University of Posts and Telecommunications, had successfully passed the “Turing Test of Chinese Ancient Poetry”.7 Impressively, 31% of the poems generated were indistinguishable from human-authored ones. However, Weiwei ultimately fell short of the human poet, scoring an average of 2.72 out of 5, compared to the human poet’s score of 3.20.
The creation of modern lyric poetry is slightly more difficult than classical poetry. In 2017, XiaoICE also passed the Turing test as a modern lyric poet. It “learned” tens of thousands of poems from 519 modern Chinese poets since the 1920s. Each round of learning only needs 0.6 min. After 100 h of training, it began to “write poems”. This is the first machine poet in human history with originality and whose works can even project an era’s aesthetic and life tendencies to a certain extent. After learning poems from the 1920s to the 1940s, XiaoICE’s “Poetic style is a little pessimistic”, and after deep learning poems from the 1970s, “The poem seems cheerful and lively”. XiaoICE even has its own writing “style”. “Beach”, “bird”, and “old pagoda tree” have become its unique high-frequency imagery. Thanks to the application of artificial neural network algorithms, multiple deep neural network models across semantic space are used, including convolutional and recurrent neural networks, and in-depth optimization is made for the multi-domain and emotional dimensions of pictures. It has the brain thinking similarly to human beings (especially image and insight thinking). It is capable of “small-sample learning” (for example, the “melancholic style of the time” produced by the sample learning of poems from the 1920s to the 1940s.), and it has a certain ability to create personal lyric poems. Of course, it is not a self-aware poetry robot. Its creative motivation is stimulated by pictures provided by human beings (image excitation). The image recognition and text generation technology behind robot poetry writing has great potential in the practical field. Since people gradually establish the connection between the world and language after receiving multi-sensory stimulation while growing up, it is a promising direction to apply multi-sensory stimulation to language understanding and generation.8

The most significant domain for computer-generated content should be creating “stories” (novels). In the author’s view, it would signify a lot if computer-writing robots could autonomously produce original stories. It implies that computers can not only comprehend the superficial aspects of human life at the narrative semantic level but also understand the essence at the narrative syntax level. Moreover, they can understand both the certainty and the contingency in human life. Not only do they possess self-motivation and, thereby, self-awareness of life, but also, through self-regulation, they can create life when they have the freedom to choose, thus potentially implying that computers possess a subjectivity similar to humans.
Let’s take a look at what computers can do. Computers can, to some extent, identify a “story” and judge its “quality”. For example, the software Chinese Story Collection launched in 2018 can locate stories of genres such as sports competitions, suspense thrillers, campus stories, youth growth, and mystery suspense.9 Previously, the team led by Ge Hongbing at the China Creative Writing Center of Shanghai University developed software that provided services for valuation, search, and bidding transactions of the literary, film, and television work scripts. Based on the center’s research results of the narrative syntax of genre novels, the software segments the novels and scripts, determines their parts of speech, and conducts word frequency analysis. It intelligently identifies the primary and secondary characters and discerns their relationships. Filtering key “verbs” offers an analysis of novel plots. It assesses the intensity of conflicts, thus effectively evaluating literary works’ reading and adaptation value.
Ge Hongbing’s pioneer team has attained systematic achievements in China’s modern novel genre. They possess results from national-level projects in philosophy and social sciences. The team regards the narrative syntax of genre novels as a core concept, asserting that each genre’s classification representation is its narrative syntax. The narrative syntax of each novel genre is specific and finite. For instance, they generalize conventions of detective novels, one of which is “the crime must be solved”. These narrative syntaxes provide norms for the plot design of detective novels. Inspired by Propp’s morphology of the folk tale, the team believes that while stories may vary greatly, the characters in stories can be categorized into no more than seven archetypes from a functional perspective: villain, donor, helper, princess, dispatcher, hero, and false hero. The actions of these characters are also delimited and finite, with Propp identifying 31 types of actions. The team has condensed and prioritized these actions. Combined with the aforementioned narrative syntax, they are developing the Yishu Fairy Tale Story King software. The outcome of this endeavor is worth anticipating.
In 2016, the team, “Artificial and Werewolf’s Intelligence”, led by Associate Professor Toriumi Fujio from the University of Tokyo, introduced two works, including You Are AITYPE-S. These two novels were crafted by simulating the AI to play “Werewolf”, a deductive reasoning game akin to “Mafia” and “Murder Mystery”. Interesting storylines were selected from these AI interactions and were further developed. Despite reports suggesting human intervention in the creative process, the birth of You Are AITYPE-S is still highly regarded. The story exhibits originality and creativity, thus classifying it as a “creative writing” piece. This can be attributed to the introduction of algorithmic game theory, enabling AI to engage in interactive Werewolf-style games, thereby generating “plotlines”. These plotlines stem from a specific “narrative syntax” (in this case, the rules of the Werewolf), rather than from any predefined “template” or “pattern”. This marks a fundamental difference from all previous computer-generated writing. While the narrative syntax is given, the plotlines generated through the interaction between artificial intelligence as “wolves” and “humans” are unforeseeable and entirely original, representing a revolutionary advancement. Its success relies on the introduction of neural networks and generative adversarial network algorithms, which form the “Werewolf” game algorithm, allowing for the generation of plotlines through interactive gameplay between robotic characters. Moreover, this gameplay can self-learn and self-evolve in rapid iterations, endowing it with genuinely original plot design capabilities.
After enabling the originality of character creation and plot design, the remaining technical challenge for future robot writing lies solely in the self-triggering and sustained stimulation of “motivation”. However, do humans truly need to address this issue? Do we need an “autonomous and original robotic writer” that operates without human control?

3 Challenges of Artificial Intelligence Writing to Human Literary
A genuine robotic writer (a fictional creative robot) must be able to accomplish the following two tasks:	(1)
Simulate the human learning process of literary writing:	(a)
Select literary works with preferences (literary style, themes, narrative syntax);

 

	(b)
Evaluate works by analyzing characters, plots, scenes, etc.;

 

	(c)
Form its own writing “experience” through selection and optimization;

 

	(d)
Develop natural language expression ability and unique style.

 






 

	(2)
Simulate the human creative process:	(a)
Self-stimulate to form creative motivation10;

 

	(b)
Empower protagonist development with creative motivation and character motivations (including emotions and feelings) as the core;

 

	(c)
Build character relationship diagrams and plots based on game relationships;

 

	(d)
Personalize the language, emotions, and ideology to form a specific style.

 






 



The author believes such a robotic writer will soon be on the market. However, is this good? What kind of impact will its emergence have on us?
Robotic writers will change the creative landscape and consumption patterns of leisure literature for humanity.
Firstly, under the control of professional writers or literary creation organizations, the emergence of customized novels, essays, and poems tailored to specific or individual readers will gradually become important in the original literary production mode in the literary industry. The advent of robotic writers makes it possible to create customized works for certain readers. Before, a writer or writing team could not achieve that. Even if feasible, industrializing on a large scale would be relatively expensive. This mode of targeted supply will also change the copyright protection pattern of future human literary works. In the future, copyright protection for such works will need to safeguard not only the copyrights of “robotic writers” but also the exclusive reading rights of customized readers. Exclusive reading rights will become an essential concept in future copyright protection.
Secondly, genre fiction works may flood the market in large quantities, and so-called personalized artistic creations in literature may also appear in large numbers. Genre novels created under standardized narrative syntax will also be there. This is what many people may witness (in fact, the birth of organizations like the Xuanpai website (“玄派网”) is already making this phenomenon more prevalent). However, I want to emphasize the appearance of “personalized” niche works. Its rise is because of the birth of computer “small-sample learning” algorithms, which allow robotic writers to mimic highly similar “niche” imitations after learning from just one work. In the future, robotic writers could produce counterfeit works that are indistinguishable from genuine ones by esteemed literary figures such as the poet Hai Zi. Continuously emerging robotic writers and their works, like Hai Zi 2.0 and Hai Zi 3.0, would pose a challenge to differentiate between the authentic and the counterfeit, necessitating strengthened legislation in the literary industry to protect originality. “Protecting originality” will become an even more complex and challenging endeavor.
Thirdly, robotic writers’ advent will change how humans consume leisure literature. In the future, human beings might purchase a particular robotic writer rather than a specific work for leisure reading. Readers will train and motivate their exclusive robotic writers to create personalized works for their consumption instead of reading works created by others. The distinction between readers and authors will become blurred. At this point, an individual will be both a reader and an author. Literary reading will become a self-understanding and self-expression process through stories, forming an “intertextual” understanding of the external world. Understanding the world through stories is one of the most powerful learning methods, and now this situation is happening. An individual simulates various life experiences through the exclusive writing robot, experiencing countless life trials in a fictional world yet gaining real “experiential” growth.
Little Bear enters the forest and sees a rabbit and a squirrel. Should it chase the squirrel or the rabbit? This robot can make logical judgments based on reasoning. Since squirrels climb trees while rabbits cannot, the probability of successfully chasing the rabbit is higher. However, if personality preferences are considered and the robot enjoys challenging itself by stepping out of its comfort zone, it might insist on chasing the squirrel instead. Furthermore, if emotional preferences and mood judgments are incorporated, and the squirrel has just harassed the little bear’s cub out of hatred, it decides to chase the squirrel! Simple goal-oriented utilitarian calculations would be straightforward if machines could generate autonomous goals and make independent path judgments. However, it is relatively challenging to incorporate human-like thoughts, emotions, biases, and preferences into machines to imbue them with human attributes. In this aspect, the author will elaborate separately in papers such as Improvements and Evaluations of Different Versions of the “Yishu Fairy Tale Story King” Writing Robot Algorithm.
The emergence of robotic writers is inevitable, and this will come soon. Except for technical issues, legal matters seem increasingly necessary. How should the copyright of robotic writers’ works be defined? If the copyright belongs to the owner or developer of the robotic writer, should the copyright tax rate be the same as that for human writers’ works? Should works created by robotic writers be required to be clearly labeled as such if they are publicly published and sold, making it easy for readers to identify them as robotic creations? Similarly, should works created by human writers using assisted writing software also be labeled accordingly?
Even more crucial is motivating creativity. Currently, the creative drive for robotic writers often comes from inputted or pre-set stimuli by human beings. For example, Microsoft XiaoICE gains inspiration and creative motivation from inputted images. So, will humans allow the design and launch of a robotic writer that can be directly self-prompted by automatically fetching information online, generating creative motivation and inspiration, and continuously producing content online? (A robotic writer with complete autonomy perpetually exists in our world. What intellectual and aesthetic challenges will this pose on us human authors?) All these questions have already been posed or soon will be. Those require discussions within academia to reach a consensus.

4 The Narrative Abilities of ChatGPT and Its Impact on the Creative Industry
GPT (Generative Pre-trained Transformer) models originate from the Transformer model proposed by Vaswani et al. in 2017. The Transformer model is a deep neural network architecture designed to process sequential data efficiently, particularly text data characterized by contextual relationships. Unlike recurrent networks, it relies on an unsupervised multi-task self-learning mechanism. Previous artificial intelligence models might struggle with vanishing or exploding gradients when processing long natural language sequences for semantic understanding and language generation. The Transformer model addresses this issue by enabling parallel computation of all sequence positions. ChatGPT utilizes a conversational mode, which predicts and generates subsequent text based on the preceding context to output text that aligns with natural human language.
After pre-training on large volumes of text data, ChatGPT can generate a variety of texts to answer questions and engage in general writing tasks. We cannot simply equate ChatGPT’s linguistic abilities with human “thinking” subjectivity. However, we can roughly consider that ChatGPT has shifted the human–machine relationship from one primarily based on physical labor substitution to a partial substitution of intellectual tasks. This marks a significant, even revolutionary, advancement in machine intelligence. Creative writing can be categorized into three types: instrumental, generative, and appreciative. ChatGPT is capable of producing instrumental texts (such as official documents) and generative texts (such as advertising copy) and making appreciative ones, which can be considered creative writing. XiaoICE has already demonstrated the potential of computational creative writing in lyrical poetry. Now, we need to emphasize the breakthrough in artificial intelligence narrative capabilities brought about by ChatGPT. The foundation of the cultural and creative industries lies in creative writing ability, and the emergence of ChatGPT has endowed machine AI with partial creative writing abilities, opening up pathways for computer artificial intelligence to participate in creative writing. Demonstrating Chinese computational AI creative writing capabilities was primarily in classical poetry creation. Subsequently, Microsoft XiaoICE passed the Turing test with its modern Chinese poetry creation, enabling the realization of Chinese lyrical poetry. In recent years, international and domestic teams have been striving to promote artificial intelligence narrative capabilities (such as novel writing capabilities). Still, the results have been less than satisfactory, particularly in Chinese creative writing and the technological sector. However, the emergence of ChatGPT has opened the door for creative writing to progress from lyricism to narrative. We anticipate that by extensively learning from novel texts, machine and computer AI will understand the surface logic of human behavior in stories and the more profound emotional logic, acquire “narrative syntax”, and produce valuable creative narrative texts.
The formation of machine creative capabilities will change the underlying logic of the creative industry:	1.
The collection and organization of essential information will become automated and intelligent. In the past, this was a significant focus of creative industry activities. Now, much of the work of sourcing, gathering, and organizing creative experiences can be done by artificial intelligence. This dramatically reduces the complexity of case collection, organization, and refinement, thus improving analytical efficiency.

 

	2.
Artificial intelligence may partially replace functional and productive text writing. The operational mode of industries, such as information services, modern media, education and training, and cultural exhibitions, may change, leading to the appearance of numerous AI-based companies. Simulated hosts, virtual journalists, VR teachers, and other roles functioned by AI robots may become commonplace.

 

	3.
Services related to animation, gaming, film and television literature, art creation, and design may transition from providing finished creative products to personalized ones facilitated by AI robots. For example, in literature, instead of being provided with a novel text by an author or publisher, you may receive personalized, scenario-specific, and real-time creative services. In other words, rather than enjoying a generic, publicly published complete product, you will receive a customized work created specifically for you on the spot.

 





The formation of machine creative capabilities will profoundly change the ethical relationship between humans and AI. In the past, the competition between humans and machines was primarily based on physical strength. Humans have been surpassed. A single large excavator can outperform the physical strength of a thousand individuals. The next competition is about intelligence, which is undoubtedly happening now. Just as we need to protect the rights of laborers in physical labor, when “machine creative capabilities lead to unfair competition in human creative work”, we also need to protect creative authors. Creative work can be divided into derivative and original ones. Clearly, in terms of derivative creative work, humans will be unable to compete with machines in the future. Therefore, it may be necessary to restrict machine-generated content and enforce labeling such as “machine-generated content” and “limitations on the quantity of machine-generated content”. All creative works utilizing AI should be clearly identified, with detailed descriptions of the scope and methods of their utilization and limitations on the supply volume. Given the powerful capability of machines to integrate the latest information and works for derivative creative innovations, new definitions and protections should be established for human original works’ copyrights. This should include preserving the rights of human creators to refuse inclusion in machine databases or information sources. Additionally, unified legislation could be enacted to stipulate that human original works may not serve as sources for machine-generated creative works within a specific timeframe.
[Reflective Questions]
	1.
How might artificial intelligence develop in writing in the future?

 

	2.
Should there be limitations on artificial intelligence in writing? Why?

 

	3.
What can be the possible creation of ChatGPT？

 







Footnotes
1The website and its “Mysterious Novel Writing Tool” utilize web crawling technology to extract data from online novels. Using this data as materials, it offers writers advice on various “techniques” required for fantasy novel writing, such as “inspiration generation”, “structure generation”, “character name generation”, and “martial arts level generation”.

 

2The Story Creative Writing Partner software provides character design, plot design, and story progression planning. The program is equipped with multiple story templates.

 

3Collaborative film and television plot planning and template creation tools enable directors, screenwriters, and script editors to collaborate on creative work.

 

4Here is how the software introduces its functions: “I sincerely suggest that you click the small button of Assistant in the upper right corner, and the writing experience must be beyond your imagination! After clicking, I will offer you the materials you want in real time! The information will not only be abundant but will be more personalized! Click it!”

 

5The argumentation in this section refers to and cites the author’s discussion post on the relevant artificial intelligence website forum. The post is incomplete since all the participants used nicknames, which happened long ago. So my thanks go to all..

 

6Level starts with the first sentence in the rhyme style: A poem (or quatrain) starts with two-level tones in the first line and rhymes with a level tone at the end of the first line.

 

7The R & D has not released the algorithm details of “Weiwei”, but I assume that it may use the “deep learning” algorithm of “neural network” multi-layer structure. “Weiwei” has the initial ability of “semantic analysis” and “natural language understanding”.

 

8The Yishu Nursery Rhyme King, developed by a collaborative team led by Professor Ge Hongbing from Shanghai University and Professor Zhang Lizhong from La Trobe University in Australia, is a similar achievement.

 

9The software’s functions include: automatically indexing novels, generating “keyword clouds”, and automatically determining the “genre and type” and “storyline”. It can identify the roles of the protagonist and supporting characters through the frequency of their appearances and accompanying relationships, thus determining the relationships between the main and supporting characters. It can create “profiles” for characters’ personalities, providing automated descriptions of character settings for the main characters. The software offers analysis and judgment of “story value” from descriptions of competitive events in the plot and summaries, “important scenes” and “plot curves”. A “plot distribution chart” with the vertical axis representing “conflict value” and the horizontal axis representing “story progress” serves as detailed evidence.

 

10Ge Xuyue. Analysis of the Legal Subject Status of Robot “Author”. Exploration and Free Views, 2019 (8).
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Abstract
For the essence of literature, each era should provide its own answers. If we can break away from the single-perspective of reflection theory and view literature from the perspective of creative ontology, we will be able to open a more convenient door for understanding the literary creation and industrialization issues of this era. In the process of literary creation and its industrialization, what are the essential elements that run through it? Our answer is "creativity". How does "creativity" transform from "first - degree creativity" to "second - degree creativity"? What paths does it take in this process? What changes has "creativity" undergone in this process? A profound understanding and interpretation of the internal mechanism of literary creativity in the process of cross-media, cross-time–space, and cross-industrial-chain industrialization transformation will help literary writers and creative industry practitioners to better carry out creation and production, help the government and society to more deeply understand the essence of creative writing and creative industries, and more high-level formulate relevant creative support and industrial policies.
The birth of creative writing studies in China has sparked ongoing debates, with the most central argument revolving around the issue of “cultivating writers”. Most critics believe writers cannot and should not be mass-produced as our society does not need so many. The notion that “writers can be cultivated” has gradually gained recognition in Chinese academia, thanks to the introduction, presentation, and research efforts of the creative writing team at Shanghai University. Currently, the trend of creative writing within Chinese departments in China’s universities is flourishing, which serves as evidence of this acceptance. However, whether mass cultivation is necessary or feasible seems to remain unresolved. This question is of utmost importance as it pertains to whether creative writing can be established as a discipline in universities and determines the future of this trend. The reason why creative writing asserts that writers can be mass-cultivated through university disciplinary mechanisms and emphasizes that everyone possesses creative instincts and can write is because the writers cultivated are not only traditional professional ones focused solely on literature but those in the creative industry who rely on writing as their livelihood, such as planners, creative designers, copywriters, lyricists. Creative writing defines these individuals as “writers” as well.
For creative writing, creativity takes precedence as the primary aspect, while writing assumes a secondary role. It is defined as a creative activity primarily expressed through words. Creative writing studies aim to connect “writers” and the broader field of the creative industry, necessitating a redefinition of the essence of literature.
When translating The Program Era: Postwar Fiction and the Rise of Creative Writing, I wondered how to translate “creative writing”. I first translated it into “创造性写作”, meaning that writing that is of creativity, which seemed more directly related to our usual understanding of “creation”. However, I found a more nuanced term, “创意”. It was defined in the dictionary as “creating new ideas”, but it has a specific connotation. In Jen-chien Tz’u-hua, A Study in Chinese Literary Criticism, Wang Guoweistated: “Chou Pang-yen could not come up to Ouyang Hsiu and Ch’in Kuan in the achievement of depth and distance in his tz’u. But he was infinitely skillful in expressing emotions and empathy for things. Thus, he can still be ranked among the first-class poets. However, it is to be regretted that his talents lay more in the composing of tunes than in creative meaning (yi)”. Wang uses “创意” to specifically refer to a higher-level quality in literary creation, primarily pointing to originality, novelty, and uniqueness. It happens that there is a similar case. Guo Moruo, in his work, Tripod, says: “Writers should fully express their personalities through creativity and style”. By juxtaposing “创意” (creativity) and “风格” (style), Guo also supports translating into “创意”. If this is successful, we need to ask: Is the connection between writing and creativity fundamental? Does recognizing this connection provide a more contemporary understanding of writing and its relationship to literary creation and the creative industry?
The emergence of the creative industry can be traced back to 1912 when the American economist Joseph Alois Schumpeter proposed, “The fundamental driving force behind modern economic development is not labor or capital but creativity. The key to creativity lies in the knowledge and information’s productivity, dissemination, and use”. This viewpoint did not gain widespread acceptance in the industrial society of that time. However, more than a century later, with the surge of the creative economy globally, his prophecy has become a universal consensus.
This chapter explores the characteristics of “creativity” in literature, the distinction between original and industrial creativity, and dynamically outlines the industrialization path of literary creativity.
1 Primary Creativity and Secondary Creativity: Re-Understanding of the Essence of Literature
The transition from creative writing to the creative industry is essentially a process of transforming “creativity”. Creativity emerges in the creative writing stage, changing from the writer’s consciousness into written words. This process is referred to as “primary creativity”. It is indigenous, including a significant portion that cannot be industrialized (such as purely literary works without a market). Some directly take the form of text, while others, like stage scripts, cannot enter the market in their original form. To conform to industrial requirements, they often need secondary creativity to change their forms (such as stage plays, advertisements, and movies).
Primary creativity occurs during the creative writing stage. The definition of creative writing by the China Creative Writing Center, Shanghai University, is human creative activity using writing as a stylistic activity, with works as the outcome. The definition is innovative as it considers writing as a creative activity. However, it is more of a “convenient measure”.
Secondary creativity occurs during the creative industry stage. The concept of the creative industry is relatively new in China. Its birth in the late twentieth century in the UK was not accidental. Economists have conducted studies showing an increasing demand for culture after the per capita GDP exceeds $1000. Then, as the per capita GDP continues to grow, this cultural demand steadily increases, reaching a point of cultural demand explosion when it exceeds $3000. At this point, the cultural industry becomes independent. Cultural consumption becomes a significant part of the economy until culture plays a leading role in consumption.
Significant research results have already been obtained regarding primary and secondary creativity in the theoretical field. John Howkins, in The Creative Economy: How People Make Money from Ideas, divides creativity into two types: the first belongs to individuals and arises from human creative nature, while the second is creative ideas that help produce products, emerging within an industrial context. Howkins describes the relationship between these two types: “The first may not trigger the second one, but the second requires the first as a prerequisite”. In other words, the second one cannot exist without the first as a foundation. The renowned creative figure Stan Lai echoes a similar sentiment in his work Stan Lai’s Creative Study.
For instance, when a producer asks me to script a play and insists that the characters must be designed to transform into video game avatars… This idea may seem appealing, but it is absurd and laborious for a creative. Such an approach may lead to the distortion and deformation of an original idea… Without good works, it becomes even more challenging to discern the additional value, the worth of the work, and the methods for industrialization. This forms a vicious cycle.
Although Stan Lai did not make rational distinctions like Howkins, he still demonstrated a similar understanding to Howkins’ “Two-Stage Theory of Creativity”. The “original creativity” concept corresponds to what Howkins calls “the first type of creativity”. According to Stan Lai, the cultural and creative industries must have a foundation, and it is on this foundation that the enterprise’s intention can be built. The “foundation” here is the original creativity, and what is obtained after “adding the intention” is essentially Howkins’ “second type of creativity”. Guo Meijun, in her research on the interaction between the development of the creative industry and China’s economic transformation, states that the previous research on creativity lacked an analysis of the changes in its attributes after experiencing industrialization. This judgment is also based on Howkins’ “Two-Stage Theory of Creativity”.
“Creativity” is dynamically generated. Primary creativity is original (in the form of texts or copywriting). It needs to undergo a particular transformation and go through re-creativity, called secondary creativity, to realize its potential as industrial creativity. The uniqueness of the creative industry lies in the operation of a unique production factor: creativity. However, traditional theories of artistic creation are usually not centered on creativity, which is different from the creative writing studies path we advocate, where “creativity” takes precedence and “writing” comes second. In response to the traditional emphasis on “writing” in writing studies, creative writing puts forward the viewpoint of the importance of “creativity” and reexamines the essence of literature.
The two fundamental theories of creative writing are “self-exploration theory” and “genre conventions theory”, which are approached from the perspectives of creative writers and readers. The former is based on the creative subject, emphasizing the internal stimulation of the creative potential of authors with relevant theories and methods of psychology and mind studies. In his article Stimulating the Creative Potential of Authors: Two Paths of Psychology and Mind Studies, Lei Yong explores relevant theories from three aspects: creative motivation, spirituality, and mentality. For the first time, this research incorporates mind studies and meditation into literary research, addressing issues that traditional literary psychology has repeatedly avoided. The article first reviews Freud’s psychoanalysis, arguing that the formation of the subconscious, dreams, repression, libido, etc., is interrelated with the generation of creative motivation. The study of this psychological mechanism helps us understand the rules of creative motivation formation, allowing the content in the subconscious, which is chaotic and unclear, to be smoothly transformed into creativity. Secondly, it first raises the issue of the author’s creative spirituality, which has not been addressed in traditional literary psychology before because people usually consider “inspiration” as unknowable, a manifestation of pure chance, or a “gift from God”. However, Lei suggests that inspiration can be understood and controlled in the article. Lastly, the article introduces common and other training methods in meditation, attempting to enhance the creative ability of the authors.
Creative Writing: Basic Theory and Training is the earliest systematic introduction to China’s original creative writing theory. It covers aspects such as overcoming writer’s bottlenecks and utilizing genre conventions. The book provides a brief introduction to methods for training creative writing thinking, including brainstorming, mind mapping, mandala thinking, reverse thinking, synectics method, attribute listing technique, hope-point listing method, pros and cons listing method, checklist method, 5W2H review method, forced association method, creative problem-solving, and more. These training contents specifically target creative thinking, which is not in traditional writing instruction.
In his article Literary Creativity in the Age of Creativity, Tian Chuanliu believes that literary creativity involves using creative thinking to engage in literary activities and creations diversely and systematically, realizing the strengthening of literary connotations and its effects, and enhancing its cultural and economic value. This opinion is reasonable, as it highlights the essence of literary creativity—“cultural value + economic value”, an essential insight into the literary ontology of creativity.
The essence of literature is creativity. Because of its creative nature, literature has the potential for industrialization. In the industrial transformation process, the cultural and economic values of “creativity” circulate. It is the transformation from primary creativity to secondary creativity. This transformation allows literature to evolve into film, drama, advertisement, photography, etc., enabling literature to integrate with the market economy and transforming the primary creativity of literature into secondary creativity. Original ideas turn into industrial creative expressions, making literary creativity a consumable commodity and driving the development of cultural economics. On the other hand, the continuous deepening of the cultural and creative industries also influences literary creation, promoting the emergence of literary creativity and forming a virtuous chain.
For literary writers, creativity is no longer just as simple as an internal rule of literary creation. A core for creativity is “industrialization”. The transformation of literary creativity across media, regions, time and space, and even industries, in turn, promotes the improvement and emergence of literary creativity. This is the central characteristic of literature in this new era. Literary creativity is inseparable from the cultural and creative industries. Instead of stifling literature, the cultural and creative sectors rejuvenate literature, making it even more prosperous.
Authors and producers do not solely determine the flow and transformation of creativity in literary creation and its industrialization. Instead, it is made by the readers and the consumers. In the late 1960s, Professor Hans Robert Jauss from the University of Konstanz first proposed the concept of “aesthetics of reception” (Fig. 1). Besides him, another representative figure is Wolfgang Iser. He believes that literary works are not entirely created by authors. Literary works and literary texts should be considered separately rather than conflated. In other words, the author makes only the literary text, which is incomplete and filled with blanks. These blanks need to be completed by the reader’s imagination. Only when the reader fills in these blanks does a literary work truly achieve completion. Therefore, the ultimate completion of a literary work depends on the reader. Iser’s perspective provides us with ideas and theoretical foundations for studying the industrialization of literary creativity: literary creativity needs to achieve self-completion, and authors must pay sufficient attention to consumer participation and acceptance. Emphasizing the consumer’s participatory role requires us to study how consumers participate in completing creativity, how consumer behavior/market functions in this process, and related questions.[image: A black and white photo of an elderly person wearing glasses and a suit, resting their chin on their hand. The expression is contemplative, and the background is softly blurred, suggesting an indoor setting.]
Fig. 1Hans Robert Jauss


The content created by literary writers is called primary creativity. That is similar to what Iser called the “literary text”, which is incomplete without reader participation. Because of this characteristic, the author distinguishes literary creativity into “primary creativity” and “secondary creativity” in this book. From this perspective, the book’s categorization of literary creativity shares similarities with the concept of aesthetics of reception. Creative writing combines “primary creativity” from the standpoint of creative writers and “secondary creativity” from the perspective of creative recipients. (During industrialization, “secondary creativity”, in its ultimate sense, is still determined by the industrialized secondary authors, or they complete the front end of secondary creativity, while consumers naturally complete the back end through imagination.)1 This integration aims to overcome the limitations of traditional views on the essence of literature. “Creativity” in literature inherently includes “secondary creativity” based on recipients’ perspective, thus introducing the market into the study of the essence of literature and giving consumers a higher literary status in cultural creativity.
Narrowly defined, literary consumption refers to using literary works to satisfy human beings’ spiritual needs, namely literary reading activities. Broadly defined, literary consumption refers to the industrialized process through which literature transforms into a particular commodity, including but not limited to printed books, audiovisual works, and other forms bought, read, and appreciated by consumers. Whether in a narrow or broad sense, the act of acceptance by consumers is inherently included in the creative essence of literature. It is an inevitable outcome of the primary and secondary blossoming of literary creative essence. From this perspective, “purchasing a book” is merely a form of material consumption and cannot be termed literary or cultural consumption. Actual literary consumption is completed only when the consumer has accepted the spiritual commodity. In this regard, this book consents to the binary classification of works/texts in the aesthetics of reception.
In the era of the creative economy, a diverse array of cultural and creative goods continuously satisfies the aesthetic needs of the audience. As a form of cultural commodity, it is intangible but meaningful.2 People’s consumption of this kind of product is more about seeking a sense of value identification and spiritual experience, which significantly differs from the material consumption in daily life. In other words, the transformation and consumption of creativity represent, to a greater extent, the transmission of aesthetics and values. It is more about an integrated entity of aesthetics and values.
In this era dominated by audiovisual culture, it calls urgently for a creative understanding of the essence of literature. Traditional printed literature has become “one” of the forms for realizing creativity rather than the “only” one. The value of literary texts has long surpassed the books, projecting onto entirely new mediums such as stages and screens. At this juncture, without understanding the creative essence of literary works, one may fail to comprehend the latest transformations in contemporary literature. It might be mistakenly assumed that literature is indeed declining. Yet literature is being presented and consumed in a fuller and new form. The creativity remains safeguarded with its intrinsic nature intact.

2 Literature: Transition from Creative Writing to Creative Industry
The essence of the industrialization of creativity, internally, is the combination of primary and secondary creativity, making primary one become secondary that aligns with industrial logic. Externally, it involves a complete set of processes and procedures, including planning, packaging, production, dissemination, and consumption. The discussion above mainly focused on internal research. Now, let’s shift from internal to external and examine the industrialization of literary creativity.
For the broad sense of industrialization of literary creativity (excluding the narrow issue of literary works being directly distributed and sold as e-books or paper books), we can discuss it from the cross-media, the cross-temporal and cross-regional (including time and space), and the cross-industry transformation (the penetration into other industries) of literary creativity.
2.1 Cross-Media Transformation of Literary Creativity
While developing the creative industry, South Korea proposed the slogan “One Idea, Multiple Uses”, which is beneficial for maximizing the value of a single creative idea. Since it is an era filled with diversified media, a novel can be adapted into a movie whose original soundtrack can be published, distributed, and adapted into an online game in which the characters can be designed as cartoon toys. For example, the martial arts novels of Jin Yong and Gu Long have been repeatedly adapted into TV drama games. Meanwhile, there are also reverse patterns, such as the classic game Chinese Paladin being adapted into a TV drama, Chen Kaige’s film Master of the Crimson Armor being adapted into a novel by Guo Jingming and adapted into an online video by Hu Ge. Such mutual transformations often accompany the emergence of new creative ideas. The character of Hua Mulan in the Chinese Northern Dynasties folk song Ode of Mulan is a successful case. This short text has been repeatedly interpreted through different media in different eras, whether it’s the Henan opera Hua Mulan, the 1939 black and white film Mulan Joins the Army, or the 1998 Disney animated film Mulan. Each time, it brings a refreshing experience to the audience, especially in Disney’s Mulan when the Chinese Mulan is transformed into a vivid animation, reinterpreted with American culture. This animated film is not only an exemplar of cross-media but also vividly reflects the cross-temporal, cross-regional, and cross-cultural aspects of cultural creativity. Hua Mulan, starting as a prototype of literary creativity, has been revitalized through repeated adaptations by the generations.
In this process, primary creativity is a one-time event, while secondary creativity is limitless.
Some believe that new media will lead to the decline of literature because the traditional paper literature has already declined. Starting from the Creative Ontology of literature, this book holds the opposite view. The development of new media makes literature glow with vigor and vitality again. New media is not leading so much in the decline of literature as in promoting the innovation of literary creative existence, which is an expansion rather than a strangulation of literature. Zhou Xian mentioned in his article War of Picture and Text in the Age of Picture Reading that the arrival of picture reading marks that the image-oriented culture replaces the traditional language-oriented culture. This signifies that contemporary culture centers around the image structure. Also, the thought patterns have changed, and the language-centered thinking mode is challenged.3 When interpreting Zhou’s viewpoint with the concepts of primary and secondary creativity, on the one hand, it can be known that currently, it is more difficult for literature to become the main form of cultural communication as in the past, and the media that literature can rely on is much more diverse. Literature is presented in movies, television, and pop music and can even be seen in every aspect of daily life as the “original creativity”.
The relationship between new media and paper literature is complicated. New media literature usually starts from paper literature. Literary works are often changed into film and television programs, while in vice versa cases, “film and television contemporaneous books” constitute a significant proportion. New media literature can greatly promote paper literature. In countries with developed cultural and creative industries, such as the United States and Japan, turning literary works into film and television programs is normal, encouraging the creators and the recipients to participate actively. Creators can obtain commercial benefits through more channels instead of relying solely on royalties of paper literature works. At the same time, transforming the literary text into film and television programs makes it easier for the public to access. Many literary images often come alive after they are on the screen. Pictures and voice are more likely to arouse the receiver’s interest than simple words, which have existed since ancient times. Chinese classic novels are usually handed down by oral storytellers.
Literary visualization is the central mode of cross-medium transformation. According to the statistics of relevant departments in November 2012, among the 500 million netizens in China, there are 227 million literary netizens, of which about 20 million write online, and as many as 2 million writers are registered on literary websites. About 100,000 people and more than 30,000 writers earn through new media writing. Authors aged 18–40 account for 75%, and students are about 10%. Famous works such as Battle Through the Heavens, Swallowed Star, and Martial Universe have received tens of millions of hits. WebNovel has more than 300 million PV hits and tens of millions of users visiting daily, and it keeps more than 40 million words updated daily. The website has accumulated 10 billion words of original literary works in just a few years. Another old literary website, Rongshuxia, once received nearly 5000 free contributions daily. Since its establishment in 1997, it has collected more than 400,000 contributions. The women’s literature website Hongxiu has 2.4 million registered users, and the total number of long and short original works stored exceeds 1.92 million, with the highest daily page views exceeding 64 million times. All these examples demonstrate that the electrification of literary works is a critical mode, and it is also the closest to traditional paper literature because they are both based on words. There has been no audiovisual and graphic transformation. After paper books are transformed into e-books, they can be spread by various electronic tools such as Kindle, mobile phones, and computers. The “audio literature” with a voice as the carrier is another kind of transformation, like an ancient storyteller transforming words into a voice. Yet, readers are still dealing with words but reading through hearing. Radio and MP4 are reading tools of audio literature. With the development of modern image technology, video has become an essential form of spreading literature. In this form, images “usurp the host’s role”, while words gradually abdicate and become commentary or lines. This change is substantial because words do not have a dominant position but become an aid to images. Therefore, it becomes the most critical mode in transforming literature across mediums.
Literary visualization fully utilizes the literary text resources and may also be the way out in the future. Statistics show up to 50% of films worldwide are adapted from scholarly works. The same as the Chinese films, including Farewell My Concubine, To Live, Raise the Red Lantern, Sabbat of the Witch, Let the Bullets Fly, So Young, etc. In recent years, the adaptation of online literature has also set off a new upsurge. The film Love is Not Blind, adapted from Bao Jingjing’s online novel of the same name, has won great success with a total box office of over 350 million. The visualization of literature makes the charm of literature regain its display.

2.2 Transtemporal Transformation of Literary Creativity
2.2.1 Time Dimension: Modern Transformation of Traditional Literature
Creativity connotations in traditional literature are relatively broad. Yet, some can’t adapt to the era, which leads to a lack of cultural creativity in the industries and vacancies in traditional culture. This situation calls for discussing the modern transformation of conventional cultural creativity, which some Chinese scholars have already investigated. Li, Wuwei, in his paper, Creativity Utilization and Transformation of Historical Cultural Resources, explores the landscaping of traditional cultural resources and their vitalization through stories. The former develops the tourism landscape without damaging the cultural resources, exemplified by Xintiandi and 1933 Laochangfang in Shanghai. The latter has countless examples. The compilation of Legend of Sanlintang combines primary creativity and folktales with modern styles. Although the story might be rewritten, the core has not been changed. As for this chapter, our topic, “modern transformation of traditional literature”, centers more on literature itself, that is, text transformation. In the early twentieth century, Lu Xun, the originator of modern Chinese literature, published his book, Old Tales Retold, which marks the start of the adaptation of traditional literature in the contemporary era. Currently, the transformation has two modes: deconstruction and inheritance, with the former being dominant.
In the deconstruction mode, authors often use “parody” to rewrite the work, which is relatively common in online literature because of the technical and humanistic characteristics of the network and the recent decades’ trend of “de-classicization” in the literary community. The postmodern deconstruction trend is evident in online literature. Take Jinhezai (pen name of Zeng Yu)’s Wukong, published on Sina.com’s Jin Yong Inn, as an example. Wukong’s deconstruction of the classic Journey to the West manifests in three key areas: characters, themes, and narrative techniques. Regarding the characters, while lofty ideals drove the Tang Monk and his disciples in the original one to seek scriptures in the West, the four in Wukong abandon these ideals in pursuit of more secular goals. This adaptation undermines the ultimate values promoted in the original work and discards the epic theme, yet it aligns with the postmodern mindset of contemporary youth, thus making it a new classic.
Furthermore, the narrative techniques are highly modern. It replaces the traditional linear narrative with a dual timeline structure that intertwines events “five hundred years ago” with those “five hundred years later”. Its frequent flashbacks borrow from modern cinematographic montage techniques. While “deconstruction” is prominently featured in Wukong, relying solely on deconstruction in the modernization of traditional literature risks cultural rupture, signs of which are already emerging. Therefore, we must complement this approach with the inheritance mode.
For the inheritance mode, while maintaining fidelity to the original work, adaptation, and refinement happen to some extent. The original framework remains intact, with modern modifications or innovations introduced in the finer details. The book The Legend of Sanlintang is an adaptation of the folk historical stories orally transmitted in Sanlin Town. This adaptation serves primarily as a means of inheritance to preserve the folk culture. It may not be as challenging as deconstruction, yet it carries profound historical and sociological significance. Its authenticity provides a reliable textual foundation for theoretical social science research. Both the postmodern deconstruction mode and the cultural inheritance from a sociological perspective have changed the traditional text, highlighting the necessity of adaptation. Regardless of the chosen mode, this transformation occurs within a modern cultural mindset aligned with realities.

2.2.2 Spatial Dimension: Cross-regional Adaptation of Literary Works
Cross-region research centered around the cross-culture investigation. Disney’s animated film Mulan is an example of this. While the film is saturated with Chinese elements, its heart lies in the “American Dream”. The collision and integration of cultures within the work makes the cross-regional transformation of cultural creativity valuable. This cross-regional transformation of literary creativity is a highly prevalent approach in creative industrialization. For instance, in 2006, director Feng Xiaogang’s film Sabbat of the Witch grossed over 100 million yuan at the box office. Its roots trace back to Hamlet, a timeless masterpiece by the British writer Shakespeare.
Literary works often showcase ethnic and regional traits, reflecting the diverse styles birthed by varying cultures. This usually leads to stylistic disparities that can result in rejection. Conservative regions with unique cultural identities often reject foreign influences, creating obstacles to disseminating literature. In response, Goethe introduced the concepts of general and world literature, arguing that national literature should incorporate the finest foreign cultural traditions while maintaining its distinctiveness. Through this harmonious blend, new literary forms will occur. Goethe believed national literature should be inclusive of foreign cultures, integrating others with their own to form a unique national identity. Mere taking, the direct transplantation of foreign cultures, would erode the autonomy of national culture. Therefore, this transformation should be a fusion rather than a replication, as evident in the adaptations of Mulan and Sabbat of the Witch.
Disney’s animated film Mulan (Fig. 2) is a dramatic adaptation of the Northern Dynasty’s Chinese folk song Mulan Poem. When comparing the film’s essence with the original poem, three primary disparities stand out: the embodiment of filial piety and self-actualization, the observation and subversion of gender norms, and the suppression and pursuit of love.4 In the original poem, Hua Mulan’s decision to join the army in her father’s stead primarily represents the traditional Chinese virtue of filial piety. This motive is purely focused on fulfilling her filial duty. Also, the poem unveils the societal hierarchy of male dominance and female subordination in ancient China. To uphold filial piety, Hua Mulan conceals her gender and represses her romantic desires. However, in the Disney version, Mulan’s desire for personal freedom and a strong urge for self-realization drive her decision to join the army. She also asserts her independence from male domination, embodying a bold, assertive heroine who challenges traditional norms and societal expectations. For love, she is proactive and lives life as an embodiment of the “American girl” spirit. This example illustrates that while Mulan utilizes the traditional Chinese folk story of “Mulan Joins the Army” as a backdrop, its central theme and message are inherently American. It is a prime example of cultural integration, as described by Li Wan, where elements of both cultures blend, creating a unique hybrid, a “bikini-clad ‘Mulan’”.5
[image: Illustration of a person riding a horse in a dynamic pose, set against a mountainous backdrop. The image is in grayscale, with the word "Mulan" prominently displayed alongside a circular symbol. The scene conveys a sense of movement and adventure.]
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Chinese stories can be used to convey foreign values and vice versa. In 2006, Feng Xiaogang successfully adapted Shakespeare’s classic play Hamlet for the Chinese audience, sparking widespread acclaim and attention.
Disney’s Mulan has successfully entered the Chinese market, with the animated depiction of Mulan receiving widespread recognition in China. Many people even find her cuter and more vibrant than that portrayed in the folk songs of the Southern and Northern Dynasties. This has fostered a unique cultural identification among the audience. As for Sabbat of the Witch, although it resonates more with domestic audiences than Hamlet, it faces challenges in establishing a solid image in the minds of Westerners. This stark contrast is indeed intriguing and worthy of further contemplation.


2.3 Cross-format Transformation of Literary Creativity
The creative industry is permeable. It can integrate with the primary, secondary, and tertiary industries to realize optimization and upgrading. This effect is all-round. For example, “Agritainment” (the combination of the creative industry and agriculture), “Shikumen Shanghai Old Wine” (the combination of the creative industry and manufacturing), and “Creative Wedding Planning” (the combination of the creative industry and service).
A typical case of cross-format transformation of literary creativity is the novel Lost Horizon, created by British writer James Hilton in the 1930s. A place named Shangri-La, a distant pure paradise on Earth, is made. The name exudes an exotic Eastern style. That is an example of primary creativity full of artistic appeal and aesthetic value. And decades later, the place became a reality. Northwest Yunnan, regarded as the prototype of Shangri-La, has become a famous tourist destination. Local tourism has gained significant development. The effect goes further. Shangri-La has become the name of a Hong Kong hotel brand. In 1971, the first luxury hotel, Shangri-La Hotel and Resort, opened in Singapore, and now it has become a well-known hotel brand in Asia.
The “cross-industry” transformation of literary creativity mainly refers to the application of literature besides art, that is, the various non-artistic industries that use literature to gain commercial value. The main criterion for distinguishing whether a particular literary idea is cross-industrial is whether the ultimate goal of the literary text lies in artistic dissemination and acceptance. For example, the words in advertising copy often have a similar effect to that of literary works, that is, to evoke the reader’s emotions and to give the reader a particular aesthetic pleasure. However, the difference between advertising copy and literature is that advertisement ultimately hopes to arouse the readers’ emotional appeal and value recognition to stimulate readers’ desire to consume rather than purely offering aesthetic enjoyment.
For consumers, the initial intention of consuming can be analyzed from both rational and emotional aspects. The so-called rational appeal of a product is also known as “functional appeal”. It offers the benefits of the commodity for target consumers by describing the attributes or usages.6 The main instrumental use of literary creativity in advertising lies in aesthetics, which can arouse the audience’s desire for beauty or a better life that the product proposes and evoke their feelings to be willing to consume. For example, the advertisement slogan “Confucius wine, making people homesick” is touching, and this kind of humanistic design easily resonates with consumers and enhances their impression of the brand. The use of literary creativity here conveys the “filial piety” of traditional Chinese culture, which improves its aesthetic connotation. Still, its real intention is to increase brand awareness and sales, which is fundamentally different from a film or literary work depicting feelings of affection or homesickness.
“Suspense” is an art technique often used in literature and films, a positive means of artistic treatment used to activate the audience’s “nervous and expectant mood”. The famous Kohler’s funny advertisement, the couple racing to undress, applies this approach. At the beginning of the ad, a man and a woman meet on the road and look at each other with hostility, and then they start to race. Like the car chase scene in Hollywood films, the woman pushes on the accelerator, and the man runs desperately and keeps taking shortcuts. Oddly enough, the two strip off their clothes on the way. Here is suspense, making the audience wonder what they are doing, why they are taking off their clothes, and their relationship. When the explanation comes, the audience realizes that they are a couple and are racing to take a bath. Only when the Kohler logo appears at the end is the audience told that this is a bathroom ad. This unexpected ending triggered a smile, and the ad also impressed the audience, thus enhancing brand recognition.
One of the conspicuous trends in the era of creativity is the widespread use of literary creativity in advertising. This trend can be attributed to two main reasons. Firstly, as the products in the market become increasingly homogeneous, whether a brand can gain acceptance from its audience depends on emotional appeal. Secondly, as the cultural literacy of the audiences, or consumers, is gradually improving, their focus on advertisements has shifted from material to spiritual dimensions, placing higher demands on aesthetic and artistic qualities.
The creative industry itself is “cross-industrial”. For instance, regional, historical, and cultural resources can be preserved through architecture and music. After transformation, these resources can be integrated into the industry chains and gain commercial value. The successful transition of cultural resources into production materials requires market operations, commercial mechanisms interventions, correct marketing strategies, and effective communication and promotion plans. When the creative industry combines organically with primary industries, tertiary industries, and others, it forms new industrial forms such as creative agriculture and cultural creative tourism, demonstrating the permeability of the creative industry.
Cultural creative tourism is a form of cross-industry transformation of creativity. The finite nature of traditional historical and cultural resources requires us to bring creative vitality to the tourism industry, thereby revitalizing it. The shift toward creative development in tourism is inevitable. Some scholars categorize the development of cultural tourism in cities into four models: 1. Developing major landmark or flagship projects, which serve as symbolic entities of the city; 2. Holding events to increase the city’s popularity has become a widely adopted strategy; 3. Having a specific theme, focusing on promoting and marketing special themes such as sports, arts, and entertainment; 4. Proposing heritage development, aiming to revitalize cultural heritage, especially architectural heritage. Gao Jing divides creative tourism into two categories based on differences in cognition: one is from the tourist’s perspective of self-reflection, and the other is from the tourism industry development perspective. The division essentially centers around the differences between the experiential economy and industry-oriented views of the creative industry. In developing creative tourism, attention must be paid to the subject and industry cognition. In other words, tourism culture and industry need to be integrated.
Taking the example of the renowned private tourism investment group, Songcheng Group in China, it initially delved deeply into the local culture of cities like Hangzhou. It combined traditional culture with the leisure industry to create a unique cultural brand. By leveraging local cultural resources to promote the sustainable development of indigenous cultural creative tourism, it revitalizes traditional culture, which had gradually become outdated, to form a virtuous cycle within the industry chain. As Huang Qiaoling, Songcheng Group’s Chairman, has stated, “Culture is the core competitiveness of Songcheng. Culture can convey deeper contents and meanings within tourism, while tourism can serve as a vehicle for education and entertainment. In Songcheng, culture is something vivid and tangible”. This highlights the irreplaceable role of culture in the new tourism industry. Songcheng Resort, Wuxi Three Kingdoms Film and Television City, Wuxi Water Margin City, and other tourist attractions primarily showcase the traditional historical culture, including material ones, such as the display of antique architecture and the depiction of local customs and scenery, as well as spiritual ones, such as crucial artistic forms like performances. For example, the large-scale musical drama The Romantic Show of Songcheng is considered the soul of the Songcheng scenic area, as it perfectly utilizes modern stagecraft and sound technology. This drama consists of a total of five acts, including a preface. The names of the acts, such as The Light of Liangzhu, Song Palace Dance, Armored Cavalry, West Lake Legend, and Charming Hangzhou, are filled with literary beauty. It can be said that this large-scale musical drama presents a literary work with a profound historical heritage through stage performance.
Through these two levels of cultural portrayal, tourists are temporarily transported to a different time and space from their daily lives, providing them with an experience that cannot be obtained in their everyday routines. This dual portrayal reflects the robust experiential economy behind the cultural tourism industry.


3 Innovation and Creativity: From Creative Writing to the Creative Writing Industry
We are generally accustomed to separating literature from the market in traditional notions. This two-dimensional view of defining literature as aesthetics and ideology obscures our comprehensive understanding of literature. The industrialization of literature provides a new method of examining literature based on production practices. This requires us to integrate market awareness into literary creation and to use a comprehensive perspective to guide and lead the production of literature.
Literary creativity should emphasize combining primary creativity and secondary creativity. In other words, literature should be deeply integrated into the market, and the value of being literature and commodity should be balanced. Overemphasis on primary creativity while neglecting secondary creativity is not conducive to the development of literature. In today’s market-oriented world, the industrialization of literature is an inevitable trend, with literary consumers, to some extent, taking the lead. Vice versa, if creation is purely conducive to the needs of recipients and consumers, it will lead to a vulgar predicament. Therefore, the combination of the two types becomes an urgent requirement. Literary creators need to consider the possibility of industrialization at the outset of their writing, break down the barriers between literature and other art forms, strive to expand the transformation space of literature, and continuously optimize and update the expectations of literary recipients.
The industrialization of literature is the way literature survives under the market economy. It is necessary to utilize the transformation modes across media, time and space, and industries so that literary creativity can flow more smoothly in the industrialization process, thereby establishing mature production mechanisms and profit models. The industrialization of literature should employ high technology and rely on the creative writing discipline for talent support. The popularization of the creative writing discipline plays a decisive role in the success or failure of industrialization. This is because creative writing workshops and teaching methods enable literature to establish a large-scale production mechanism. This crucial upstream factor could sustain the entire literary industry chain. Whether it is the literature industrialization or the reform of writing education in universities and the discipline, they are all nascent and are bound to face opposition and skepticism. However, that cannot stop the inevitable trend of literary development. After all, the popularization of creative writing in countries like the UK and the United States has also gone through a long and arduous process.
[Reflective Questions]
	1.
How will viewing literary writing as part of the creative industry affect our understanding of literary writing?

 

	2.
How is the literary industry developing?
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Abstract
This chapter examines the configurationism within China's current public cultural service system, which stems from Chinese poetic tradition and emerged during the planned economy era. It notes that despite undergoing gradual reform in the market economy era alongside the growth of cultural and creative industries, the system retains distinct characteristics: “Distribution Culture” flowing from the government to the community and “Propaganda Culture” disseminating from the top-down.
The author contends that while confirming the government's leading role, emphasis should be placed on the involvement and institutional innovation of civil society, non-profit legal entities, and marketdriven or semi-market driven enterprises. The author proposes a policy reform to establish a “Specialized Enterprise” system for public cultural services. This is paralleled with China's Science and Technology Innovation initiative and is seen as equivalent to the “Cultural Creative China” endeavor. The aim is to enable literature to contribute more significantly to strengthening the originality of Chinese culture and constructing a powerful cultural influence.
Literature has been a public cultural resource throughout history, and literary activities have always been a part of public cultural events. Purely private literature or literary activities limited to the private sphere are rare. However, in Chinese, literature has not been systematically linked to “public culture” under the modern national public cultural service system, and literary activities have not been institutionally integrated into the contemporary national public cultural service system. Discussions about literature have long been divorced from art. Similarly, literature has been regarded separately from public culture for quite some time. It seems that literature is seen as detached from public culture, existing solely in high culture rather than as a part of the accessible public cultural domain.
1 Literature as Public Culture and Its Status
The popularization and civilization of literature and literary activities in the West began in mid-seventeenth century England and flourished in late 18th-century France. With the rise of Romanticism, literature moved away from the court and aristocracy toward the public. Romantic literature broke free from aristocratic interests, focused on personal emotions and freedom, and gradually reached the broader society.1 After World War II, as modern nation-states emerged, the status of the commons in cultural life continued to rise. Modern public cultural service systems were gradually established, and public cultural welfare became deeply rooted in people’s minds. Modern public cultural service systems continuously recognized the public cultural nature of literature. Since the 1990s, with the advent of the creative economy era, literature has entered a period of comprehensive industrial development. Literary creation and activities have grown exponentially,2 leading to a trend of literature moving from the ivory tower to society.3 The “socialization wave” of creative writing, transitioning from campuses to society, has further fueled this trend. For example, in the United States, creative writing has brought literature into communities, embracing veterans, women, African Americans, and other subcultures. It has become a public cultural product and is integrated into Western countries’ modern public cultural service systems. It is also institutionalized and becomes an integral part of the systems. In summary, since the mid-twentieth century, developed countries have progressively formed distinctive public cultural service models based on their history and national conditions. Many countries have included “literature (including drama)” as an essential component of public cultural services to “enhance residents’ original cultural capabilities” and “build culturally indigenous communities”.
Since 2000, this experience gradually gained worldwide recognition through the United Nations’ “City of Literature” initiative. Literature is a component of public cultural services and literary activities, and some activities are no longer exclusive to Western countries. Their concepts have gained global recognition. The “City of Literature” is one of the seven thematic honors (Cities of Literature, Music, Film, Design, Folk Art, Media Arts, and Gastronomy) bestowed by the United Nations’ “Creative Cities Network”, which was established in 2004. Edinburgh and Norwich in the UK, Melbourne in Australia, and Iowa City in the United States have been awarded the “Cities of Literature” honor.
Nanjing submitted its application in 2016 and was officially included on October 31, 2019. As a country with profound humanistic tradition and poetic education, literature should be included in China’s public cultural service system. It should have its own “City of Literature”, and its development should draw inspiration from this initiative. The author believes that adhering to the new concept of “building culturally indigenous communities and shaping residents’ cultural identity” is essential. By aligning with UNESCO’s initiative, literature can be more comprehensively integrated into China’s public cultural service system. This will help establish a multi-level and structured public service mechanism with Chinese characteristics in the new era, echoing the “Innovation-Driven China” initiative and promoting a “Cultural and Creative China”. Such efforts will enable literature to contribute more to enhancing China’s cultural originality and building its cultural influence on the global stage.
Cultural and creative creation is equally important in driving productivity as technological inventions and innovations do. Incorporating literature into public cultural services significantly enhances urban cultural originality and fosters residents’ cultural identity. As a “City of Literature”, Edinburgh in Scotland enjoys the benefits when “literature functions as a public cultural good”. Edinburgh boasts rich literary activities that attract residents and social enterprises, making it one of the most culturally capital-rich cities worldwide. Edinburgh was once a port for Scotland to trade with the European continent and benefited from the prosperity of the North Sea oil fields. It did not follow the path of average industrial cities. Instead, Edinburgh has always used literature to create the most elegant cultural atmosphere, positioning itself as the most influential center of Scotland’s original culture. From Encyclopedia Britannica to Canon of Sherlock Holmes, Ivanhoe to Treasure Island, and The Accidental to Harry Potter, each can be considered an artistic treasure that cannot be measured in terms of money. Since its establishment in 1947, the Edinburgh Festival has become a world-class artistic event, reflecting the city’s deep love for literature. As Edinburgh stated when applying for the designation of “City of Literature”, “Edinburgh is a city built on literature”. Today, Edinburgh is home to multiple publishing houses, making it one of the centers of the global publishing industry. It also hosts a world-class book festival, the Edinburgh International Book Festival. Furthermore, its literature permeates into communities and becomes ingrained in the blood of its people. Whether rich or poor, as long as you grew up in Edinburgh, you would experience the city’s literary atmosphere, enjoying the pleasure of reading and involuntarily experiencing the joy of creation.

2 The History and Patterns of Literature as “Public Culture”
Currently, there is a consensus among both government and academia on the importance of innovation as a national policy. Innovation is generally categorized into technological invention and cultural creative innovation. While there is a comprehensive understanding of technology as a driving force of productivity, recognizing the role of cultural creative innovation may not be as widespread. In fact, in developed Western countries, especially in cities like London and New York, the cultural and creative industries contribute around 26% of the GDP. In these cities, one in four individuals is employed in these industries. Considering the proportion of GDP, cultural creative innovation contributes to around 26% of GDP. It is worth noting that this figure continues to grow as its share increases. Cultural creative innovation and technological invention innovation are equally core driving forces of socioeconomic development. Some developed countries or regions have become “creative nations” by implementing a “creative nation” strategy, enjoying the benefits of being advanced creative nations. To align with the early creative nations in Europe and America, building a “Creative China” is imperative. In response to the advent of the creative economy era, contemporary Chinese literature must inevitably embark on creative industrialization and develop as part of the public cultural services.
Based on this consensus, let’s review how literature became a part of public cultural services in the West.
In earlier times in the West, the traditional belief was that cultural and artistic activities were private affairs, and the state or government should not intervene. Before World War II, most Western countries did not include public cultural services within the scope of government responsibilities. However, after World War II, when the welfare state concept was put forward, public cultural services in developed Western countries were involved in national welfare. In 1964, the United States Federal Congress authorized the establishment of the National Council on the Arts, and the following year authorized the National Foundation on the Arts. During the same period, the Federal Congress also enacted the National Foundation on the Arts and the Humanities Act, stating, “While no government can call a great artist or scholar into existence, it is necessary and appropriate for the Federal Government to help create and sustain not only a climate encouraging freedom of thought, imagination, and inquiry but also the material conditions facilitating the release of this creative talent”. The public funds provided by the federal government serve the public purposes defined by Congress. Establishing the National Council on the Arts, foundations, and related legislation marked public cultural services’ involvement in national welfare in developed Western countries. Literature also systematically became a part of the services, as clearly stated in the guidance documents of the United States government.4 After World War II, Western countries gradually included literature in the public cultural services at the national strategic level by establishing National Arts Councils, thereby extensively promoting the prosperity of literature and its connection with the community. For example, in 1946, the Arts Council of Great Britain was established, which is now reorganized as the Arts Council England; in 1949, Switzerland established the Swiss Arts Council Pro Helvetia; in 1975, Australia established the Australia Council, which is now renamed as the Australia Council for the Arts, and so on. It took them about 20 years in the mid-twentieth century to establish a standard mechanism to include literature in the national public cultural service system.
After continuous exploration, three main models of public cultural service exist in the world today.
The first is the government-led model (represented by France, Japan, etc.). In this model, the government primarily functions as a policymaker, fund provider, and production organizer. The current model in China is close to this approach but also draws on the experiences of countries like the United States and Canada.
The second is the market-dispersed or privately-led model (represented by the United States, Canada, Switzerland, etc.). In this model, informal organizations and non-profit institutions provide many public cultural services. At the same time, the government mainly needs to create favorable cultural environments through policies and regulations to ensure that various cultural groups and institutions can carry out activities smoothly. This model considers service rather than steering as the government’s main function, prompting a shift of government functions toward a “service-oriented” approach. It believes that the government’s service goal is to meet the long-term public needs to achieve balanced and coordinated development in the entire public service domain.5

The third is the “one-arm’s-length” model (represented by the UK, Australia, Finland, Singapore, etc.). In this model, government cultural authorities do not directly intervene in specific cultural affairs and the allocation of cultural funds. They only provide macro policy guidance and financial appropriations for cultural construction, development, and management. The government establishes a partnership with private organizations at an “arm’s length” to distribute cultural resources and provide functions for managing cultural affairs and services. For example, Singapore considers culture a leading field for national development. In 1998, it introduced the Creative Singapore plan. In 2001, it proposed the goal of a “cultural and artistic renaissance in Singapore in the era of creative economy” and establishing the “New Asia Creative Center”. With the implementation of the national creative strategy, Singapore has stood out in the global wave of creative economy. During this process, several rounds of innovation in public cultural services in Singapore have emerged.
Integrating literature into the public cultural service system and the associated institutional design issues is worthy of our research. However, domestic literary research in China mainly focuses on literary criticism and literary history, with a predominant emphasis on literary aesthetic studies. There is little consideration of literature as a cultural industry, and even less research views literature as a resource and activity within public cultural services. There is insufficient awareness that literature is a commodity and a public good.
Experts mainly focus on the institutional design of “public cultural services” and some on country comparisons. However, very little research explicitly addresses the innovation of the “literary public welfare mechanism”. In this field, fewer results expressly incorporate the “new era” theory and study it with Chinese characteristics to provide institutional development suggestions. We have just started raising questions, and there have not yet been precious results. In fact, the research on “literary creation and activities” as part of public cultural services and the construction of literary public welfare mechanisms is crucial, especially as literature gradually fades from mainstream artistic styles (which are undoubtedly film and television). Printed literature has long ceased to be the mainstream artistic style, and its survival is solely due to the rise of online literature, rescuing this medium based on written words. Nowadays, in China, the total annual output value of literary reading is about ten billion, while the yearly revenue of films alone has exceeded 60 billion. Literature has become a marginalized artistic style, even though it is not yet micro-popularized. Its trend toward becoming a niche is becoming more evident. In the future, when literature enters the public cultural service field, ensuring that the niche and micro-population, beyond the market, can enjoy the pleasure of literary life should be the rightful role of each country’s public cultural service system.
Simply put, in an era where literature is not so profitable or even marginalized (especially poetry genres compared to novels) and micro-popularized (appreciation of classical poetry compared to modern poetry), literature that cannot survive in the market needs more than just large literary enterprises to cater to public preferences. The state should provide institutional service supply guarantees in the public cultural service supply system so that literature can survive and serve specific audiences. At the same time, the state can't foot the entire bill. The state should also design relevant characteristic systems at the institutional level, allowing literature to exist as a “social” entity.
In this context, we need to conduct research in several areas: (1) The emergence and transformation of literary public service mechanisms in the modernization process of developed Western countries; (2) The institutional design of public cultural services and the reform process of public welfare mechanisms in China; (3) The construction path of literary public welfare mechanisms in China’s public cultural service system; (4) Drawing on the experiences of developed Western countries and addressing specific issues in the construction of public welfare mechanisms with Chinese characteristics in the modern public service system of the new era to provide suggestions for the policies of the literary public welfare mechanisms with Chinese characteristics; (5) Building “Literary China” and allowing literature to play a significant role as a foundational force in the construction of cultural originality and culture-creating community in the public cultural service system.

3 The Future of Literature as Public Culture and Its Institutional Evolution Path
The traditional public cultural services in Western countries are mainly undertaken by spontaneously formed non-profit organizations such as individual sponsors, charitable institutions, private foundations, and volunteer groups. After World War II, as the modern governance concept of the welfare state was put forward, the public cultural services in developed Western countries were regarded as the national welfare, and the National Arts Council established a national public cultural service system. However, since the late twentieth century, the welfare state system in the West faced a significant crisis. Many European countries attempted to reform public cultural policies. They funded literary creations and activities of institutions (non-profit organizations) and individual creators instead of making extensive interventions. The reform focused on decentralization and privatization (marketization), provided literary services to residents and separated funding and service supply. In the 1980s, during the Reagan administration in the United States, the fiscal pressure from welfare cutbacks led to sustained financial stress. Non-profit organizations were forced to seek their paths, and many became highly commercialized. Against this background, these Western organizations gradually transformed toward “social enterprises” due to the dual pressures of the crisis in the welfare state and the economy. Social enterprises do not aim for profit maximization but seek to provide commodified public cultural services to the public in a more market-oriented manner, with the precondition of maximizing social benefits. Generally, social enterprises have a clear social mission: most of their income is generated from the market but is returned to society. Such social enterprises can be registered as non-profit public social enterprises or commercial private social enterprises. The former Canadian National Arts Centre LTD. exemplifies the former, while the latter adopts a private commercial social enterprise system, including cooperative organizations, community enterprises, business-oriented charitable institutions, etc. The social enterprise system is, in fact, a new form of public cultural service system that mixes and recombines some aspects of traditional non-profit organizations and private profit-making institutions. Public welfare services bridge the gap between freely provided pure public cultural products and culturally beneficial products that can be charged. In this process, individual sponsors, charitable institutions, civil non-profit organizations, the National Arts Council, and specialized “social enterprises” form the image map of literary sponsors and promoters. This map is cumulative over the years and simultaneously constitutes a parallel and isomorphic structure. They have crafted a clear historical trajectory for the birth and development of Western literary public welfare mechanisms while also outlining the vibrant reality of the present.
Since the twenty-first century, significant changes have occurred in the mechanisms. In July 2005, the UK established the Community Interest Company (CIC) system. Organizations applying for CIC status must pass the “Community Interest Test” the Regulator conducts. The regulations specify that when a CIC is dissolved, all remaining assets must be transferred to another CIC or a charitable organization, and the company’s profits must be primarily used for its reinvestment. In April 2008, Vermont, America introduced the “Low-Profit Limited Liability Company” (L3C) system. Like other limited liability companies, owners are responsible for their investment and can issue stocks to raise funds. However, it can receive funding/investment from “government-related projects”, but that income cannot be considered profit, so it enjoys tax exemption. CIC and L3C have become the institutional cornerstones of modern Western public cultural service mechanisms since the twenty-first century. They facilitate “related project investments” from private and state institutions into public cultural service organizations, thereby transforming the value concept of public cultural services from national cultural welfare to modernized social public welfare.
On December 30, 2013, the State Council finally approved the National Art Fund. The funds mainly come from central fiscal appropriations and operate under the dual leadership of the Ministry of Culture and the Ministry of Finance, indicating a high level of authority. However, upon closer examination of the relevant regulations and cases of funding over the years, it is observed that this fund encompasses all performing arts, including drama and opera, and almost all categories of art forms, such as painting, calligraphy, and sculpture. Unfortunately, “literature” is not included in the National Art Fund. Two other funds starting their name with China support “literature”. One is the China Literature and Art Foundation, a non-profit social organization under the supervision of the China Federation of Literary and Art Circles. The other is the Chinese Literature Foundation, a non-profit social organization supervised by the China Writers Association. However, both have relatively lower levels of authority.
Meanwhile, the China Writers Association has a unique status as an institution supporting literary talents and creative endeavors. While China’s domestic publishing institutions support the publication of excellent literary works (most special publishing support funds come from the government’s cultural departments), there is still a considerable gap between systematic support at the national level and the modern public cultural service mechanisms for literature. The ideological attributes are prominent, and the characteristics of public cultural service are not clearly defined. How to integrate the promotion and support of ideological publication with Chinese characteristics with the construction of a modern national public cultural service system for literature remains a topic worthy of exploration.
In recent years, the industrial development of Chinese literature has made significant progress, giving rise to leading literary enterprises like China Literature Yuewen, IREADER Technology, and COL Group Co., Ltd., valued in billions of RMB. However, the monopolistic pattern generated by these leading enterprises has marginalized many disadvantaged and niche genres in literature. Small private enterprises struggle to survive in literary creation and digital publishing. While they have support from the government, their survival is complex, and they are often endangered. Literature requires diversity, and relying solely on a few large enterprises is not viable. People’s appreciation of literature varies, and some may be able to afford literary services in the market, while some cannot. Some services cannot be bought either. In such cases, various institutionalized enterprises with public or semi-public cultural service-oriented “products” are needed. Therefore, as literature becomes a marginalized art form, facing a crisis of concentration of creative and publishing resources in mega-corporations, establishing a specialized public literary enterprise system with Chinese characteristics becomes crucial. This system could allow for pilot projects involving small private enterprises, mixed ownership with public–private partnerships, and establishing low-profit limited liability enterprises or community-oriented enterprises offering literary creation workshops and reading services. In collaboration with existing institutions, these enterprises would constitute a “polyhedral” structure for public cultural services with Chinese characteristics in literature, which is urgently needed more than any other field.
China’s concept of public cultural services and policy direction struggles to align with international standards. Shifting from the singular cultural service philosophy of “cultivating culture” and “sending out the culture” to a modern one that encompasses goals like constructing a “culturally self-sustaining community” and promoting “community identity” is crucial. Drawing inspiration from international experiences in building the City of Literature in the creative economy era, literature can be transformed into a foundational support for creative innovation. This approach aims to enhance the overall creative capacity by fostering literature to be approached by the communities and the public. Integrating literature more effectively into public cultural services will advance China’s cultural strategy and develop a creative China. It is relevant to developing contemporary Chinese literature and supplementing China’s existing public cultural service system.
[Reflective Questions]
	1.
How should we understand the public cultural attributes of literature? Is it contradictory to the market-oriented development of literature?

 

	2.
What kind of institution do we need to incorporate “literature” into the public cultural service system?

 







Footnotes
1We see in greats like Weber, Schumann, Berlioz, and Wagner that they are not only fascinated with music, “the highest form of art”, but also deeply passionate about literature. Unlike their predecessors, who were satisfied with expressing purely musical ideas through instrumental music, Romantic composers aimed to elevate music to the same expressive breadth as language.

 

2The contemporary literary industrialization in China demonstrates that the combination of literature and new Internet technologies has led to a significant increase in the output of literary works compared to that in the market economy era. For instance, annual reports from 2016 and 2017 indicate that the online literary works inventory of Yuewen Group exceeded 6.4 million and 9.7 million, respectively. Deducting third-party access works, Yuewen alone added over 1.5 million new completed works in 2017, with 43 billion new characters added.

 

3For example, in the mid-20th century, there was a surge in France where writers deeply engaged in collective life, participated in resistance movements and became involved in the complex social struggles of the post-war era. Represented by Sartre, writers broke free from their individualistic and detached lifestyles, immersing themselves in vast social and historical practices, and began to “intervene in literature” with their pens as weapons.

 

4The United States 2013 National Endowment for the Arts Guidance Document stipulates that the National Endowment for the Arts supports a range of areas, including artist communities, arts education, dance, design, folk and traditional arts, literature, local arts organizations, media arts, museums, music, opera, multidisciplinary presentations, theater and musical theater, and visual arts. According to the document, organizations applying for the position must be tax-exempt nonprofits with at least three years of project development experience.

 

5Zhang, Lin’na & Zhu, Konglai. A Literature Survey of the Studies on Public Service at Home and Abroad. Journal of Xi‘an Institute of Finance & Economics. 2018(3).
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Abstract
This chapter, based on the “creative ontology” and the concept that “creativity is the ontological practice of human beings”, adheres to the basic principle of “people - orientedness” that “everyone can write” and practices the people-oriented concept of “writing for everyone”, which is closely related to the idea of people-orientedness. The creative writing discussed in this chapter originated in the United States. It emerged from the opposition to traditional philological concepts such as the theory of writers’ natural talents, classical reading studies, and language rhetoric. Its purpose is to transform writing from a privilege of the so-called “chosen ones” to a right accessible to the common people. Offering creative writing courses in colleges and universities aims to cultivate a civilian-based creative writing group, reflecting the populist ideology in creation. Moreover, it intends to transfer reading from a privilege of the aristocratic class to a right accessible to the general public through the development of creative industries, and its primary service target is mass-oriented. It focuses on serving veterans, women at the bottom of society, immigrant groups, ethnic minorities, etc., aiming to enable these people not only to be readers but also to express their voices as writers, which is its core tenet. Therefore, it can be said that creative writing essentially embodies the people-orientedness in writing and falls within the category of people-oriented writing studies.
However, for creative writing studies, people-orientedness is not a self-evident concept without the need for explanation, and the concept of people-orientedness still requires careful clarification and examination.
The basic concept of creative writing, “everyone can write”, solves the key issue of “who writes”, “who has the ability to write”, and “who has the right to write” in people-oriented writing. However, the fundamental nature of people-oriented is not self-evident and remains an important proposition that cannot be bypassed in the theoretical construction and practice of Chinese creative studies. It still needs to address fundamental questions such as “for whom to write” and “what to write”. Chinese new literature has been closely related to people since its birth and the attribute of people-oriented has consistently been a theoretical topic for Chinese new literature. Each development era of Chinese new literature has given “people-oriented” different definitions, but it has always been consistent with the times. Although being people-oriented is consistent in history, every era has a different emphasis. After entering a new phase, the issue has become a theoretical hotspot, combined with trends like new-century migrant literature, grassroots literature, folk literature, and non-fiction literature. It holds both significant theoretical and practical value. In the theoretical construction of creative writing with Chinese characteristics in the new era, the issue still cannot be ignored. The people-oriented nature of creative writing is determined by the inherent nature of new literature, but it also has its own theoretical and practical requirements.
Creative writing is not just an artistic form but is also relevant to social responsibility. As a form of social and cultural expression, creative writing needs to focus on the needs and interests of the people. With the foundational concept of “everyone can write”, the people-oriented issue of creative writing needs to prioritize the values of writing. Creative writing should express positive values to enhance the intellectual quality of the people. Additionally, as a public cultural product, creative writing needs to undertake social responsibility and often delves into various levels of communities through writing workshops, becoming a force and source for community cultural construction. Creative writing needs to focus on cultural diversity and contribute to social development. Creative writing also needs to consider the different language expressions and cultural backgrounds, using vivid, accurate, and understandable language. Positioning itself as the original text segment upstream in the creative industry chain, creative writing needs to pay attention to the needs of the audience to satisfy the reading needs of the majority audience. In conclusion, creative writing needs to focus on social development and public interests and undertakes social responsibility.
1 Populism of Creative Writing in the Chinese Context and Connotation
Creative writing rooted in the principles of “creative ontology” and the belief that “creativity is human practice”, embodies the people-orient principle that “everyone can write” and the concept of “writing for everyone”. This inherently aligns it with the tenets of populism. Originating in the United States, creative writing emerged as a rejection against traditional literature views such as the doctrine of innate talent, classical reading theory, and rhetorical studies. Its purpose was to democratize writing, transferring it from the privilege of the chosen few to the common people. The creative writing courses in colleges and universities aims to cultivate a democratized creative class, promoting populism in writing. Its emergence is intended to transfer the power of reading from the aristocracy to the general population through the development of creative industry. Its primary service targets include veterans, women from disadvantaged backgrounds, immigrants, and ethnic minorities, empowering them not only as silent readers but also as vocal authors, too. In essence, creative writing is the study of people-oriented writing and embody the principle of writing for the people.
However, the concept of populism in creative writing still requires careful clarification and examination. In the history of the international communist movement, the term “populism” has been dialectically paired with the concept of “party spirit”, serving as a crucial guiding ideology for the relationship between the party and the people in specific fields like propaganda and creative work. Nevertheless, the fate of this concept has encountered twists and turns. In 1983, the National Conference on News Media Work issued a resolution titled Several Issues Concerning Strengthening News Work, officially banning the use of the term “populism” in news propaganda. Then, in 2002, after Hu Jintao became General Secretary of the Party, he briefly reasserted the consistency between party spirit and populism in his inaugural speech on journalism, though this was an internal speech. Finally, on August 19, 2013, Xi Jinping, General Secretary of the CPC Central Committee, delivered a significant speech at the National Conference on Publicity and Ideological Work and stressed once again the unity of party spirit and populism, providing a new theoretical research direction for the exploration and comprehension of “populism” in publicity and creative endeavors.
Although the concept of populism has a long history and deep roots, there has been a longstanding misconception in the academic community regarding the relationship between party character and populism has often been skewed.1 Mr. Chen Lidan encapsulated this in his article, The Proposal, Debate, and Resolution of Party Spirit and Populism—The Origins and Practical Significance of Xi Jinping’s Reaffirmation of “Party Spirit” and “Populism”. One camp opposes party spirit and populism, arguing that party spirit serves the minority while populism serves the majority. Thus, they advocate sacrificing party spirit to cater to the people. They neglect the core essence and purpose of the Communist Party of China—which is the vanguard that represents the interests of the overwhelming majority of the Chinese people. Another misconception is to confuse party spirit with populism, believing that party spirit is solely manifested when it aligns with the people’s wishes, regardless of whether it conforms to Marxist Theory and the socialist path with Chinese characteristics. This overlooks the leadership position and scientific guiding ideology of the Communist Party of China—which adheres to Xi Jinping thought on socialism with Chinese characteristics for a new era as its guiding ideology.
In the realm of publicity, the crux of managing the delicate balance between party spirit and populism lies in upholding Xi Jinping thought on socialism with Chinese characteristics for a new era while exhibiting a profound level of political, ideological, and action awareness. Similarly, in the domain of creative writing, embracing this fundamental principle and regarding it as a basic creed is the right direction. However, it is challenging to maintain this dialectical relationship. It requires to recognize the deep meaning of party spirit, uphold the Communist Party of China’s leading position and scientific guiding principles, namely adhering to the guidance of Xi Jinping thought on socialism with Chinese characteristics for a new era. The interpretation of populism, however, is more nuanced. For instance, Mr. Chen Lidan’s interpretation of populism as “the majority” in his article is debatable.
The “majority” is a fundamental understanding of populism, embodying one of its core meanings. Populism primarily implies standing with the majority, speaking on their behalf, and serving their interests. This stance is indeed correct, yet sometimes. In specific historical periods and under specific social conditions, there are instances where the minority holds the truth and represents the future direction. In such scenarios, populism must ascend to a level of value judgment, requiring a delicate balance between the majority and the minority.
However, there is also debate surrounding the issue of the populism t. Mr. Wang Xiaohua once put forward two dimensions to construct the view of populism in his article The Two Dimensions of The People's Character and The Direction of Literature—Discussing with Mr. Fang Weibao and Mr. Zhang Lijun.2 The first is the grassroots populism and the second is the citizenship populism. The grassroots populism emphasizes that literary works should pay attention to the marginal groups and vulnerable groups of society and reflect their living conditions and value demands; Citizenship populism believes that literary works should express the sovereign identity of all citizens and safeguard their rights to equal freedom and shared democracy. Mr. Wang Xiaohua believes that there have been long-term misunderstandings in the theoretical inheritance and social understanding of populism in the history of Chinese literary studies, and it is not easy to adhere to the correct concept of populism.
Creative writing is an emerging discipline that emphasizes creativity over writing, focusing on the forms, techniques, and effects of textual creation, while also drawing from linguistics, literary and artistic theory, and other allied theories. Its aim is to cultivate writers who possess creativity, critical thinking, and aesthetic abilities. In the discourse of creative writing studies with Chinese characteristics, the concept of populism must reflect the collective thoughts of classic Marxist writers. This means that literary works must prioritize the interests and well-being of the people, reflecting their historical status and social responsibilities. This will enhance the social awareness and critical nature of literary works and foster a closer bond between literature and the times, life, and the people.
In the author’s view, populism should represent the will of the masses, but on a deeper level, it is a multifaceted concept. To comprehensively grasp its essence, we must integrate Chinese perspectives with contemporary experiences and literary techniques. Creative writing should be based on the Chinese context, reflecting contemporary social changes and utilizing innovative expression methods. This approach is supposed to enrich the originality and artistic finesse of creative works and strengthens the discourse power and influence of Chinese creative writing on the global stage. Populism, on the one hand, reflects the aspirations, sentiments, and thoughts of the majority; on the other, it crystallizes the will of the underprivileged and civic consciousness, embodying distinct national identity. Its profound implications are inherent in the profound national identity, which largely fortifies the position of Chinese creative writing in the world with regard to ideology, emotion, values, linguistic artistry, and distinctiveness.
Populism implies that creative writing should be rooted in the Chinese culture. This means creative writing should embrace the essence of Chinese traditional culture and refine the discourse system of Chinese people to express their distinctive values and spiritual pursuits. This approach is integral to preserve the national identity and historical heritage of literary works and build a community with shared cultural and spiritual heritage for the Chinese nation.

2 “Everyone Can Write” and “Write for Everyone”
Creative writing inherently carries populist. From the mid-90s to early twentieth century, writers and educators like Henry Wordsworth Longfellow3 advocated for creative writing instruction. They viewed it as a liberating and engaging activity that allows individuals to freely express their thoughts and emotions and foster imagination, creativity, and critical thinking. This is rooted in populist educational reform motives. By the mid-twentieth century, a noteworthy group of writers and professors, spearheaded by Paul Engel, established the first influential creative writing program at the University of Iowa. They argued that creative writing is a skill that can be honed and improved through a workshop-based teaching model which will cultivate literary appreciation, communication skills, and creative professionalism. In a broader sense, this model reflects a populist approach to creative writing and teaching. In fact, creative writing represents a “populist transformation of literary writing studies”.
The development of creative writing at the University of Iowa is intrinsically linked to the emergence of the populist writing concept. At Iowa, this concept views creative writing as a democratized form of expression, enabling a broader audience to participate and embrace it as a widely accessible cultural practice. The core idea is to empower individuals with the right to write, promoting personal growth and creativity through equitable access to opportunities and resources. The creative writing program at the University of Iowa is a student-centered educational initiative that embodies thus populist approach. Its primary objective is to create an equal playing field where every student has the chance to learn and enhance their writing abilities. The program provides an exceptionally open learning environment where the students can engage in hands-on writing exercises, share their ideas and insights, and receive valuable feedback and mentorship. It emphasizes the development of students’ self-expression abilities, encouraging them to exhibit their unique personalities and traits in their writing. In this process, students not only acquire writing skills but also build self-confidence and independent thinking capabilities, preparing them to integrate into society and showcase their talents.
When it comes to populism, the creative writing curriculum plan at the University of Iowa places a strong emphasis on the social and cultural dimensions of creative writing. It urges students to integrate their writing with social practice, keeping a pulse on societal issues and cultural trends, and expressing their perspectives and ideas through their writing. This approach not only sharpens students’ writing abilities but also fosters a sense of social responsibility and cultural identity, shaping them into engaged citizens and active cultural participants. The creative writing program at the University of Iowa also reaches beyond the campus boundaries. Students engage with the cultural market, intersecting with the production, sales, and consumption of mass culture. They also immerse themselves in the community and collaborate with its members, ensuring that Iowa City is dotted with creative writing workshops and earning it the moniker of the “City of Literature” of the United Nation.
The Creative Writing Program demonstrate its populist ethos with its open educational environment, emphasis on nurturing individuality and self-expression, concern of social issues and cultural phenomena, and equal opportunities and resources. This program not only benefits students but also serves as a model for other universities and educational institutions. By promoting a student-centered, personality-driven, and socially responsible approach to creative writing, it has promoted the development and popularization of creative writing in educational settings and society at large. This program’s strong populist character marks the birth of the creative writing discipline. Since then, its populist concept has become integral to modern creative writing education, providing writers with ample opportunities and resources to realize their creative potential. Literary creation is no longer the preserve of the elite but has become accessible to all, thanks to the integration of creative writing into various industries and careers. This has significantly liberated people’s literary and cultural productivity, greatly enriching their cultural consumption and cultural lives.
However, the concept of populism of creative writing from Iowa has faced multiple challenges. Throughout its history, creative writing has insisted on its underclass nature and popularity, and consistently embodying populist ideals. However, in American society, it has been manipulated by commercial interests and anti-populist politics, creating a dynamic tension. Consequently, the populist nature of creative writing has been in a state of constant flux. In the history of American creative writing, there has been numerous instances where capital and political forces have sought to control creative writing, causing a conflict with its original populist intention. After World War II, in the mid-twentieth century, the rise of newspapers and magazines, as well as the expansion of publishing, advertising, and marketing led to the commercialization of creative writing. Commercial companies began to treat creative writing as a means of cultural production, promotion, and publicity, focusing on commercial interests over artistic integrity. The publishing industry, in particular, played a major role in this shift, treating creative writing as a business venture aimed to increase sales and profits. This commercialization distanced creative writing from its populist roots, turning it into a vehicle for symbol exchange and marketing. As a result, the content and form of creative writing were heavily influenced by commercial interests. Companies prioritized product promotion over quality and originality and are more inclined to meet the needs of the market, rather than putting the pursuit of literature and art and social values in the first place. This trend severely limited the creativity and diversity of creative writing, constraining the creative space available to writers. Emphasis on commercial success often came at the expense of aesthetic value, leading to a depreciation of the artistic worth of creative writing. With the market saturation and increased competition, this situation worsened. Commercial entities became even less concerned about the quality and innovation of creative writing, focusing instead on sales and profit margins. Consequently, creative writing gradually become a low-quality, commodified product, losing its original aesthetic spirit and populist foundation. When it exists as a purely commercial activity, it often sacrifices its intrinsic artistic values and populist essence.4

Creative writing is an inherently literary form that embodies individual creativity and uniqueness, rooted in the principles of populism and democracy. It thrives on the people’s creation and appreciation. Unfortunately, due to the aforementioned circumstances, creative writing often veers away from its populist roots, sacrificing its inherent value and significance. Over the past decades, with the prevailing trend of commercialization and entertainment, creative writing has increasingly been perceived as a commercial endeavor rather than people’s activity. Consequently, it has gradually estranged itself from its populist foundation.
However, there has always been a reflection within the creative writing community about this phenomenon. It calls for a return to the populist foundation of creative writing, emphasizing diversity and innovation while avoiding excessive commercialization. This reflection advocates respecting and safeguarding the rights and creative space of writers, while restoring the sovereignty of the people in reading and creation. This, indeed, represents the direction of creative writing’s healthy development.
From the late 20th to the early twenty-first century, a group of writers and critics, led by George Saunders,5 began to reflect on the limitations and crises of creative writing. They believed that creative writing needed to pay more attention to social issues, cultural diversity, and political responsibilities. It could cultivate public consciousness, moral values, and social engagement. By doing so, it could cultivate public consciousness, moral values, and social engagement. Criticizing the capitalist commercial and political “tendencies” of creative writing, they called for a new form of populist creative writing. In the book A Swim in a Pond in the Rain,6 Saunders argues that creative writing is not only an art form but also a moral act. He believes it can help us better understand ourselves and others and care for the world. Consequently, he advocates for a new kind of populist creative writing that reflects the voices and needs of the people, fostering social unity and understanding through resonance and connection. In this book, Saunders selects seven 19th-century Russian short stories as teaching materials. He contends that these Russian writers possess a sense of “populism” as they focus on the lives and sufferings of ordinary people and expressing their understanding and support through humor, sympathy, and criticism. He asserts that this populism is one of the most important qualities of creative writing because it helps establish connections with readers and society, conveying a positive and powerful voice of the people.
George Sanders is both a scholar and a writer who advocates for populist creative writing through his theories and teaching, while also embodying populism in his own novels. In his early career, Saunders was a Hemingwayesque realist, minimalist, and efficiency-driven writer. However, upon becoming a university professor of creative writing, his concepts evolved, leading him to critically reflect on the prevailing creative writing paradigms. He criticized Nabokovian commercialism, realism, and capitalist creative writing and developed his unique style as a writer of ghosts, science fiction, and madness. This led him onto a path of a new form of “non-American style” of populist creative writing. In this approach, the market-pleasing style was rejected. He advocated for stories that were quiet, domestic, and non-bourgeois political, yet still activated the readers’ revolutionary, rebellious, and moral spirits. In his view, the rebellion of a story was silent and deviant and stems from the most radical idea that every individual is worth attention, and every source of good and evil in the universe can be captured in changes of every humble individual and their thoughts.
Represented by George Saunders, a group of creative writing scholars, teachers, and writers critique the loss of populism in creative writing and rediscover its original foundation by re-infusing populism into practice. For Saunders, these ideas are closely tied to his belief in socialism and left-wing democratic politics. He emphasizes social justice and economic equality, actively participating in numerous political activities in the United States to advance the “progressive agenda” and “social justice”. His works and political beliefs reflect his populist faith in democratic values. As a result, Saunders’ works gained recognition from the people for their populist character and influenced the style of a generation of creative writers.
Creative writing, through profound observations of life and criticism of societal phenomena, conveys the voice and needs of the people, reflecting their lives and emotions. It creates populist resonance and connection. Through the efforts of figures like George Saunders, creative writing proves it can maintain its populism in the face of challenges, and emerging victorious.

3 Populism: The Public Responsibility of Writing
Drawing on the experiences and lessons from the history of American creative writing, while carrying forward the historical beliefs and values of Chinese new literature, Chinese creative writing can better address the issue of populism. Overemphasizing its industrial attributes while neglecting its public cultural attributes will inevitably make it a servant of capital. Relying too much on the market and using sales as the only criterion will cause creative writing to deviate from its original populist intent. To truly uphold the essence of populism, our creative writing should always adhere to the following principles:	1.
Expressing Popular Values: Creative writing should address universal and major issues, providing beneficial and impactful solutions. Writers should consciously align themselves with the broadest masses of people.

 

	2.
Embodying Grassroots Sentiments: Creative writing should show genuine empathy for the underclass, focusing on the lives and struggles of vulnerable groups. Authors should express compassion that arises from true understanding and concern, rather than a condescending sympathy and critic. They should get close to the grassroots people, rather than positioning themselves as detached elites.

 

	3.
Upholding the National Spirit: Creative writing requires to respect and inherit cultural traditions and historical experiences. By utilizing the unique language and style of the nation, it will present a distinctive perspective and voice, allowing populism to find its place in the global context.

 



The values of creative writing refer to conceptual understandings of its role, significance, and values. They constitute an important aspect of theoretical research in creative writing. Different historical periods, social environments, and ideological traditions influence the formation and evolution in people's perceptions of the values of creative writing. In his essay On the Basic Regulations of Literary Value Concepts,7 Dang Shengyuan argues that any specific set of writing values that forms and becomes prevalent in a particular historical period or social environment inevitably has its basic regulations. Guided by Marxist theory and combined with the realities of China and its modernization process, Dang Shengyuan puts forth the basic regulations that writing values under socialist conditions in contemporary China should possess. His theoretical viewpoint provides us with a basic framework for analyzing the values of creative writing, helping us understand issues related to the populist values of creative writing. It aids in analyzing the conceptual definition, historical evolution, real-world significance, and possible creative practices of populist values.
Based on Professor Dang’s analytical framework, we can conclude several principles. First and foremost, that the values of populist creative writing requires the writers to center around the people. They should reflect the lives, emotions, ideals, and aspirations of the people, expressing respect, care, and support for them while satisfying their spiritual and aesthetic needs. Secondly, the values of populist creative writing should inherit and develop the populist spirit contained in China’s excellent traditional culture, drawing inspiration from and absorbing the populist values embodied in advanced cultures worldwide. They should integrate contemporary Chinese socialist realities and era characteristics to create a new type of populist literature with a contemporary and international perspective. Thirdly, literature themes should be close to people’s lives, reflect changes in the times, demonstrate social progress, and reveal historical truths. It should employ aesthetic techniques such as genuine emotion, kindness, positivity, and creativity to shape typical characters, convey positive energy, stimulate emotional thought, and guide moral standards. Creative writing should actively participate in national construction, providing spiritual support to enhance national cohesion and centripetal force, moral guidance to promote social fairness and justice, inspiration for technological innovation, and soft power resources to enhance international influence.
To uphold populism, creative writing must possess grassroots sentiments. Grassroots sentiments refer to a spiritual state reflected in the motivation, purpose, and value of creative writing. It involves writers actively positioning themselves at the underclass, experiencing their emotions, expressing their thoughts, and fostering a spiritual connection where they share the same breath and destiny as grassroots workers. Different creative writers may have varied understandings of the grassroots, but they share commonalities in certain aspects:	(1)
Universal Human Observation: Writers establish grassroots awareness based on observations of universal human nature, rather than turning it into narrow resentment or shallow sympathy. Grassroots sentiments are premised on a profound insight into and concern for the overall human nature and all levels of society. They aim to discover and express universal issues, dilemmas, contradictions, dreams, as well as changes, conflicts, progress, and challenges in social reality.

 

	(2)
Love for Grassroots Language and Life: Writers exhibits a love for and exploration of grassroots language and life. Creative writing should be able to utilize grassroots language, uncover its power, and create novel, interesting, touching, and captivating descriptions of grassroots life. It should showcase the unique thought styles and voices of grassroots society, exploring the aesthetic charm and beauty of grassroots life.

 

	(3)
Understanding Intellectual and Upper-Class Limitations: Writers have a deep understanding of the limitations of intellectuals and the upper class, overcoming the inherent deficiencies of the intellectual class. They can write about themselves from the perspective of others, empathetically depicting grassroots life, experiences, thoughts, and feelings. Through grassroots sentiments, they enhance their cognitive level, thinking ability, and emotional literacy.

 



Moreover, populist creative writing must demonstrate national adherence and responsibility. The adherence to national style in creative writing refers to maintaining respect for and inheritance of one's own cultural traditions and characteristics while showcasing unique personality and perspectives. It resonates with the people, reflecting the spiritual face of our country and nation and help to preserve and carry forward our excellent cultural heritage. In contrast, blindly adopting Westernization will lead to a disconnect from the grassroots, lacking popularity and running counter to the demands of populism. Therefore, it is crucial for creative writing to pay attention to this aspect. Not all western experiences are suitable for China, and not all western theories can be directly applied. They should align with the China context and national characteristics. Only by adhering to the national commitment can creative writing truly connect with the hearts and emotions of the people, thus promoting progress in the era.
Adherence to national style in creative writing is not only an artistic pursuit but also a social responsibility. The adherence to national style and the persistence of populism are two complementary aspects. Reflecting our nation's history, culture, and spirit in our creations is essential, while also showcasing the characteristics and values of our era. Persistence of populism in creative writing means centering on the people in our creations, reflecting their lives and emotions, satisfying their needs and desires, and providing them with beneficial insights and guidance. Only by adhering to our national style can we better express our views and attitudes toward the people, society, country, and the world. Only by centering on the people can we win their recognition and support, enabling our works to have a broad and profound impact.
The debate over populism and nationalism in modern Chinese literary can be traced back to the New Culture Movement in the early twentieth century. During this period, some intellectuals began to oppose the old cultural traditions and advocated for a literature centered around the people. They emphasized that literature should reflect social reality and the lives of the people. The concept of “people's literature” began to take root.
In the 1930s, due to changes in the domestic and international situation, particularly the growing sense of national crisis caused by Japanese aggression, people's literature underwent some changes. Some writers began to emphasize nationalism, believing that literature should emphasize traditional Chinese culture and national characteristics. This genre of literature came to be known as the “ethnic literature”.
By the early 1940s, the debate between people's literature and ethnic literature became increasingly intense. Some writers argued that people’s literature should emphasize nationalism more, while others believed that it should focus more on the lives and real problems of the people.
In the 1950s, with the victory of national liberation and class liberation wars and the development of China's socialist cause, people's literature became the mainstream of Chinese literature. At this time, people's literature had evolved beyond just a literary form; it had become a cultural platform serving the political and cultural endeavors of the people. At this point, people's literature had evolved beyond just a literary form; it had become a cultural platform serving the political and cultural endeavors of the people. During this period, literary creation mainly focused on themes related to socialist construction and development while advocating for ethnic identity. This type of literature came to be known as “socialist realism literature”.
By the 1980s, China embarked on the process of reform and opening up, which brought about significant influences from Western modernist creative directions. A trend of looking westward affected Chinese literature. Today, as China enters the new era of development, the proposition of populism is once again emphasized and integrated with nationalism, unifying populism and nationalism. This represents a significant mission for creative writing in contemporary China, a necessary path for constructing a distinctive Chinese style of creative writing, and an essential aspect contributing to the great rejuvenation of Chinese culture and the development of contemporary Chinese society.

4 Populism as Nationalism in Creative Writing
The populism in creative writing, in certain senses, is also the “nationalism” of creative writing and it relies on the support of its grassroots spirit. In the preface to his work The Elephants Teach: Creative Writing Since 18808, American scholar D. G. Myers states that his purpose in studying the history of American creative writing is to elucidate why the terms “creative” are used to describe novel and poetry writing, and when the adjective “creative” began to be used in this sense. In Myers’ view, creativity originated from the teaching of creative writing, which preceded what is now called creative novels and poems in history. Essentially, it was the creative writing reform after educational changes that created innovative poetry and novels. Myers discusses the history of American creative writing on a national level, examining the creative aspects of American creative writing within the context of national creativity and creative achievement.
Japanese scholar Yasunobu Shibata commented on the relationship between education and society, noting that the purpose of “creative achievement” in American creative writing education is not naturally derived from but rather precedes the social demands. This concept is generated from the education system based on the talent elements required for future society. This educational system is deeply rooted in the social structure, reflecting social conditions and autonomously setting new goals for itself to some extent. Myers emphasizes that creative education originated from creative writing education, an established fact in American education. Decades later, Japanese scholar Yasunobu Shibata echoed this view, believing that the true origin and purpose of creative writing lie in society’s “creative attainment”. He believes that while American creative writing education provides modern Japan's education system with new thoughts and insights, he is also deeply concerned whether creativity in Japan can be achieved through the improvement and expansion of the education system. Both scholars are correct in their assertions.9

In the author's view, McGurl's concepts in The Program Era: Postwar Fiction and the Rise of Creative Writing are accurate and resonate with the views of Myers and Yasunobu Shibata. Creative writing has enabled American society to make creative achievements and consequently, within just a few decades after World War II, the cultural industry in the United States surpassed that of traditional Europe due to the impetus provided by this university mechanism. The center of world literature, film, advertising, and other cultural and creative industries shifted from Europe to the United States, to the extent that even proud Europe had to learn from the United States.
In the mid and late 1960s, Europeans suddenly discovered that their young people started to admire American culture, leading to a loss of cultural self-confidence in Europe. In fact, Europe had lost its leading position and leadership in Western culture. Just as the old Europeans were criticizing the market, cultural industry, creative industry, and American creative disciplines, the United States had already surpassed old Europe. The critical theories of the Frankfurt School and Birmingham School, which old Europe had proudly relied on, focused on criticizing “cultural capital’s greed”, “mechanical reproduction of cultural industry”, and “the deception of cultural products on the proletariat”. They seemed to only know what to criticize rather than what to create. Were they criticizing capitalism or American creativity? In fact, rather than criticizing capitalism, they expressed a delusional disdain and hopeless pursuit of the first-rate leadership status of American culture.
The first who realized the situation were the British. Britain embarked on a vigorous reform from red brick universities (era of red brick and terracotta buildings) to glass universities (era of steel-framed glass buildings). New universities like the University of East Anglia were established during this period. From the history of creative writing study in the UK, it is evident that British universities, previously enthusiastic about political economic criticism of American creative industries, shifted toward learning and introducing the subject against this backdrop.
The creative writing discipline started at the University of East Anglia when it hired staff and was trained on American experiences since 1963. Soon after its founding, creative writing appeared as a course. Kathryn Holeywell, who taught the course, traced the development history of creative writing in the book The Origins of a Creative Writing Programme at the University of East Anglia, 1963–1966.10 She believes that its history began with a series of policies set by the university’s early management. The university aimed to shake up the traditional British university system. Its first vice-chancellor, Frank Thistlethwaite, who had lived in the United States when he was young, had insights into the development of creative education in American universities. He explicitly proposed learning from the United States and formulated a series of policies, including offering creative writing courses.
Thistlethwaite convinced his former colleague Watt to leave the University of California, Berkeley, and return to the UK to serve as the first dean of the School of English. Watt lived in the United States between 1948 and 1962, taught composition courses at American universities, and learned the American way.11 He believed that the best way to teach creative writing was to have writers with creativity on campus. Watt suggested hiring the renowned writer Wilson to teach, and he proposed a comprehensive reform of literary education in British universities. He advocated for expanding writing courses and separating them from literary research. This was his plan for the birth of creative writing studies in Britain, drawing direct inspiration from the development of the discipline’s development in the United States, especially at Harvard University, where Barrett Wendell and others reformed writing courses to make writing independent of literary research.
By the mid and late 1990s, developed countries began transitioning their economies to the creative economy. To facilitate this transformation, some of these countries elevated creativity to a strategic level and formulated “creative nation” strategies. This gave rise to the concept of “creative nation”, endowing terms like “creativity”, “creative writing”, and “creative industries” with a “people-oriented” identity conferred by national politics.
The creative nation strategy aims to foster economic development and cultural innovation through the creative industry. It originated in Australia around 1994 with the “Creative Australia” plan, which outlined a set of political ideas.12 Among the strategy’s five main goals, and literature was given a crucial role: documenting Australian history and reality, preserving cultural heritage, fostering creative talents, and providing fundamental originality and spiritual support for the creative nation. This plan also called for traditional ivory tower literature be included into creative industry and social service-oriented professionals.
In 1997, the UK introduced the “New Britain” plan, establishing the Department for Culture, Media, and Sports as an agency to drive the creative industries, and published the Creative Britain strategy.13 It aimed to enhance the global influence of the UK’s creative industry and promote the UK as a global creative center. During this period, over 80 of the top 100 universities in the UK established creative writing disciplines to train new talents, leading to a transition from pure literature to creative literature. Many creative talents began to contribute to newspapers, magazines, film, television, advertising, and communities, becoming a driving force in the industry and a key player in public cultural services.
In 1998, Singapore identified the creative industry as a crucial pillar industry for the twenty-first century and initiated the “Creative Singapore” plan. In 2001, Singapore put forward the slogan “Welcoming the Renaissance, Entering the Creative Economic Era” and set the goal of becoming Asia’s creative center. With the implementation of the Creative Nation Strategy, Singapore has rapidly become a leading nation in the global creative economy. South Korea and Japan also introduced creative nation strategies in the same year. South Korea enacted the Culture Industry Promotion Act, advocating “limited resources, unlimited creativity”. Japan formulated the 21st Century Cultural Founding Plan (1996.7), promoting the idea that the rise and fall of the country is related to creativity. Due to the influence of these transformation strategies, South Korean TV dramas and Japanese anime have become cultural phenomena around the globe. In 2011, the European Union developed a creative nation strategy covering multiple countries, known as the “Creative Europe”. This strategy aimed to promote the development of industries such as culture and media from 2014 to 2020 and to incorporate them into a unified system. It also advocated and supported cross-border cooperation and operations, providing financial support for creative industries and various cultural projects, such as cultural relics restoration, cultural infrastructure and services, cultural heritage protection, and cultural export.
In 2010, China proposed the “Cultural and Creative Industry Development Plan”, aiming to drive economic development and cultural innovation through the creative industry. This plan encompassed various fields such as design, film, games, music, and digital publishing, providing relevant policies and financial support. With this, China transitioned from being the “world’s factory” to the “creative China”, aligning with global trends. The economy gradually entered the creative economy era, and the country embarked on a transformation emphasizing creativity.
From the practices of developed countries as “creative nations” and the cultural development situation in China, it is evident that a “creative nation” is not merely an upgraded version of the “creative economy”. Instead, it represents an entirely new national development and governance philosophy, considering cultural creativity as a crucial component of national strategy.
In the creative economy era, as China is pursuing creative development, while creative writing, a fundamental infrastructure, should follow the populism path with Chinese characteristics. It is an inevitable path for the development of creative writing in contemporary China. The “creative nation” strategy emphasizes the protection of cultural diversity and in alignment with the premise that creative writing must be based on populism. Without populism, there is no basis for discussing cultural diversity.
The strategy also demands that cultural governance promotes social vitality and well-being, making culture a nationwide welfare. Culture is no longer the privilege of a specific social class but the welfare of the entire society. It is also not merely a finished product. Rather, in the context of modern nations, cultural welfare involves the generation and cultivation of community cultural creativity. Therefore, creative writing should delve into community building and establish various creative writing workshops to amplify the voices of the community and the grassroots. These workshops become the source of cultural welfare.
Furthermore, the “creative nation” strategy asks for the enhancement of all citizens’ cultural life, which in turn would improve the national cultural soft power. To keep pace with the world’s “creative nations”, we must fully leverage the policy resources and socioeconomic advantages with Chinese characteristics. Populist creative writing is undoubtedly one of our many strengths. By ensuring that creative writing is firmly supported by populism, reflecting the lives, emotions, and values of the masses, we can expand China’s diverse cultural space and establish the advantage of populist writing in China and allow creative writing to influence more readers and support the building of China as a creative nation. This represents the national responsibility that creative writing should shoulder.
To unleash the potential of creative writing in driving socioeconomic development, we need to strengthen the innovative transformation of the education system, cultivate talents for creative writing and innovation, create a nationwide atmosphere of creativity, and make creativity the fundamental driving force for national development. Emphasis should be placed on cultural governance, the construction of creative communities, the promotion of cultural diversity and ethnic integration, and the inclusion of the stimulation, expression, and appreciation of creativity in social welfare. This will realize the transformation from material well-being to spiritual and cultural well-being. At the same time, we should consider the “Creative China” strategy as a major approach to enhancing the quality of the national cultural life by training creative citizens and positioning China a cultural powerhouse in production and export.
Since the beginning of this century, research into the global creative processes of various countries, including China, reveals that the introduction of creative writing in China came slightly later than that of cultural studies. However, have we, like the UK and Europe, realized the limitations of cultural studies in the critique of capitalist cultural production? Have we recognized the importance of creating populist creative writing for a country to gain a competitive advantage in the world of cultural and creative industries and cultural productivity?
In the era of the creative economy, the populism of creative writing lies in its potential to be an emerging people’s movement. Our people should be more extensively and deeply involved in this rising tide of the populist movement. While the success of leading Western creative nations signifies that the GDP share of the creative economy has already exceeded 31%, with the cultural and creative industry scale in the United States surpassing $6 trillion in 2017. In China, the creative economy’s GDP share is mostly below 6%. It seems crucial to emphasize the populist characteristics of creative writing. Compared to the cultural and creative GDP share in advanced creative nations in Europe and America, building China into a strong nation in creativity and gaining more economic power in the production and consumption of creative culture has a long way to go. China needs to build a future where “everyone can write” by allowing at least one-third of the population to read and write creative works and training creative talents.
Reflective Questions
	1.
Analyze the populist connotations of the principles of “everyone canwrite” and “writing for everyone” in creative writing.

 

	2.
Why is it necessary to understand the “populist nature” of creative writing from the perspective of “the national character of writing”?

 

	3.
Briefly describe the relationship between the populist nature of writing and its mass appeal.
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Abstract
The modern concept of “innovation”, especially the concept of “innovative industry”, originates in the West. The Chinese interpretation of its philosophical meaning started only twenty years ago, so it is natural to passively adopt Western standards in recognizing cultural innovation. “Innovation” thus calls for a Chinese interpretation. Innovative genetic transformation in Chinese culture should be based on Chinese social and cultural traditions. Departing from Western centralism, it is hard to truly understand the internal diversity of oriental Chinese cultural innovative genes, not to mention their inherent conflicts and unity with Chinese characteristics. “Dao” has three meanings in Chinese, namely, origin and ontology, discussion and elaboration (open preaching), and routes. A philological identification of Chinese cultural innovative genes should start from “Dao”, progress along “Dao”, and finally arrive at “Dao” itself. From the practice of “innovative countries” among developed nations, an “innovative country” is not merely an upgraded “innovative economy”. Instead, it is a principle of “new national development and governance” put forward by different governments to adapt to newly emerging innovative economic features. China should construct its own development strategies of an innovative country with Chinese characteristics.
Creativity encompasses the consciousness of innovation, the perspective of origination, and the conception of creation, among others, serving as a collective term for them all. As the distillation of human innovative, creative, and imaginative thinking, human culture is essentially a product of creativity. Therefore, culture inherently possesses the creative gene. In another perspective, creativity, as a cultural gene, is rooted in cultural traditions and continuously shaped by them. Once it is fixed, it, in turn, will influence the basic inheritance structure and innovation mode of cultural life forms, internally dominating the evolvement of these forms. If a characteristic of Western culture is the value placed on individual-centeredness and critical and subversive thinking, what can be said of Chinese cultural creativity? Is it characterized by collectivism and balanced harmonious thinking? How should we understand the characteristics of this feature to grasp the development path of Chinese characteristic creativity, particularly in the context of building a creative nation? Exploring this question is undoubtedly highly significant.
1 Exploring the Chinese Cultural Expression of “Creativity”
Culture is a consensual and enduring consciousness mechanism that emerges from the process of social and historical evolution. Its defining characteristics include historical continuity, regional identification, and even the embodiment of national character. From this perspective, culture inherently possesses the gene that preserves and perpetuates itself form the very beginning. Culture is a form of “social consciousness”. Marx once stated, “In the social production of their existence, men inevitably enter into definite relations, which are independent of their will, … The totality of these relations of production constitutes the economic structure of society, the real foundation, on which arises a legal and political superstructure and to which correspond definite forms of social consciousness”. Additionally, Marx elaborated on this form of social consciousness by stating, “Upon the different forms of property, upon the social conditions of existence, rises an entire superstructure of distinct and peculiarly formed sentiments, illusions, modes of thought, and views of life. The entire class creates and forms them out of its material foundations and out of the corresponding social relations”. Here, Marx, the founder of Marxism, pointed out that culture is determined by the economic structure of society, constrained by material conditions and social relations. At the same time, he also pointed out the multifaceted nature of cultural genes, including basic genes related to social and economic structure, regional genes, class genes, etc., which constitute the genetic map of culture. However, we should also see that the creative gene is one of the genes of culture, influenced by the above genes while overall influencing them, laying the foundation for the overall picture of cultural development.
Clarifying the national genes and ethnic characteristics of culture, especially understanding its “creative DNA”, is essential for building a “creative country” with Chinese characteristics. Australian scholar Michael Keane posed the question: What is the creative spirit of China? He attempted to identify China’s creative cultural DNA from traditional Chinese culture. Keane believed that this DNA is not static in cultural traditions but dynamically affect contemporary cultural creativity, either encouraging or suppressing it. He inquired: Is this cultural gene more inclined toward self-perpetuation or toward self-rupture and innovation? What is its mechanism?1 However, Keane failed to recognize the complexity of the cultural gene map. He seemed to reduce the cultural gene to a “creative DNA”, resulting in numerous stereotyped conclusions, such as his assessment of the conservatism of Chinese culture. For example, he considered “imitation” as a deficiency in China’s cultural creative DNA, thereby indirectly dismissing the creativity of Chinese culture. In the author’s opinion, Keane’s viewpoint is Western-centric. He adopts a Western cultural perspective on creative DNA, making it difficult to truly understand the inherent diversity of the Chinese cultural creative DNA and the internal contradictions and unity of the Chinese-style creative DNA.
To study the creative DNA of Chinese culture, we must break free from Western-centric views and refrain from using Western standards to measure the Chinese-style creative DNA. If we succeed in doing so, we will discover that “imitation” is not merely the antithesis of Chinese cultural creative DNA; rather, it constitutes an intrinsic element. Western creative DNA often embody subversive tendencies, with Western creativity often being subversive in nature. Nevertheless, subversive creativity often fails to thrive in Chinese history, as Chinese cultural creative DNA tend to be non-subversive.
The Chinese approach to creativity often adopts a more incremental methodology, likened to “wading across the stream by feeling the way”, rather than pursuing disruptive, leapfrog-style innovation. This distinctive perspective on cultural creativity leads to a different thinking pattern. Western creativity typically thrives on a mindset of criticism and innovation, propelled by a rejection of the past and a quest for the new. Conversely, Chinese cultural creativity often operates in reverse, with nostalgia for the past, preservation of the old, and fear or resistance to the new guiding the creative process. Instead of “starting a new school”, Chinese cultural creativity is often revitalized by adopting fresh perspectives or adapting Western techniques. This cultural gene emphasizes local innovation within a stable system, gradually and partially introducing “practical” (material foundation of culture) elements through imitation of others’ experiences, while safeguarding the holistic landscape and framework of culture, as well as its overall continuity of institutions (the superstructure of culture). This approach achieves the effect of “creative innovation”. Viewed through this Chinese cultural lens, imitation, introduction, and borrowing are not only merely compatible with creativity, but rather constitute integral components of the creative process.
Imitation, on the one hand, targets heterogeneous cultures, requiring us to discard the dregs and take the essence based on the “distinction” between ontology and functionality, without falling into the trap of wholesale copying that might obstruct creativity. On the other hand, imitation also often turns inward, seeking inspiration from Chinese culture itself. Within the cultural gene of China, retrospection and innovation coexist as complementary aspects of creativity. Upon deeper reflection, it becomes apparent that this imitation is primarily focused not on foreign cultures, but rather on our own history, or homologous cultures. Traditional Chinese culture, as elucidated by the author in The Aesthetic Spirit of the May Fourth Literature and Modern Chinese Literature, does not promote creativity.2

Chinese culture holds in high esteem the concept of “Tao”, and thus, the exploration of its creative DNA inevitably leads to an examination of this pivotal concept. The “Tao” in Chinese culture encompasses three fundamental aspects: the primal source and animating principle, the articulation or revelation (blossoming or opening), and the path. When discussing to the “creative DNA” of Chinese culture, we primarily refer to the reverence accorded to the “Tao” as the “primal source and noumenon”. All innovations must originate from this fountainhead, as “every conceivable aspect” is innately encoded within this essence. Development, as understood in this context, is essentially a continuous process of “speaking (interpreting)” and “revealing (disclosing)” the latent possibilities inherent in the “Tao”. Creativity involves bringing these dormant probabilities to fruition, allowing the “Tao” to actualize itself. This not only avoids contradicting the “Tao” but also venerates it. Creativity rooted in the “Tao” aims to realize its essence and then progress along the path it demarcates. It starts from the “Tao”, progresses along the “Tao”, arrives at the “Tao” itself. What it transforms into and envolves into is what it primarily was. In Chinese culture, creativity resonates with Hegel’s interpretation of Plato’s concept of the “the source of the divine”. “It is the genesis of its own movement, yet it never transgresses beyond itself throughout this motion”. The Chinese possess their own creative principles, with the “Tao” serving as the noumenon. In this regard, Michael Keane postulated that the creativity of Chinese culture springs from Zen Buddhism, which emphasizes insight akin to creativity. However, this Zen has a foreign origin, stemming from the West (It was the West in a historical and cultural sense which is now considered Eastern). It stands as a heterogeneous element within Chinese culture. The author disagrees with Michael Keane’s viewpoint. Although there may be some truth in his argument, it is important to recognize that Zen Buddhism, despite its foreign origins, has successfully integrated into the cultural gene of the Chinese “Tao”. It serves as a complementary element to the creative DNA of Chinese culture, or in other words, a result of Western influence through “introduction” and “imitation”. It is incorrect to suggest that Chinese culture lacks indigenous creative DNA and that its creativity solely stems from foreign Zen Buddhism.
The modern interpretation of “creativity”, particularly within the context of “creative industry”, has indeed originated in the West. The philosophical recognition of creativity in Chinese culture, especially in terms of its “industrialization”, is a recent trend within the past two decades. Consequently, when seeking to comprehend “creativity” and discern the “creative” DNA within our own culture, we often find ourselves compelled to resort to Western standards and Western thought for inspiration. Western thought defines creativity as critical thinking and free expression, yet this interpretation is not exclusive. Creativity deserves a definition rooted in Chinese philosophy, and it should be anchored in the philosophical foundations of Chinese culture and serve as an embodiment of its cultural soft power. In the contemporary Chinese context, culture constitutes soft power, so creative culture should not be equated with Western culture. The creative DNA of Chinese culture, as well as its contemporary transformation, must be grounded in Chinese social foundation and cultural traditions. The inheritance of the Chinese creative DNA must align with the superstructure of China’s social and economic foundation. Chinese culture, regarded as a cultural style embodying universal human values and significance, should be approached with such self-confidence. As a creative philosophy foundation that differs significantly from the creative DNA of Western culture, Chinese scholars have an obligation to independently identify the creative DNA of Chinese culture, enabling their recognition and potential exportation worldwide, thereby making contribution to the global creative culture and gaining recognition from the world.

2 The Creative Concept and Inheritance of the “Theory of Nurture”
Plato posited that “…the soul is subjective, unified, and persists within oneself”. For the soul, truth is akin to a form of “recall”—“a retrieval of concepts accumulated throughout time”, “a process of internalization and self-penetration”. “Truth has its roots in the soul itself and belongs to the nature of the soul; with the soul, one can abandon all authority”. “Describing this latency of the soul as temporal priority, we believed that truth must have existed for us in another time”. In Plato’s view, truth is not external to the soul but rather “…penetrates into oneself and brings forward what lies dormant within us to consciousness”. From this perspective, we can derive a Platonic ontology and epistemology of creativity: creativity and innovation reside dormant within our soul, and their emergence occurs when we turn inward and strive to unleash our inherent nature. This process of unleashing creativity mirrors that of “recall”, which “belongs to representation rather than pure thought. Consequently, the essence of knowledge’s emergence is intertwined with individuality and representation”. Although Plato’s discussions contain mythical elements, they also usher in a concept of “creative anthropology”. It’s worth noting that, despite creativity’s inherent existence in the human soul, individuals must still strive to “recall” and rediscover it, releasing it from its latent state and bringing it into fruition. Herein, Plato opens the door to individuality and sensibility, fostering personal freedom. Such self-discovery and inward exploration of the soul empower individuals to shatter and reject all external “authorities”. In Plato’s mind, creative studies transform into a celebration of human interiority, affirming that “creativity springs from within” (a remarkable assertion comparable to Nietzsche’s proclamation of “the healthy body speaketh of the meaning of the earth” in the Western canon).	①The quotations on Plato in this paragraph can refer to Plato, The Ideal State, vols. 4/6/7/10, which are translated here according to the relevant Chinese translations.





Thomas Aquinas significantly contributed to the advancement of this argument.3 He embraced Plato’s spiritualism but elevated God to be the fundamental and exclusive source, making his allegiance to God the central focus of his argumentation. In his perspective, everything emanates from and depends on God. “… Thus, therefore, according to the principles of faith, we hold that creatures proceeded from God, and in treating of them we shall consider in what manner they came from God; and secondly, how they are distinguished from each other”. The importance of philosophy shifted to considering “the movement of the rational creature towards God” and “…how men, through their free personal actions, actualize within themselves the image of God that is inherently within their nature”.4 In this manner, Aquinas handed over the power of “creation” to God. Man is no longer the creator but the created, and his freedom lies solely in realizing the inherent “image of God” “within him”. From this vantage point, God is the sole, all-encompassing, and flawless creator of the world, all things, and man. In contrast, man is fleeting and incomplete, holding no significance in terms of creation and creativity.
In the Western world, individuals have been granted the capacity for creativity and innovation since the rise of modern humanism. This philosophy elevated humans as the subject to the status of God, humanizing divine attributes. Humanists believe that all creation springs from humans’ emergent and on-site practice to the world, being the outcome of people’s humanizing transformation of the world as the subject. To elucidate the internal logic of these concepts demands a separate article for detailed discussion. Apparently, these ideas tend to overestimate human beings, overlooking the “boundaries” of human studies pertaining to creativity and creation. In contrast, Marx’s perspective in his Economic and Philosophic Manuscripts of 1844 offers a different understanding. He writes, “This communism, as fully developed naturalism, equals humanism, and as fully developed humanism equals naturalism; it is the genuine resolution of the conflict between man and nature and between man and man—the true resolution of the strife between existence and essence, between objectification and self-confirmation, between freedom and necessity, between the individual and the species”. Marx’s words suggest that real creation originates from the contradictions and struggles between existence and essence, freedom and necessity, as well as the individual and the species. It represents a self-alienation and self-sublation of old affairs, a “genuine resolution” to contradictions. This perspective places human beings within specific social relations and amid conflicts, recognizing both the agency and limitations of human creativity. Consequently, it leads to a concept of creativity and creation rooted in the “Subject Practice Theory”, centered around concepts such as contradiction, sublation, and resolution.5 The modern Western concept of creativity is founded on humanist subjectivism, with modern humanist thought anchored in individual freedom and sensual liberation. It tends to attribute creativity to the individual’s authority, emphasizing their capacity for revolutionary creativity and disruptive innovation.
Chinese culture highlights collective spirit and national consciousness, which contrasts with the Western creative emphasis on individuality and personality. However, this does not suggest that Chinese culture is conservative or lacks creativity. Etymologically, the Chinese term “wen” refers to expressing the manifestations of things through symbols, imparting them with constant meanings for communication. The term “hua” is related to “teaching and practicing”. “When education is practiced by those at the higher social strata, it transforms into cultivation among the common people”. In the Chinese cultural context, the combined term “Wenhua” or “culture” in English thus implies a top-down approach, where the upper social or cultural strata engage in “practicing education”, while the common people at the lower level are “cultivated and educated”. This perspective is crucial for understanding the methodological implications of the creative DNA in Chinese culture. Conceptually, the creative DNA in Chinese culture might suggest that creativity originates not from the common people but from the upper social or cultural strata. Creativity flows from the upper strata to the lower strata, with “practicing education” originating from the upper strata and “cultivation and education” among the lower strata. This elitist undertone is evident in the Chinese cultural philosophy of creative expression. At the same time, the emphasis on “cultivation and education” diminishes the individual significance of cultural creativity. In this framework, the upper strata, serving as the primary creative class, holds the monopoly over creativity and assumes the obligation to “practice education” without compensation. They are responsible for providing creativity to the lower strata as a source of “cultivation and education” which constitutes a moral imperative for the upper strata. Consequently, cultural creativity does not necessarily require the assertion of personal “intellectual property rights”. On the contrary, for the upper elite, creativity is considered non-proprietary and should be freely shared. The uniqueness of the creative DNA in Chinese culture shapes the distinct perspective of Chinese intellectuals toward the value of knowledge. Chinese intellectuals lay stress on the three immortal values of establishing noble morality, making outstanding achievements, and creating valuable theories. This philosophy differs significantly from the modern concept of intellectual property rights. Instead, it emphasizes that intellectuals should contribute to society in a selfless manner. If any reward ensues, it is not monetary but rather a spiritual and moral fulfillment. This explains why Chinese intellectuals prioritize leaving a legacy through their words, as it resonates with the belief that a “man with noble character” should always prioritize morality over material gain.
In this regard, Liang Shuming (Fig. 1) stands as a notable figure. He advocated grafting Western democratic and libertarian concepts onto the Confucian cultural tradition, aiming to rebuild a modernized, “ethics-centered society”, rooted in Confucian spirit—a Confucian-morality-based morality. The fundamental purpose and means of this society were the moral creation and shaping of individuals. Regarding social progress driven by cultural creativity and technological advancements, Liang viewed them as mere secondary products of human moral creation, lacking significance when compared to moral innovation and creation.[image: A black and white portrait of an elderly person wearing glasses and a cap, looking directly at the camera with a neutral expression. The background is blurred, focusing attention on the face.]
Fig. 1Liang Shuming


Inspired by this creative DNA, the creative consciousness of China’s upper-class elites is directed toward the non-utilitarian “moral” dimension and the abstract theoretical realm, rather than toward the pursuit of “achievements” and “practice”. This aligns with the developmental outlook of Chinese culture, which is characterized by the concept of “Yi”. The unique features of Chinese cultural creativity lead to the development of Chinese culture being rooted in “Yi”, a balance between change and constancy that maintains “harmony”. Creativity is expressed as “harmonious yet distinct;” in other words, creativity can foster diversity, but it cannot undermine harmony. This gives rise to the morphological characteristics of the “creative DNA” of Chinese culture differing from those of the West. The West witnessed the Renaissance and discontinuous development in modern and postmodern culture, whereas in China, cultural shifts primarily manifest as gradual “transformations”, with significant revolutions being rare occurrences.
Liang Qichao (Fig. 2) states in his essay Against “Only”: “It must be understood that what distinguishes humans from other animals is not just the ability to adapt to the environment, but the ability to improve or create the environment… It is their mind power. If we do not recognize this mysterious mind power, the entire history of human evolution becomes incomprehensible”. He believes that creation is never complete, so in the endless and gradual process of creation, creators can only accept imperfection. Regarding creative ideas, Liang Qichao advocates a gradual “improvement” rather than a revolutionary “innovation”, believing that human creativity knows no bounds and can never attain perfection. Applied to culture, he advocates a “cultural innovation that disrupts without bloodshed”. While academia is familiar with his initiatives for cultural “revolutions” in poetry, ethics, history, and novels, a closer examination reveals that he is actually opposed to “revolution” in the traditional sense and instead advocates for “reform” and “transformation”. The term “revolution” in his writings is roughly equivalent to today’s understanding of “reform” and “transformation”, as he firmly believes that humanity cannot achieve creative innovation through radical social upheaval but must evolve gradually. Therefore, he advocates for political reform and continual pursuit of innovation, while opposing the radical idea of overturning the old to establish the new.[image: A black and white portrait of a person with a neutral expression, wearing a high-collared garment. The background is plain. Chinese text is present at the top of the image, reading "创意写作学理论," which translates to "Creative Writing Theory."]
Fig. 2Liang Qichao



3 The National Characteristics of China’s Cultural Creative DNA
The cultural creative DNA in China is not derived from a sense of individual intellectual property rights, but rather from the pursuit of the three immortal standards by knowledge elites: “cultivating moral integrity, achieving great deeds, and leaving behind wise words”. This gives rise to the eastern characteristics that form the foundation of China’s cultural innovation system. Modern intellectual property rights concepts, as institutions and concepts that constitute the cornerstones of modern cultural creativity, have not emerged from the Chinese cultural context. Even today, they remain relatively underappreciated due to this genetic basis. Modern Western economics emphasizes that copyright protection is conducive to establishing a stable market and protecting investments in creative ideas for new products, thus facilitating the next wave of creativity. This mechanism has been highly successful in the United States, making it a global leader in cultural and creative innovation. However, it’s important to recognize that the effectiveness of this mechanism in the United States can be attributed to other underlying conditions such as its robust creative investment and financing system and its status as an international talent hub. In other developing countries, lacking these foundational conditions, strict copyright protection might pose excessively high barriers to entry into the cultural industry, fostering monopolies among enterprises holding intellectual property rights. China, as a latecomer in the creative industries, faces a dilemma in intellectual property protection. If protection is overly stringent, Chinese cultural products may miss the critical window to catch up with global standards (without piracy, Chinese audiences might lag behind the world average in film appreciation for decades). On the other hand, insufficient protection of creative rights can severely dampen domestic creativity, leading to a dearth of indigenous creativity (Years ago, the Chinese film industry struggled primarily due to piracy issues, as few people would choose to watch legitimate films in cinemas, preferring pirated copies or street-side DVDs. Who would invest heavily in filmmaking under such circumstances?). The saying “stealing a book is not the same as stealing” suggests that, in China, cultural consumers, rooted in their cultural gene, have moral respect on culture but lack respect on “copyright” based on interests. In Chinese culture gene, there is generally a lack of appreciation for artificial individual creativity. When purchasing furniture, Chinese people favor bulky and precious woods over paying for design. This sentiment applies to the appreciation of Hetian jade as well; many prefer to wear a naturally formed jade piece rather than one with carvings that might compromise its natural beauty. The highest praise for hand-carved and designed items in Chinese culture is “wonderful article excelling nature’s creation”. The pinnacle of creative design and carving is achieving a result devoid of any trace of human intervention, much like something found in nature. In Chinese culture genes, the ultimate creativity is to reach a state devoid of creativity—a complete return to simplicity and nature, as if untouched by human hands. The goal of the creator is not to highlight their innovation effects, personal traits, or individual styles, but rather to conceal their creativity, making it imperceptible. The ultimate skill lies in having no skill at all. Thus, in Daoist philosophy, the highest form of “creativity” is to have none at all, echoing Laozi’s words, “If I do nothing, the people will thrive naturally”.
Until now, the majority of households, when embarking on renovation projects, prefer investing tens of thousands or even hundreds of thousands on materials such as marble for interior finish. A living room with fine interior finish, adorned with natural wood and stone, might nonetheless have a replica or even a printed painting hanging on the wall. The reason being, the homeowner is unwilling to spend ten thousand or twenty thousand (a fraction of their interior finish budget) on purchasing an original oil painting by an artist for decorative purpose. A more telling fact is that in China’s home decoration industry, companies primarily charge for materials and labor, often waiving the design fee. This treatment of design as a complimentary service reflects a cultural tendency toward undervaluing innovation and creativity in consumption practices.
China’s cultural gene does not economically protect creative elites, which, on the one hand, makes the rise of the creative class in China a significant and recognized phenomenon. They have gained spiritual recognition from the entire society. As “mental workers (creator)”, they are respected more than “manual laborers (practitioner)”. This is a widely held belief within the cultural creative DNA of China. From this perspective, the rise and clustering of the creative class are attributed to their spiritual rewards. However, another perception equally resonates deeply, which is a special form of cultural proletarianism that those traditionally esteemed as noble are considered inferior, while those perceived as inferior are esteemed. China’s creative elite lack economic safeguards. For instance, the income level of Chinese screenwriters is less than a tenth of their American counterparts. In Hollywood, a screenplay typically constitutes 10%–15% of the overall production cost, whereas in China, it often ranges from only 1% to 3%. What underlies this disparity? The fundamental reason lies in China’s remuneration and copyright systems. Despite substantial economic growth in recent decades, it’s astonishing to note that China’s remuneration standards for creative works have remained largely unchanged during this period. The personal income tax levied on members of the creative class in China is identical to that for ordinary laborers. When an author who has devoted their entire life to writing a book receives their royalties, the income tax is deducted in the same manner as it would be for a manual laborer. Even today, there is no official designation for creative professionals in China. In many companies, the initial step of innovation, namely copywriting, is often handled with little care or regard by administrative secretaries, considered the least valuable.
From the perspective of the primary drivers of a nation’s economic growth, we can categorize the history of global economic and social development into four eras: the Agricultural Economy (A), the Industrial Economy (M), the Service Economy (S), and the Creative Economy (C). The question then arises: How can China effectively plan and implement strategies to emerge as a globally competitive creative nation? China must establish its own concept of “Creative China”, which necessitates a thorough examination of the creative DNA of Chinese culture. This examination should not be a blind embrace or rejection but rather a balanced and nuanced perspective, which is of utmost urgency. For example, the exploration of the traditional yet innovative creativity within China’s creative cultural gene is essential. Rigid adherence to tradition is the enemy of creativity, yet in the Chinese cultural gene, referential often serves as the fundamental style of creativity. One approach is the Confucian-inspired approach of respecting and building upon traditional values, such as the Zhou system. He said “I would rather follow the Zhou system”. Adhering to the Zhou rituals and institutions becomes a revolutionary act when society has become corrupt. The other way is the opposite, seeking solutions from ancient history and classics, believing that nothing is truly new and that everything on Earth has existed since ancient times. In this mindset, reimplementing excellent examples from antiquity is seen as the best form of creativity. This represents the dialectical approach of “retrospective/creativity” in Chinese cultural creativity. Westerners often find it difficult to understand why Chinese insists on attributing cultural creativity to the ancients, claiming that they have already done so. The modern transformation in China can be traced back to A Study of Confucius as a Reformer of Institutions written by Kang Youwei. It draws its justification from the argument and deduction that Confucius was a pioneer of reform and derives its basis from the classics, seeking creative inspiration from them. This embodies a pragmatic gene of Chinese cultural creativity. For instance, in the past, our negation of imitation as a method of creativity in the Chinese cultural creative DNA was evidently a mistake rooted in Western-centrism bias. China’s creative thinking gene is not critical, so what impact does a following-style approach have on its creative methods? Imitation is precisely one of the characteristics of the genetic map of China’s follow-the-leader style of creativity method. This leads to China’s dependence on Western technology. While western creativity often emerges from individual efforts, such as in-home garages, where many small enterprises start their creative journey, Chinese creativity is often concentrated within “creative zones”, becoming a collective endeavor. However, can creativity be concentrated? In other words, can it be organized into clusters or large groups? If we were to adopt a western-style individualistic approach, this would be impossible. In the Western cultural gene, creativity thrives on standing out from the crowd and opposing conformity. Instead, in the Chinese cultural gene, creativity requires conformity and following the crowd. This means that directly imitating competitors or existing western achievements is acceptable. As a result, creativity is linked to collectivism, with the government playing a guiding role and companies following government directives. For example, China’s industrial policies aim to stimulate creativity.
In recent times, epoch-making innovations on a global scale have rarely occurred in China, which is related to the unique characteristics of our cultural creative DNA.
[Reflective Questions]
	1.
How can we dialectically understand the impact of China’s cultural creative DNA on the contemporary cultural transformation toward creativity in China?

 

	2.
How do we understand the characteristic of “placing emphasis on virtues over profits” within China’s cultural creative DNA?

 







Footnotes
1Yang, Guang. Cultural Gene of Chinese Creativity and Its Mechanism – Australian Scholar Michael Keane on Chinese Creative Industry. Shanghai Culture. 2019(6).

 

2Refer to Ge, Hongbing. The Aesthetic Spirit of the May Fourth Literature and Modern Chinese Literature, China Federation of Literary and Art Circles Publishing Company, 1998. Also Refer to Ge, Hongbing. “On the Aesthetic Form of the ‘May Fourth’ Literature”. Jianghan Forum, volume1, 1999.

 

3Readers who are interested may refer to the On Creation section in the third volume of the first book of Thomas Aquinas’s Summa Theologica, published by the Commercial Press in 2013.

 

4This paragraph draws on the views presented by P. Grenard in his book The Place of Man in the Cosmos, which was originally published in the Anthology of Western Religious Philosophy in the Twentieth Century edited by Liu Xiaofeng and published by Shanghai Sanlian Bookstore in 1991.

 

5In this regard, a prevalent view in contemporary China can be referenced from the conclusions of Mr. Zhang Dainian. Mr. Zhang believes that the universe is a creative development process and a material evolution process. This creative process is ongoing, so the world is not yet complete, constantly undergoing creation. He maintains that the universe is a continuous creative process of material generation, and life and consciousness are products of the universe’s material creation, both being the result of material evolution rather than their origin. On the other hand, according to dialectics, he emphasizes that creation is a qualitative change and leap, and mutation itself constitutes creation, the genesis of novel qualities. Creation is negation of negation, a sublation that contains affirmation amidst negation. In the process of creation, the achievements of the past are not destroyed but are incorporated into new achievements. Each new negation of negation adds to the richness of the world. Readers who are interested may refer to Sun Kai’s Research on the Thought of ‘Creative Philosophy’ in Modern China—Taking Liang Qichao, Liang Shuming, and Zhang Dainian as Examples (published in Learning and Exploration in the 5th issue of 2014) for relevant discussions.
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Abstract
In the era of creative economy, innovative and creative ideas have become the core driving force for social and economic development. Some developed countries or regions have adopted the “Creative Nation” strategy and have taken the lead in entering the ranks of “Creative Nations,” enjoying the dividends of creative nations. In comparison with the pioneering creative nations in Europe and the United States, it is imperative for China to build a “Creative China.“ In response to the advent of the creative economy era, contemporary Chinese literature must follow the path of creative development. In line with the construction of Creative China, the strategy of “Literary Creative China” should be established to build a new creative literary ontology. By shifting literary creativity towards responding to the strategic practice of Creative China, and through the construction of a literary creative nation, literature can more effectively participate in creative industries and public cultural services, contributing to the development of a major-country cultural strategy and Creative China, which is the key to the development of contemporary Chinese literature.
What stage of development is the Chinese economy in? What kind of development strategy is needed? In the past, the humanities and social sciences had few opportunities to answer these questions, and literature even fewer. Some writers and literary researchers explicitly refused to engage in such issues, believing that literature should remain distant from them. But is this really the case? The socioeconomic development in the “Creative Era” has brought this issue to the forefront. To better develop contemporary literature, it is essential to think about and address this question.
With the advent of the creative economy era, contemporary literature faces the crucial task of systematically understanding and rethinking creativity. As China steps into the creative economy, contemporary Chinese literature is experiencing a creative transformation. This is a dynamic transformation that contemporary literature is currently undergoing.
1 Literature in the Era of the Creative Economy
The world is gradually entering the era of the creative economy. Richard Florida categorizes the history of global economic and social development from the perspective of the primary drivers of economic growth into four periods: The Agricultural Economy Era (A), the Industrial Economy Era (M), the Service Economy Era (S), and the Creative Economy Era (C).
Before 1900, the world was still in the Agricultural Economy Era (A). From 1900 to 1960, the Industrial Economy rapidly emerged. Between 1960 and 1980, the Service Economy surpassed the Industrial Economy worldwide, with the Creative Economy beginning to develop. Since 1980, the Creative Economy has grown rapidly, trending toward surpassing the Service Economy. In the twenty-first century, the Creative Economy era has arrived worldwide. In the Creative Economy era, a nation's strength is no longer simply determined by its natural resources, factory production capacity, or service capabilities. Even military and technological prowess are no longer the primary indicators of national strength. Creativity has become the core driving force, with the concentration of creative talent and the development of creative industries being among the key indicators of national strength.1 In fact, the major developed countries in the world currently have creative industries that play a pivotal role in their GDP. The value of creative industries in these advanced creative countries accounts for more than 25% of their GDP.
Michael Hardt and others depicted the paradigm shifts in economic culture since the Middle Ages in the book Empire (Table 1), suggesting that since the late twentieth century, human society has entered the third paradigm. Culturally, it is characterized by postmodern multicultural perspectives, while economically, it is dominated by the intangible Creative Economy. Creativity has become the core resource and capital driving human social development.2
Table 1Paradigm Shifts in Economic and Cultural Patterns Since the Middle Ages

	Historical Period
	Before the 17th Century
	17th Century to Mid-20th Century
	Late 20th Century to Present

	Morphological Order
	First Paradigm
	Second Paradigm
	Third Paradigm

	Ideal Type
	Pre-Modern
	Modernization
	Postmodernization

	Economic Dominance
	Agriculture
	Industry
	Creative Industry

	Social Pursuits
	Self-sufficiency
	Productivism
	Consumerism

	Totemic Landscape
	Gothic Churches
	Smokestack
	Disneyland

	Representative Works
	Don Quixote
	Modern Times
	Remembering Wolves (Huainian Lang,2000)

	Popular Concepts
	Christian Theology
	Monistic Enlightenment
	Multiculturalism

	Natural Conditions
	Sparse Population, Abundant Resources
	Population Explosion, Resource Depletion
	Species Extinction, Ecological Crisis

	Core Human Resources
	Farming
	Manufacturing
	Creativity

	Key Phrases
	Non-development
	Development as the top priority
	Sustainable

	Historical Period
	Before the 17th Century
	17th Century to Mid-20th Century
	Late 20th Century to Present

	Key Beliefs
	Asceticism
	Materialism
	immaterialism

	Major Threats
	Plagues, Natural Disasters
	Holocaust
	AIDS-Nuclear Weapons

	Technological Milestones
	Irrigation, Windmills
	Steam Engine
	Computer-Internet

	Media Styles
	Oral Tradition-Writing
	Printed Texts
	Digital Texts





According to the viewpoints above, the author divides China’s economic development into three historical stages: The Agricultural Economy Era, the Industrial Economy Era, and the Creative Economy Era.
Before the Opium War in 1840, China was a typical agricultural powerhouse, enduring a long period known as the Agricultural China phase. In 1861, the Qing government launched the Self-Strengthening Movement in an attempt to initiate industrialization in China, thus entering the Industrial China phase. However, in semi-colonial and semi-feudal China, this was practically unattainable. A truly systematic industrial system was gradually established after the founding of the People’s Republic of China. From 1949 to 1978, China built a modern industrial system, and after the reform and opening up, it underwent industrial structural adjustments and rural industrialization. In 2001, China joined the World Trade Organization (WTO), and Chinese manufacturing began to go global, while China also partially entered the era of the service economy. However, unlike the United States, which clearly experienced a transition from being a manufacturing powerhouse to a service-oriented economy, leaving manufacturing in developed countries and regions while retaining services domestically, thereby upgrading its economic structure, China’s independent characteristics as a service economy are not very pronounced.
In the first decade of the twenty-first century, the global economic landscape underwent changes, with China becoming the world’s second-largest economy. With the development of the Internet and the acceleration of globalization, China faced a third transformation in the wave of the creative economy: transitioning from a resource-intensive and labor-intensive manufacturing powerhouse to a creative powerhouse. At this time, creativity, as the core driving force for economic and social development, became imperative to construct a Creative China. Also, during this decade, China started to regard the creative industries as core, strategic, and pillar industries. Accordingly, the country formulated national development plans, signaling its formal recognition of the socioeconomic development role of creative cultural creations as a core driver. By formulating relevant priority development strategies, China opened the door to the Creative Economy era. On May 19, 2016, the Central Committee of the Communist Party of China and the State Council issued the Outline of the National Innovation-Driven Development Strategy, officially marking China's recognition of scientific and technological innovation and creativity as the core driving force for socioeconomic development. With this, the Chinese-style creative national strategy has essentially taken shape.
As China aims to further transform and upgrade its manufacturing and service industries, how can future China transition from “Made in China” and “Chinese Services” to “Chinese Creativity”? How to find “creative growth points” in the rules of historical development and the global competitive landscape? How to become a globally competitive creative nation through effective plan and practice? These are urgent questions facing humanistic scholars and literary figures, which require them to establish a discourse system around creativity and related issues, helping to build and implement the “Creative China” strategic thinking.
The concept, creativity, originated from Western psychology. In English, it was initially used in the biblical story of creation in Genesis, where “creation” was only utilized in praise of God. The notion of human “creativity” gradually gained recognition with the Renaissance and the Enlightenment movements. Especially in the twentieth century, the Western psychology community began to focus on human “creativity” and “creative thinking”. John Howkins, known as the “father of the creative economy”, thinks “Creativity is the ability to generate something new”.3 It must be personal, original, applicable, and meaningful. Howkins emphasized its “personal” nature, stating that while teamwork can give rise to a “creative cluster”, it is essential to recognize the “creative contributions” of each individual. Creativity can be classified into implicit and explicit ones. Implicit one refers to the mental activities of creative thinking in the brain, such as thoughts, concepts, and images that have not yet materialized. Explicit one is the realization of “creativity” through industrialization, the visible results of implicit creativity, such as creative products like books, paintings, or mobile phones. Creativity can also be categorized as major and minor ones, with the former being original, and the latter being the innovative integration of existing creativity. In the era of the creative economy, creativity is the core driving factor for social and economic development.
Regarding the source of creativity, the UK government emphasized its personal nature in the 1998 Creative Industries Mapping Document, highlighting the literary and cultural originality, and humanistic artistic creativity. Starting from the outcome of the creative industry, or the “creative products”, literature, radio, and television, recording and video, publishing, drama, performing arts, advertising, computer software, and data processing are core creative industries. In the era of creative industries, creative writing in humanities and arts, in a sense, is surpassing the innovation of science and technology, showcasing its driving significance for social, cultural, and economic development.
In the creative economy era, both the academic community and the government pay more attention to the importance of creative writing and creation. This signifies a true disciplinary shift, where traditional humanities must gradually transition toward interdisciplinary innovations and writing to adapt to societal and economic transformation. This is profound in fields such as education, sociology, and political science, with the core being the creative transformation of literary arts.
Richard Florida proposed in his book The Rise of the Creative Class that the core force driving future social development is the creative class. “I think the creative class consists of two types of members: one is the ‘Super-Creative Core’ group… the other is the thought leadership of modern society”.4 Paul Dawson emphasized in the book Creative Writing and New Humanities that applied humanities, represented by creative writing, needs to focus on the diverse and autonomous social functions of creativity. Particularly, it should aim to cultivate literary citizens and use creativity for social feedback and public cultural services. For instance, conducting creative writing workshops in prisons and communities shall harness creativity as a tool for mental healing, caring for vulnerable groups, thus promoting social harmony.
Therefore, in the era of the creative economy, literature is poised to become the upstream intellectual property source of the entire creative industry through industrial development. It will serve as the source of originality for the creative industry, forming the core of a nation’s creative writing capability and promoting the overall development of the creative economy. Additionally, literature will play a crucial role in fostering society harmony by directly contributing to societal development.

2 “Creative Nation” Perspective and the Creative Transition of Contemporary World Literature
In the mid and late 1990s, developed countries began transitioning toward the creative economy. To promote this transformation, some developed nations elevated creativity to a strategic level, formulating the “creative nation” strategy, thus the concept of a “creative nation” emerged.
Around 1994, Australia unveiled a set of policy ideas, pioneering the “creative nation” strategy and advocating for the establishment of a “creative Australia”. This strategy aimed to integrate various cultural domains, including literature, arts, cultural heritage, and the creative industry, considering creativity as the core driving force for social and economic development. The strategy outlined five major objectives:	1.
Acknowledge, respect, and celebrate the uniqueness of the indigenous culture of the residents of Torres Strait; Protect cultural resources.

 

	2.
Ensure government support for the diversity of Australia, empowering all citizens, regardless of background or circumstances, to participate in building cultural diversity and achieving artistic autonomy.

 

	3.
Support outstanding artists and creative workers to establish original works and creative repositories, tell Australian stories, support literary creative talents, and discover literary creative works.

 

	4.
Strengthen the beneficial role of cultural creativity in enhancing the quality of life, social welfare, and economic development, integrating creativity into daily life.

 

	5.
Activate the Internet digital economy, support innovation, and endorse the development of new creative content, creative knowledge, and creative industries, emphasizing the fusion of creativity with new media such as the Internet.

 



For Australia’s “Creative Nation” strategy, literature plays a crucial role. It documents the country's history and reality, undertakes the functions of cultural heritage transmission and the construction of cultural creative communities, nurtures talents, and provides fundamental original spirit support for the creative nation. This places transformative demands on Australia’s traditional desk-based literary authors to adapt to creative industrialization and socialized services.
In 1997, after the Labour Party came to power in the UK, Prime Minister Blair reshuffled the cabinet and proposed the “New Britain” plan, established the Department for Culture, Media, and Sport as the driving force for the creative industry. This led to the announcement of the creative nation strategy, which outlined seven objectives:	1.
Promote creative education for children and teenagers: Implement the “Discover Your Talent” program, piloting five hours of cultural creative courses per week.

 

	2.
Utilize creativity in work: Encourage creative entrepreneurship and job-seeking, provide support for university students’ entrepreneurship, encourage enterprises to establish creative research spaces, establish “Creative Research Centers”, and support higher education institutions in providing creative skills training for citizens aged 14 to 25 to develop creative vocational education.

 

	3.
Support research and innovation: The Technology Strategy Board provides £10 million for research related to creative industry theory and practice, and £3 million to support the “Creative Innovators Program”, establishing a “knowledge transfer network” for the creative industry. The Innovation, Universities, Science and Skills Committee specifically supports research to enhance the economic benefits and social value of the creative industry.

 

	4.
Financial plans to support the development of the creative economy: The Arts Council England and the Regional Development Agencies support and guide the creative industry, especially in relatively underdeveloped areas, by encouraging investment, bidding, and financial support projects.

 

	5.
Promote and protect copyright: Legislate to protect copyright, crack down on piracy, protect the rights of Internet service providers and creative entities, establish the UK Intellectual Property Organization, and carry out propaganda and education on copyright protection.

 

	6.
Support creative industry clusters: Establish economic strategic projects for creative economies in the southwest and northwest, invest in infrastructure for local creative economic development, and develop mixed media industries (music, film industry, etc.).

 

	7.
Promote the UK as a global creative center: Enhance the global influence of the UK’s creative industry over five years, develop creative festival culture, and host the World Creative Business Conference.

 



Based on this strategy, more than 80 universities among the top 100 in the UK have established creative writing disciplines to cultivate talents. The UK has seen a transition from pure literature to creative literature, with a large number of creative talents turning to newspapers, magazines, film and television, advertising, and communities, becoming the backbone of the industry and the main force of public cultural services.
In 2011, the European Union proposed the “Creative Europe” development plan, which can be regarded as an expanded version of the creative nation strategy. This plan, spanning from 2014 to 2020, integrates cultural and media projects into the same framework, advocates for cross-border cooperation, provides financial support for the creative industry, and also funds cultural relics restoration, cultural heritage protection, cultural infrastructure construction and services, and cultural output.
In 1998, Singapore designated the creative industry as a strategic pillar of the twenty-first century and introduced the Creative Singapore plan. In 2001, Singapore set goals such as “Singapore Welcomes Renaissance in the Creative Economy Era” and “Build the New Asian Creative Center”. With the advancement of the creative nation strategy, Singapore has emerged in the wave of the world’s creative economy.
South Korea and Japan also successively proposed their own creative strategies. South Korea enacted the Framework Act on the Promotion of Cultural Industries and put forward the slogan “Limited Resources, Unlimited Creativity”. In the same year, Japan introduced the cultural nation-building strategy with the slogan “The Rise and Fall of the Country Relate to Creativity”. As a result of this strategic transformation, Korean dramas and Japanese animations have become world-renowned cultural phenomena.
From these practices, it is clear that the “creative nation” is not simply an upgraded version of the “creative economy”, but a new model of national development and governance tailored to the characteristics of the creative economy era. So, what defines a creative nation?	1.
Strategic Importance: The creative economy receives attention at the national strategic level, and the state effectively addresses the issues of copyright protection and industrial development mechanisms for creative works in literature, culture, and arts, as well as for innovation in science and technology. This unleashes the potential of creativity to drive socioeconomic development, putting the creative economy as a core sector and a leading force globally.

 

	2.
Cultural Diversity and Heritage: The government recognizes cultural diversity and historical heritage, leveraging cultural diversity in building a creative nation, and manages the relationship between the protection of literary and cultural traditions, cultural heritage inheritance, and the development of creative industries. The creative economy can export diverse cultural values and transform traditional cultures into modernized creative industries with globe reach, unifying the development of creative industries with cultural prosperity.

 

	3.
Educational Transformation: The education system undergoes a transformation toward creativity. The education system fosters self-innovation and focuses on cultivating creative talents. It encourages innovation, creation, and entrepreneurship, creating a nationwide atmosphere of creativity. This will elevate creativity as a productive force, making it the fundamental driving force for national development.

 

	4.
Cultural Governance: The connotation of national governance shifts toward cultural governance. Creating an atmosphere of creative culture to stimulate social vitality and build creative communities. The community identity can be increased through resident participation in community construction. Encouraging cultural diversity promotes ethnic integration, and incorporating creativity into the social welfare system reflects a new type of national welfare, transitioning from material sustenance welfare to spiritual and cultural welfare.

 

	5.
Quality of Life: Implementing the creative nation strategy as the primary means to enhance the quality of citizens’ lives. Through construction, national image is reshaped, cultural soft power is enhanced, and creative citizens are cultivated, and thereby fostering a new sense of national identity and pride. This positions the nation as a major cultural producer and exporter and a world-class cultural power.

 



In summary, in the creative economy era, “Creative Nation” has become a common strategic choice for developed countries. Many Western countries have already adopted the strategy and become leading creative nations. Based on this, the author proposes the concept of “Creative China” and believes that by benchmarking against developed countries and accelerating China’s entry into the ranks of creative nations, China can address its development challenges in this era. The “Creative China” strategy can be understood from two perspectives. Firstly, benchmarking against those of developed countries to catch up with and surpass them; secondly, researching and organizing existing policy resources and strategic plans to fully understand the unique policy and socioeconomic basis of this strategy.
Actually, “Creative China” is not an isolated, scholarly strategic concept for China but an integrated interpretation and summary of existing Chinese policies and development practices. It summarizes the experience and theories of past practices with strong historical significance and future guiding significance. In summary:
Firstly, activating literary and cultural creativity through the development of the creative industry is the initial focus of the strategy. This is reflected in a series of strategic positioning documents for the creative industry issued by the government during the first decade of the twenty-first century. Later, the industry became a national strategic pillar.
Secondly, through the vigorous development of culture, China aims to become a world-class cultural power, considering cultural prosperity and the enhancement of cultural soft power as prerequisites for national rejuvenation. Improving the soft power of national culture is related to the realization of the “two centenaries” goals and the Chinese dream of great rejuvenation.
Thirdly, the construction of “core values” and “ideological discourse power” are the two cornerstones of Creative China.
Fourthly, “cultural confidence” is an important support point for the national strategy with Chinese characteristics. From the 17th National Congress of the Communist Party of China, which proposed “promoting the great development and prosperity of socialist culture” was proposed, to the 18th National Congress, which emphasized “building a country with strong socialist culture” and in the 19th Congress, which stressed the need to “firmly establish cultural confidence”, the focus and significance of each stage have been clear.
Fifthly, the fundamental orientation is to cultural benefit for the people, meeting their spiritual and cultural needs for a better life.
Sixthly, with the Innovation-Driven Development Strategy, China aims to enter the ranks of innovative countries by 2020, become a leading innovative country by 2030, and a world innovation power by 2050. Creative China will enable China to transition from a preliminary stage of the creative economy to eventually becoming a developed one.
Based on the above interpretation, the author believes that contemporary Chinese literature must transition from traditional desk writing by professional writers and elite literary writing to be part of the cultural and creative industries, to be popular in the community, and to creative economic development. This transition is imperative.

3 Embracing the “Creative China” Strategy and Constructing “Creative China in Literature”
The May 4th Movement has heralded the onset of modernization in Chinese culture, steering it toward pluralism, autonomy, and scientific progress. Similarly, the “Creative China” strategy is aimed to reshape Chinese culture toward a vibrant embrace of creativity. Literature, as the genesis of all creative pursuits and the primal wellspring of innovation and creativity, stands as the driving force behind the cultural and creative industries. In this endeavor, it is a strategic imperative worthy of prime consideration to prioritize the construction of “Creative China in Literature”. Therefore, we can transform contemporary Chinese literature into the heartbeat of Chinese originality and the fountainhead of cultural and creative content in the era of the creative economy. This, in turn, will expedite the emergence of Creative China.
Firstly, embracing literature industrialization: This progress has significantly unleashed the creativity of literary works. Since its industrialization, the annual production and publication of Chinese novels has skyrocketed from thousands to hundreds of thousands or even millions, marking a massive surge. Correspondingly, the number of Chinese writers has ballooned to over five million, representing a 50-fold increase, and both the population of literary readers and the average amount of literary reading have increased tenfold.
Secondly, a fair market environment and robust copyright protection are essential for further growth. The literary industry’s growth is linked to a relaxed online publishing environment and effective copyrights protection, with many online platforms adopting paid reading models. Nevertheless, China’s literary industry still faces challenges like uneven competition among enterprises of diverse ownerships, inadequate copyright protection, and monopolistic tendencies due to state intervention. To further unleash the potential of the literary industry and boost China’s original literary creativity, deeper reform and increased openness are urgently needed.
To align with the “Creative China”, a “creative ontology” literary perspective is essential. In the creative economy era, literature exists as an upstream category in the creative industries. Traditional literary perspectives based on mimeticism, expressionism, pragmatism, and objectivism are limited in this context.5 Literature should be understood within the framework of producers (authors), products (works), and consumers (readers) and analyzed within market mechanisms, we need a new, creative-centered literary ontology that recognizes creativity as the essence of literature. This creativity fuels the literary production, its industrialized flow leads to consumption, and it generates the literary creative industry. Literary creativity is threefold: it serves as the source (the internal impetus for creation), the process (the shaping of creativity), and the result (the generative work or product). The transformation and proliferation of literary creativity across time, industries, and media, forging a cultural creative industry chain, with IP industries serving as its distinguishing external characteristic.
The literary perspective on creative ontology underscores integrating market-oriented determinacy of creativity into its core analysis. It encourages both individual creativity and collective creativity, building upon the full expression of individuality. The prevalent trend of genre categorization in literary creation illustrates this phenomenon, showing that adhering to genre conventions can enhance rather than hinder creativity.
Another crucial aspect of this literary perspective is to establish the concept of creative value as the core value of literature. This involves creating mechanisms to protect creativity, providing both legal safeguards and market support for literary creativity. Drawing lessons from developed creative countries, we observe that building a creative nation in literature requires a robust copyright protection system. Without safeguarding creative copyrights, the vitality and enthusiasm of creators cannot be fully realized, and the industrial flow of creativity will be unsustainable. Presently, there is still considerable progress to make in this area.
The literary perspective on creative ontology emphasizes that writers can be cultivated, creative abilities can be evaluated, creative potential can be stimulated, and creative activities can be managed. Consequently, literary creativity education shares these characteristics. Chinese university literature departments should actively engage in cultivating the creative class—writers, poets, scriptwriters, and others—and fostering the discipline of creative writing, thereby supporting the “Creative China” strategy.
The creative transformation of contemporary Chinese literature necessitates reforming the system for nurturing and protecting literary talents, making universities hubs for cultivating innovative literary minds and fostering literary works. Post-World War II, the systematic and nationalized creative writing training in the United States and UK played a crucial role in their development as creative nations. The United States, for instance, employed state resources to promote creative writing programs in universities, such as funding institutions like the Iowa Writers’ Workshop, which became a significant sources for the American creative industry. We should similarly recognize and develop creative writing as a discipline, establish new mechanisms for nurturing creative talents, empower universities to cultivate writers and foster literary works, and introduce resident writers to make universities a pivotal destination for writers. Since its inception, the discipline of creative writing in China has gained recognition from approximately 100 universities. Prominent institutions like Fudan University, Tsinghua University, Peking University, and Tongji University have established related undergraduate courses, while about ten universities have launched master’s programs. Nevertheless, in comparison with creative nations like the United States and the UK, China still lag behind. The discipline of creative writing in the UK have produced Nobel Prize laureates, including Kazuo Ishiguro, the recipient of the 2017 Nobel Prize in Literature, who graduated from the Creative Writing Program at the University of East Anglia. In American universities, there are over 2000 active creative writing workshops, and a staggering 80% of professional scriptwriters and writers in the United States have roots in creative writing education. This systematic approach has not only given birth to schools of thought like anti-war literature and black literature in American literature post-twentieth century, but has also made the United States a global hub for creativity.
Market-oriented development remains the mainstream, yet absolute marketization is unattainable, and idolizing it is unwarranted. To promote the transformation and growth of Chinese contemporary literature and cultivate a creative China in literature, it is imperative to embed literary creation and appreciation within the national public cultural service system, ensuring their integral role in the nation’s cultural offerings. This integration enables writers to engage with communities as organizers and champions of literary activities, and interpreters of community life. Simultaneously, the public, through community-based creative and reading workshops, gains access to literary pursuits under the public cultural system, thereby elevating literary creation and reading to the status of a novel form of national cultural entitlement. This model is well-established in Western developed countries. Works such as Stephen Peter Healey’s The Rise of Creative Writing and the New Value of Creativity and Terry Ann Thaxton’s Creative Writing in the Community commend the integration of creative writing programs in humanities departments of Western universities with community-based public cultural practices. Creative writing students, literary artists, and humanities majors should embrace their civic duties, stepping beyond the classroom to volunteer in communities and embody their sense of citizenship and social responsibility. Conversely, the most effective path for creative writing evolves from university workshops to community spaces, creative cities, cities of literature, and ultimately, a nation thriving on literary creativity. In a creative nation, contemporary Chinese literary creation should uphold artistic pluralism, autonomy, and individual creativity, while bridging the divide between elitism and the grassroots. It’s essential to foster a diverse and autonomous artistic landscape that cultivates creative citizens. We must encourage public participation in building creative villages and communities, creative towns, cities of literature, and creative cities. By fostering a national identity rooted in creativity, we can protect and creatively rejuvenate traditional culture, reconstruct multiculturalism, export diverse values, and ultimately contribute to building a community with a shared future for a creative nation that thrives on diverse dialogue.
Advocating for the creative transformation of contemporary literature entails embracing pluralism as our guiding value, fostering a creative China in literature with diversity-oriented value system. With the rise of online literature, China has emerged as the world’s foremost producer of literary works, topping global rankings in terms of both the total number of writers and annual literary output. Some scholars have even likened Chinese web literature to Japanese anime, Korean dramas, and American Hollywood movies, collectively hailing them as one of the world’s four cultural wonders. However, it’s crucial to acknowledge that despite our prodigious output, China is not yet a literary powerhouse when considering the proportion of literary readers and writers within its overall population. From the perspective of average annual reading volume, China still lag behind in the international literary arena. Furthermore, Chinese people’s tolerance and inclusivity toward literary creation that embodies diversity-oriented value system, including embracing diversity in cultures, social classes, and values, remains limited. Lastly, in terms of exporting our literary works and exerting global influence, our position in the world of literature is far from being considered a leading force.
Without the construction of a creative country in literature, it’s unfeasible to forge a creative China in the era of the creative economy. Such a literary nation can cultivate a distinct Chinese style, shaping our image on the global stage, promoting the development of creative education in China, and fostering clusters of innovative talents. Creative works can nurture innovation and entrepreneurship, while the creation of literary communities, characteristic towns, and cities of literature (as recognized by the United Nations World Cities of Literature initiative) can establish a national system for literary creativity and output. This, in turn, will cultivate Chinese IPs and create a vibrant literary landscape that effectively utilizes creative symbols to tell Chinese stories. Conversely, if contemporary Chinese literature fails to transform and fulfill its creative mandate within the strategic framework of Creative China, it will be unable to consciously embrace its role and secure a place within the contemporary creative national strategy.
[Reflective Questions]
	1.
Is constructing “creative nation” the only way for future national development?

 

	2.
How to understand the “national mission” of literature in the era of creative economy? In response to the needs of creative nation, How should literature position itself?
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Abstract
With a global perspective and an emphasis on localizing the discipline through comparative thinking, comparative creative writing investigates how creative writing can contribute to East-West cultural studies. It also explores how creativity-oriented liberal arts education and teaching practices can emphasize aspects such as “cultural creation practicability” and “public service” through regional, national, and intercontinental comparative interpretations of “cultural mutual learning”. The development of comparative creative writing in China enriches the trajectory of creative writing, promotes the establishment of a unique Chinese creative writing discipline, and fosters positive connections between creative writing studies and the cultural and creative industries.
The later emergence of Chinese creative writing studies, in contrast to its earlier emergence in Europe and the United States, highlights a notable disparity, which underscores a established fact: Currently, the UK and the United States not only excel in technological invention and innovation but also hold a pioneering position in cultural creativity and innovation. However, the domestic academic community remains largely oblivious to this reality. Many scholars in China persist in the delusion that China is a cultural superpower, boasting about the vastness and richness of its traditional culture while neglecting the fact that Western countries, which are pioneers in cultural creativity and innovation, are powerful players in this domain and occupy a dominant position in the global cultural landscape.
Against this backdrop, as Chinese creative writing studies have taken shape and Chinese discourse construction has matured, the emergence of comparative creative writing studies becomes increasingly significant. It enables Chinese scholars of creative writing studies to conduct research within a broader global context, offering the field greater development prospects and helping them recognize their own shortcomings. Consequently, there is an urgent need for Chinese creative writing studies to integrate comparative literary methodologies and paradigms, such as influence studies, parallel studies, variation studies, and interdisciplinary studies, into the field. This integration would foster a fusion and intersection between creative writing studies and comparative literature, leading to the birth of the research paradigm of comparative creative writing studies.
1 The Birth of “Comparison”
At its genesis, the discipline of creative writing emerged only as a rebellion against traditional literary institutionalization. However, as it has evolved, it has undoubtedly assumed a global aspiration, spurred by the backdrop of literary and cultural industry globalization, serving as a catalyst in this process. (Initially, the global ambitions of the University of Iowa’s creative writing “workshop” were evident, particularly during the Cold War era of the mid-twentieth century, whether in its efforts to absorb war veterans and participate in the construction of global cultural industry hegemony.) From the late twentieth century to the early twenty-first century, the concept of a “creative country strategy” gradually emerged and was widely adopted as a “national strategy” by most developed countries, originating in the UK and Australia and subsequently spreading across Europe and later to countries like Singapore in Asia. Concurrent with this trend, creative writing studies, born under the dual backdrop of economic and cultural globalization as well as the globalization of the “creative country strategy”, were dominated by a strong cosmopolitan and internationalist tendency, ultimately becoming an institutional force in the “globalization” of literary disciplines. However, while a one-sided opposition to nationalism in ideology is undesirable, creative writing must adequately enrich national traditions. The nationality of writing still holds profound value in today’s era of cultural globalization. Literature has long been a pillar in fostering national identity and resisting “cultural hegemony”. National comparisons of creative writing studies and the emphasis on national discourse aim to “creatively reflect on the vitality of national traditions”. Therefore, comparative national studies and comparative studies of creative writing studies in the context of world history are crucial in enhancing the vitality of national traditions in literary writing.
As the field of creative writing studies advanced, historical research on this discipline gradually gained attention from the academic community toward the end of the last century, first emanating from the United States. Creative writing studies originated in the United States and were initially popularized within the liberal arts education of English-speaking countries. At the outset, the discipline focused primarily on teaching methods in liberal arts education spanning various age groups. However, since the 1950s, creative writing studies in Europe and America began to shift their focus toward the socialization of literature and historical research. By conducting a historical examination of the higher education system for African American literature, Butcher introduced the issue of civil rights for African Americans into the realm of creative writing studies, thereby pioneering a trend toward socialized research.1 Given the backdrop of the cold and hot wars, ethnic social issues, and other conflicts, early historical research on creative writing in the United States often centered on topics like the history of African American writing and post-war literary history. Scholar McGurl (2011) conducted a thorough and comprehensive study of the history of post-war American literature from the perspective of creative writing studies in his book The Programme Era: Postwar Fiction and the Rise of Creative Writing. He contended that, through its own process of socialization, this field significantly facilitated the historical progress of the civil rights movement and women’s rights movement in post-war America.
D.G. Myers (1993, 2006) examined the genesis and development of the American creative writing discipline through his articles The Rise of Creative Writing and his book The Elephant Teach: Creative Writing Since 1880, investigating the reasons and processes behind the formation of the American creative writing teaching community, including writers, educators, and literary critics. Dawson (2005), in his book Creative Writing and The New Humanities, traced the origins and development of creative writing studies in Australia, offering strategies on how creative writing fosters new humanities disciplines based on the socialization of poetics.
In addition to the research of creative writing disciplines history in English-speaking countries, including Europe, the United States, and Australia, emerging research on the socialization and cross-cultural development of creative writing studies has focused on comparative analyses of writing languages based on colonial writing issues and academic historical comparisons across nations. These studies have enabled comparative analyses by closely linking the academic histories and disciplinary transmissions of creative writing studies in developed countries such as Europe and America with those in developing countries in Asia and Africa. Through this approach, research in creative writing studies has begun to reconcile inherent tendencies toward globalism, nationalism, and earlier Western-centric perspectives, with a focus on diversification and comparison in language studies. The history of creative writing in French-speaking countries has become a breakthrough point for global and national history research in creative writing studies beyond English-speaking countries, while studies on the history of creative writing in African French-speaking and Indo-European-speaking countries often focus on the background of national independence struggles. Scholars like Blair (1976) have conducted in-depth investigations of folk tales, fables, short stories, dramas, and poetry in West and Equatorial African literature in her work African Literature in French: A History of Creative Writing in French from West and Equatorial Africa, making significant contributions to the study of African creative writing and its comparative research with world creative writing history. Gérard (1981) has also reviewed and assessed the history of creative writing in Africa using English and French as research languages. Furthermore, Naga and McGill (2018) have employed French as the medium of their study to investigate the development trajectory of creative writing in Canada. Their research offers reflections on the national cultural norms and cultural authorities that underlie Canadian literary practices. In Asia, Lim (2001) carried out a comparative analysis of the development history of creative writing in both Chinese and English languages in Hong Kong, criticizing the prevalent “Colonial Stereotype” in English creative writing works in the region. Separately, research has delved into the dissemination history of creative writing, focusing on “Asian English”, including studies on Singlish, Manglish, and Malaysian English, which have taken a comparative approach (Hashim 2007; Tay and Leung 2011). Additionally, there is a lack of direct research literature on the intercontinental or national history of creative writing in Portuguese and Spanish-speaking countries. Notably, Munoz (2013) has conducted interdisciplinary research that combines American contemporary creative writing history with ethnic anthropology, focusing specifically on the use of “Spanglish” in the works of American writers of Mexican, Latin, and Spanish descent.
Intra-comparisons of disciplinary development among developed countries, as well as comparisons between developed and developing countries, have gradually become important aspects of elucidating the developmental trajectory of creative writing studies and broadening the paths of sub-disciplinary research. From the comparison of disciplinary national development histories, a new direction of research focusing on “cross-cultural” and “intercontinental” comparative studies has emerged. Dawson (2005), in his book Creative Writing and The New Humanities, already employed a comparative research method, highlighting the high degree of similarity in the historical stages of development of creative writing in the UK and Australia. Udousoro (2006) conducted a comparative review of Nigerian creative writing works, revealing the inaction of the Nigerian national publishing institution and literature marketing system, by comparing between Nigerian and French creative writing, as well as between French- and Portuguese-language Nigerian creative writing. Furthermore, research into the history of creative writing teaching in the Russian language has entered the field of national comparative studies in European creative writing academia. Scholars like Kornilov Kornilova and Grigorenko (2016) compared creativity assessment systems in Russian and American creative writing teaching histories, noting the “cross-cultural invariance” characteristic in the development of Russian creative writing studies, which does not change due to language differences.
Due to historical reasons, the study of the birth, development, and dissemination history of creative writing in developing countries are often closely linked to their national colonial and dialectical writing histories, often leading to discussions on the importance of “localization” of dialects as literary languages, guided by comparative studies of creative writing in different countries. This tendency was first observed in Edadi Ukam’s (2018) article: The Choice of Language for African Creative Writers. In Africa, colonial languages such as French, Portuguese, Arabic, and English coexist with indigenous languages like Yoruba, Hausa, and Fante, forming a semantic blend. Ukam compares African “localized” dialectal creative writing works with English, French, and Portuguese creative writing works from Europe and America linguistically. He points out that, while the imposition of colonial languages accelerates cultural connections among various ethnic groups on the African continent, it has constrained the development of indigenous cultural identity. He advocates for the inheritance and promotion of indigenous culture in contemporary literary creativity. In the context of national comparative studies, he advocates for adopting a “globalized” disciplinary perspective to observe the future trends of creative writing studies in cross-cultural and interdisciplinary development.
Domestic scholars’ historical research on creative writing studies includes studies on specific periods and areas of development in foreign creative writing studies, as well as tracing the emergence, establishment, and development of creative writing disciplines in China. For example, there are studies on the post-war history of creative writing in the United States (Zhang Y. 2009), the evolution of the “workshop system” in American creative writing from 1936 to 1980 (Zhang Xue-yuqing 2015), and historical studies of creative writing in English-speaking countries such as the UK, Ireland, Australia, and Canada, encompassing the history of discipline emergence, development, and international acceptance (Ge Hongbing, Lei Yong 2017). Furthermore, research examining the education and teaching of creative writing in the UK and Australia from the perspectives of incubation, establishment, and growth periods (An Xiaodong 2020), a historical account of the localization of creative writing education and teaching practices at universities like the University of Edinburgh, the University of East Anglia, and Durham University in the UK (Gu Xingru 2020), and analysis of the history of creative writing studies in Canada from 1965 to the present (Zheng Yan 2020) are all notable Chinese language literature contributions to comparative studies of the national histories of creative writing in Western English-speaking countries.
The research achievements in the field of national comparison of Chinese creative writing exhibit characteristics of “interdisciplinarity” and “cross-time”, which are related to the attributes of “cultural creativity” and “industrialization” that Chinese creative writing studies has possessed since its inception. For instance, comparative studies on the construction of creative writing disciplines and their core values between China and the United States often emphasize the significance of creative writing as a critical approach to cultivating literary talents, promoting public cultural services, and facilitating the development of creative cities (Ge Hongbing and Liu Weidong 2017). There are also national comparative studies based on the educational and teaching systems and disciplinary histories of creative writing in China, the UK, the United States, and Australia (Dai Fan 2017; Lei Yong 2017). Additionally, there are more specific research directions in national comparisons, such as the comparison of cross-cultural creative writing between China and the United States (Li Shengmao 2018), the comparison of cultural and creative industries in terms of value chains, industrial chains, and property rights relations (Chen Pengfei 2019;  Song Guilin and Liu Weidong 2020), and the national comparison of creative writing methodologies from the perspective of comparative literature (Wen Ji-chang, Mu Feijie 2021).
Comparative historical research on the discipline of creative writing in China can be further classified into studies on the dissemination and reception history of Western concepts of creative writing in China, the Oriental perspective of global creative writing history, and the emergence and development history of Chinese creative writing disciplines from a global perspective. Scholar Song Shilei (2018) conducted in-depth research on the incubation and budding period of the indigenous and industrialized creative writing discipline in China based on a global perspective of creative writing history, complementing the East Asian segment2 of the dissemination history of Western-system creative writing. In terms of the emergence and development history of Chinese creative writing studies, Liu Weidong (2019) integrated the history of Chinese creative writing literary education, cultural industry, and cultural innovation, highlighting the characteristics of localization and industrialization within the Chinese context of creative writing. This research elucidated the logic of the evolution of textual creativity into cultural innovation products from the perspective of the creative writing discipline and emphasized the research approach of “creative-oriented theory” proposed by Mr. Ge Hongbing, establishing a unique comparative research approach based on “creative ontology” for national development. In addition, scholar Gao Xiaojuan (2021) conducted a visual analysis of the development process of the Chinese creative writing discipline using literature measurement statistics and quantitative analysis software, demonstrating meticulous logic and high academic value.
The discipline of creative writing, stemming from reforms in humanities education in Europe and America, has accumulated a century of heritage. While pioneering achievements have been made in the fields of disciplinary history, national disciplinary history, and comparative studies, innovative research in the field has been relatively scant in the past decade, especially in English-language literature where comparative thinking is underrepresented. Foreign scholars primarily examine the new appearance of creative writing through the lens of the trend of new media integration, with few considering its perspectives from literary industrialization and the industrial extension of creative sources. Despite a later start in China, the introduction and localization of creative writing studies have witnessed remarkable progress in the areas of industrialization, cross-cultural communication, and Sinicized theoretical innovations. Comparative research in this field has flourished, integrating disciplines such as industrial economics, sociology, and mathematical statistics.
The exchange of creative writing studies between the East and the West should strive to swiftly establish a comprehensive research landscape of the global history of creative writing and comparative studies of national histories. Based on this foundation, we should delve into the similar logics and distinct significance of creative writing within the economic, cultural, and political disparities between China and the West. Through cultural mutual learning, we should conduct thorough comparative interpretations and exploratory extensions, seeking cross-cultural understanding from the perspective of creative writing. In the Chinese context, it is imperative for domestic creative writing studies to identify theoretical and systematic exploration paths for “creativity-centered” cross-cultural interdisciplinary histories, cross-industry value addition in cultural and creative industries, and nonlinear cross-temporal comparative research. This is also the path toward constructing a “Sinicized” comparative creative writing framework with a global perspective.

2 Comparative Creative Writing Studies as a Field
From July 26th to 29th, 2022, the 23rd Annual International Comparative Literature Association (ICLA) Conference was held in Tbilisi, Georgia, with the theme of “Reimagining Literatures of the World: Global and Local, Mainstreams and Margins”. Why does world literature require reimagination? Why are issues related to mainstream and marginalization, global and local, still central to the discourse of “world literature”? In fact, the answers lie in the fundamental aim of developing comparative creative writing studies in China: to find a path to global engagement through indigenous strategies and to uncover local possibilities within global trajectories. It is a journey from the periphery (countries with latecomer creative writing and creative industries) to the mainstream (those who developed early), while also challenging and questioning the dichotomy that suggests later arrivals are sometimes more advanced in certain aspects, while those who arrived earlier are often lagging behind, or even regressive, in some respects.
The creative writing discipline, from its inception, has attempted to transcend narrow nationalist thinking and limitations of monolingual and monocultural traditions, which truly underscores its emergence. A hundred years ago, China underwent the “Literary Revolution” (China’s May Fourth Literary Revolution; in the United States, it was the revolution of creative writing studies), occurring almost simultaneously in the West. However, it is regrettable that, to date, we have little comparative understanding of these parallel literary upheavals, particularly in terms of their occurrence, development, and comparative outcomes. The absence of comparative analyses between these two revolutions is a glaring oversight. We have not studied the decline of traditional philology, rhetoric, and classics in the West a hundred years ago, nor have we examined the intergenerational shifts in language and literary development brought about by Western modern creative writing. Furthermore, we have overlooked the profound implications of the cultural industrialization transformation in Western society and the crucial role played by emerging disciplines like creative writing studies in driving this process forward. Notably, a similar literary transformation is also unfolding in contemporary China. As the construction of a creative society progresses, literature is experiencing a revolutionary process of industrialization and creativity. However, up to now, there has been no perspective of “creative writing studies” to compare the historical background in which Western creative writing studies emerged, the particularity of the literary issues they tackled, and the national peculiarities of the literary revolution in China at that time (the revolutionary change to a creative society under the background of cultural industrialization and literary industrialization). Therefore, research in this regard is severely lacking.
In fact, this kind of research is not only necessary for the creative writing discipline but also for the advancement of contemporary comparative literature. The current academic comprehension of literary research lags far behind the development of literary consciousness, primarily due to the failure to incorporate “creative writing” into its scope. The involvement of China’s creative writing community in comparative literature should not only enrich the “internal literary domain” of comparative literature through the “creative writing thread” but also break through the spatial limitations of comparative literature. We should not solely confine ourselves to the English-speaking world, but instead explore new battlegrounds, especially those previously considered as countries with marginal languages.
Similarly, for research on English-speaking countries, which tend to reside in an academic comfort zone, there is also a need to step out of the comfort zone of university confines and expand the scope of comparative research to include creative writing by immigrant groups, Black communities, Indigenous peoples, disadvantaged women, urban nomads, and the like, across various domains. We should not only focus on professional creative writing within higher education systems and industries but also to public cultural systems and community-oriented styles of writing that serve a public welfare purpose. We should engage in remote dialogue and comparisons with various emerging communities and subcultural writing groups in China. This is a kind of evocative framework. On the one hand, we seek potential avenues and forge new frontiers through the experience and achievements of others. On the other hand, we provide new explorative possibilities for their existing programs and achievements. Through such comparisons, they gain footing and renewal in the East, while our presence in the West enables them to understand our practices and efforts, correcting and developing theories and practical experiences through the collaboration of Eastern counterparts. Additionally, we receive attention and theoretical supplements from the Western perspective.
Creative writing studies emerged in the era of globalization of literature, especially in the globalization of cultural and creative industries. Not only is literature involved in a global dialogue, but also the world economy is transitioning from agrarian, industrial, and service economies to a creative economy. The creative nation movements that emerged in countries such as Britain and Australia in the late twentieth century have gained momentum. As part of creative industries, creative writing studies are also embedded in the international trend of constructing creative nations and industries. It cannot be denied that its economic basis lies in the cultural industrialization and development of creative industries. Within Chinese academia, the recognition of the “industrialized” and “creative” attributes of culture is concurrent with its “ideological attributes”, a shift that has only occurred in the past decade. The late emergence of China’s cultural and creative industries is due to both unique political economy and cultural reasons. The basic methods, problem consciousness, and theoretical concepts of creative writing studies should also emphasize the foundation of local culture, returning to the classical texts of various ethnic groups and countries to put forward persuasive arguments and viewpoints based on in-depth research of the texts.
As Professor Song Binghui mentioned in his keynote speech “Is the Literary World Flat? – A Reflection on the Moretti’s Methodology” at the 13th Triennial Congress of the China Comparative Literature Association, the rapid advances in technology and communication have “flatten” the world, allowing capital, technology, and information to transcend borders and converge into a single global market (Guan Rongzhen and Zhang Jing 2021). “World literature” has become a theory that necessitates distant reading, and humanity is now sharing a global corpus of literature to an unprecedented degree. The cultural landscape of this “flattened earth” built by the “world literary community” makes creative writing also need to confirm its position, viewpoints, and methodologies within an global comparative perspective.
In conclusion, the theoretical framework of Chinese comparative creative writing studies must adopt a comparative perspective. It cannot merely replicate Western theories or adhere only to traditional Chinese resources. At this juncture, it is particularly important to compare the adaptability of Western theories with the Chinese context of cultural industries and developmental environments. Here, it is important to emphasize the globalized backdrop in which creative writing studies emerged. We must be able to both enter and exit the “world”, which is the significance of the studies. The true value of this research lies in conducting in-depth comparative analyses to provide strategic guidance for the development of creative writing studies with Chinese characteristics. Ultimately, this field aims to support the construction of a creative nation, promote the development of a creative economy, and contribute to the intellectual and cultural revitalization of the Chinese nation. This is the basic mission of research in this discipline.

3 Move beyond the Inherent Boundaries of the Discipline
Creative writing studies emphasize both theories and practices. However, in the past, Western creative writing studies have misinterpreted this aspect. It has long been considered a purely “practical field”, stressing practicality while neglecting its theoretical dimension. Consequently, the degree of theoretical attention and construction has been insufficient, resulting in a theoretically underdeveloped state for the discipline. Of course, one of the main reasons for this is the predominant trend of pragmatism that emerged in the United States in the first half of the twentieth century, represented by John Dewey. Dewey believed that German classical philosophy had produced a national conception and philosophy that adapted to the German national character, which promoted Germany’s expansion abroad and served as the theoretical source for glorifying aggressive wars. The German classical philosophy “bestowed a universal character on these ideas with German characteristics”, ultimately becoming an accomplice in supplying theoretical resources for war and whitewashing the essence of Germany’s external expansion and aggressive behavior (Gong Shilin 2021). Dewey’s criticisms led to an anti-philosophical tendency in American philosophy, sparking a prevailing trend in the American academic community. Creative writing studies emerged in this ideological background and benefited from it. Its practicality and utility gradually shifted its focus toward the cultivation of practical writing skills and creativity, replacing traditional philology, rhetoric, and literary studies. At that time, and even today, many in the United States perceived it as a practical field, viewing it as a “counter-theoretical” movement in literature and philology. It led to the decline of traditional classics studies, philology, and literature, so shouldn’t it adhere to the path of “anti-theory”? Shouldn’t it define itself as a novel practical discipline emerging from an “anti-theory” (anti-disciplinary mechanization) context?
After World War II, the world entered an era of vigorous theoretical development, which had a significant impact. Literary theory flourished and even shaped the entire academic community (for example, in France in the 1950s and 1960s and in China in the 1980s). Beyond traditional historical philology and rhetoric, concepts and methodologies from linguistics, anthropology, psychology, and philosophy contributed novel perspectives to literary research, with luminaries like Sartre and Derrida emerging during this period. Despite this trend, the field of creative writing studies remained largely unperturbed, adhering to its “anti-theory” stance. It focused on utilizing expressive writing as a therapeutic outlet for veterans, while also engaging with the burgeoning post-war cultural and creative industries, such as literature, comics, and film and television. Through these industries, it successfully disseminated its influence globally, transforming American narratives into new global myths. This synchronization with the United States’ rise as a global cultural hegemon facilitated the export of American brands worldwide (even to its enemies in the Soviet bloc). Although its practices have often been questioned internally, they have rarely faced external scrutiny. Some even argue that its global outreach influenced the ultimate trajectory of the Cold War. At this point, it seems that creative writing studies did not require theoretical justification to convince its opponents, as it had no opponents.
However, the genesis of creative writing studies in China was not the case. Admittedly, the vast potential of cultural and creative industries has just begun to surface in China’s economic development over the past decade. Those who introduced creative writing studies in China had to commence from scratch, posing questions like “Can writers be taught?” to convince their peers. Despite this, Chinese language and literature studies’ classics, rhetoric, lexicology tradition, and classical hermeneutics are much more entrenched than those in the United States a century ago. These traditions dominate in domestic departments of Chinese language and literature, and creative writing studies theoretically faced a significant obstacle in China—the emergence of this obstacle was not coincidental. Chinese scholars must probe more deeply into the question of “whether creative writing constitutes a discipline” than their American counterparts. To persuade their peers to embrace creative writing, they must first secure their position within China’s academic ecosystem. In contrast, the establishment of creative writing studies as a discipline seemed less critical in its birthplace. Most criticisms stem from within the field, particularly practical concerns such as “Whether creative writing studies, which train institutionalized writers for the cultural industry, may hinder writers’ creativity?” In reality, the institutionalization and systematization of creative writing studies to establish it as a discipline has garnered limited attention in the United States, with scant discussion on this topic. Dianne Donnelly’s book, Establishing Creative Writing Studies as an Academic Discipline,3 stands out as a noteworthy contribution in this area. While its influence in the United States remains relatively limited (the fact that the book was immediately translated and published by Chinese scholars indicates that Chinese scholars are far more concerned about this issue than their American counterparts), it pioneered the integration of social criticism theory, psychological theory, and historical theory into creative writing studies. This endeavor aimed to establish a rigorous theoretical foundation for creative writing studies, albeit with the assistance of literary theory, as exemplified in Donnelly’s work.
However, the literary theoretical proposition confronting Chinese creative writing studies today is that it requires a unique theoretical discourse system, an original ontological, epistemological, and methodological framework that transcends the traditional bounds of philology, rhetoric, and lexicology. Establishing an independent disciplinary theoretical framework is crucial for convincing peers and securing a foothold in the Chinese literary landscape. This framework is not merely theoretical but has practical applications. For instance, it collaborates with reception aesthetics in cross-disciplinary comparative research to birth the “creative reading theory”. It also intersects with psychology to give rise to “healing writing studies (expressive writing studies)”. By integrating with historiography, it develops its own non-fiction biographical writing theory and family history writing theory. Additionally, its comparison and integration with cultural industry studies have acquired distinctive methodologies and domains specific to creative writing industry research. These cross-disciplinary comparative and integrated studies have significantly broadened the boundaries and enhanced the methodological depth of creative writing studies.
Therefore, emphasizing the independent disciplinary attribute of creative writing studies necessitates the enhancement of cross-disciplinary comparative and integrated research, which are complementary and the latter can support the former. Beyond the confines of traditional philology, rhetoric, and lexicology, concepts, and methodologies from diverse disciplines like linguistics, anthropology, psychology, and philosophy can buttress the cross-disciplinary fundamental theories in creative writing studies. Increasingly, the development of creative writing studies underscores the need for collaboration rather than competition among disciplines (justifying its legitimacy does not mean negating its parent and sister disciplines). Here, we reiterate that the advancement of creative writing studies requires dismantling disciplinary barriers and maintaining a posture of openness. Its progress relies on the collaborative efforts of both closely aligned and peripherally related fields.

4 At the Discontinuities of Time
The destiny of creative writing studies in China is intertwined with the aspiration to transcend the constraints imposed by the existing institutional frameworks and disciplinary systems in higher education. Its academic legitimacy cannot be grounded in the rejuvenation of traditional composition studies or a parasitic reliance on the current Chinese academic system. Rather, it must navigate its severed historical ties (as the discipline of writing studies no longer exists in China in its original form). To this end, it requires a broader academic history survey that spans both Chinese and Western traditions, from ancient times to the present. This survey will facilitate the reconstruction of its own history, identifying historical continuities and addressing a range of longstanding fundamental issues in a historical context. Additionally, it should focus on the “events” at certain historical turning points, a comparative study of “events” in dynastic history, and a cross-temporal comparison. In the Chinese context, this involves comparing the genesis of creative writing as a discipline in contemporary times with its inception in the West a century ago, offering a cross-temporal comparison.
The evolution of creative writing studies is not a linear progression, which underscores the importance of cross-temporal research. Within current domestic research, our global comprehension of the development of creative writing studies lags considerably behind the rapid growth of creative writing and its industry. Some argue that we remain entrenched in pre-1920s Western perspectives, such as the debate on whether literary writing can be taught. Conversely, there are also areas where we are synchronized with or even surpassing contemporary Western thought, exemplified by the construction of a creative ontological literary perspective. Indeed, this “cross-temporal comparative study” spanning time and space is not only possible but also necessary in any field bridging China and the West. For instance, the emergence and growth of cultural and creative industries in Europe and America during the 1950s and 1960s established them as global leaders in this field. Conversely, China’s journey in this realm began half a century later, in the early twenty-first century. Such comparisons constitute a profound cross-temporal study between China and the West. Concurrently, there exists cross-temporal comparative research within our own spatial, cultural, and disciplinary frameworks. This research delves into writers, their works, creative phenomena, industrial trends, and educational practices at pivotal moments, aiming to construct a contemporary, macro-level understanding of the internal development of creative writing studies.
The aim of nonlinear cross-temporal comparison is not merely to examine differences. On the one hand, it serves as a tool for reviewing and reflecting on the historical development of our discipline, or “reflecting on history”. Through this comparison, we investigate the reasons behind the hindrance of effective creative writing strategies in their evolution, as well as the factors that enable ineffective approaches to persist in historical dominance for extended periods. Our objective is to establish a common ground for comparing different time periods by identifying a shared perspective across eras4—a task that demands our immediate attention. For instance, in the study of the Iowa creative writing “workshop”, we must consider its backdrop during the Cold War era between the United States and the Soviet Union. Interestingly, this context resonates with a parallel in the distant East. The Lu Xun Academy of Fine Arts in Yan’an, a precursor to modern Chinese creative writing, developed the “Mao Zedong’s Line on Literature and Art” against the backdrop of the War of Resistance against Japanese Aggression. Its training model emphasized “worker-peasant orientation” and “folklorization”, focusing on the ideological slant of writers’ thoughts, thus establishing Yan’an as the heart of leftist literature in China (a revolutionary literary holy land where left-wing youth converged at that time). However, Iowa, also under the influence of international struggles, took a different trajectory, promoting the writing enterprise (community public culture) and the writing industry (the growth and prosperity of Iowa’s literary publishing sector ultimately led to it being recognized by the United Nations as a world city of literature). Here, the workshop approach in Iowa differs significantly from the Yan’an model, making such cross-temporal comparisons indeed significant.
On the other hand, this comparison strives to uncover the “continuity” amid developmental nodes that seem disconnected in time, a continuity that is more profound than mere linear continuity. It empowers us to transcend temporal and spatial boundaries, revealing the “logical sequence” that traverses time and space within the “history” of creative writing studies. To align our research with the global scope and aspirations inherent in the field of creative writing, it is imperative to engage in broader comparative dialogues with the diverse and vibrant developments in creative writing studies (pre-creative writing studies, creative writing studies in the context of Europe and the United States) that have occurred globally over the past century. “There are too many artifacts and lives that have vanished in the long river of historical development” (Xu Jie 2021). By capturing glimpses of this nonlinear continuity, we may revive those individuals and events that have been lost to the national and global narratives of creative writing studies on the other side of the world.
Furthermore, this cross-temporal comparison is not confined to within-series comparisons; it can also be extended to comparisons across time series from different countries. Distinct historical eras carry unique temporal signatures. Consider, for instance, the remarkable parallels between the creative outputs of the female writing community in Beijing’s lower strata during the 1920s, which had a spontaneous workshop-like quality, and the migrant worker literature emerging in Shenzhen during the 1980s and 1990s, known as factory writing. Concurrently, in the United States, amateur female writers were crafting novels like Twilight. Notably, the author of this book, Stephenie Meyer, wasn’t a professional writer. Another noteworthy example is Fifty Shades of Grey. Was it penned by a woman? Absolutely, and a middle-aged one. It’s a sexual fantasy crafted by a stereotypical American middle-class housewife amid her mundane daily routine. So, what’s the link between these three examples? Is it truly pointless to establish a research framework that bridges them through a comparative lens?
Contemporary creative writing has diversified and expanded, taking root both on college campuses and in the community (public cultural service areas), operating within large industrialized cultural and creative industrial institutions, and even blooming in the solitude of study rooms and bedrooms. It can arise during the publication process of a masterpiece or even in a hospital ward (expressive or healing writing). This writing can materialize as written text, manifest as artistic performances (artistic behavior activities or community healing dramas), and much more. As a result, the “time” series has been fragmented. The cross-temporal and cross-series comparative study of creative writing aims to reconstruct these fragmented moments, enabling it to transcend the constraints of time and space and foster positive dialogues on transnational and global scales.
Today, creative writing studies should no longer confine itself to an isolated discipline. It rejects the constraints of traditional language and literature studies, classics, and rhetoric, yet seamlessly integrates various aspects of these traditional fields. It bridges gaps within literature, reuniting literary history, theory, national literary histories, and even comparative literature. As a comprehensive discipline, it fosters cohesion not only between different “disciplines” but also between “non-disciplines” and “disciplines”. On its platform, it is reconstructing a new blueprint for literature. In this sense, it resembles a newborn infant yet possesses a formidable “phantom-like” presence from its inception.
Given the current status of the established discipline of creative writing in China and maturing Chinese discourse system, there is an urgent need to construct a research framework for comparative creative writing studies that embodies the characteristics of “localization” within a global perspective. This framework can be achieved by integrating the methodologies of creative writing studies with those comparative literature, thereby forming an independent “sub-discipline” research path. Through such comparative interpretations, we can explore how creative writing studies intersect with East–West cultural studies, as well as academic perspectives on pedagogical practices in humanities education based on creativity.
The Chinese school of creative writing studies not only needs to research the unique characteristics of Chinese creative writing and interpret Chinese works but also should grasp the power of discourse and play a leading role in addressing issues related to the creative patterns of Chinese works. Moreover, it should propose Chinese solutions to fundamental theoretical issues and practical directions of global significance. The discipline should contribute more significantly to Chinese literature’s participation in global dialogue and enhance the international visibility of Chinese writing, thereby securing recognition for Chinese writers worldwide. It should also play a greater role in cultivating global writing talents and nurturing a large-scale circulation of literary works.
In the future, comparative creative writing studies will increasingly align with the Chinese creative writing practice and the literary and industrial perspectives of Chinese creative writing scholars. It will emphasize the need for theoretical breakthroughs to highlight the “cultural and creative practicality” and “public service nature” of the discipline. Through nonlinear comparisons across different time periods, it will engage in reflection on literary history and, comparative analysis of its own disciplinary development sequences, and uncover the significance and methods of contemporary literary research based on the “Creative Ontology” approach and comparative creative writing discourse. Simultaneously, this localization of comparative creative writing studies demonstrates the potential of the Chinese creative writing community to influence the overall development trends of global creative writing studies. This will allow unresolved issues in Western creative writing research, such as the path to literary industrialization, the innovation of traditional humanities education, and the provision of literary public cultural services, to be examined in light of the conclusions and achievements of Chinese comparative creative writing studies, which incorporate innovative research paradigms and unique practical experiences from the Eastern perspective.
[Reflective Questions]
	1、
What are Comparative Creative Writing Studies?

 

	2、
How can we pioneer the research in Comparative Creative Writing Studies?

 

	3、
What are the positive implications of pioneering research in Comparative Creative Writing Studies for the development of creative writing studies?
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Footnotes
1Phillip Butcher, Creative Writing in the Negro College, The Journal of Negro Education, col. 20, No.
2, 1951, pp. 160–163.

 

2Scholar Song Shilei’s article Historical Analysis of the Acceptance and Dissemination of Creative Writing in China (1959–2009), published in the 8th issue of the “Writing” journal in 2018, is a groundbreaking comparative study of creative writing studies that include an academic perspective comparing mainland China with Hong Kong, Macau, and Taiwan.

 

3Dianne Donnelly, Establishing Creative Writing Studies as an Academic Discipline. Trans. Xu Daojun, Wang
Yumeng. Shanghai University Press, 2019.

 

4When creative writing first emerged in China, Fudan University invited Yan Ge-ling. Yan Ge-ling then connected
Fudan University with John Schultz. John Schultz was working at Columbia University in Chicago during his prime
years. When Schultz came to China, he was already in his seventies. There was a gap of several decades
between them. This historical echo of cross-temporal and cross-cultural creative writing precisely constitutes an
interesting phenomenon in the development of Chinese creative writing studies and world creative writing studies.
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Abstract
This chapter discusses that the discipline of creative writing in China has passed through two stages: introduction and establishment, and is about to enter the stage of sinicization in creation. As for the sinicization of creative writing, it is necessary to establish a Chinese style, “Chinese Discourse,” and a “Chinese School.” Consequently, a comprehensive study of the Western history of creative writing, its Western origins, and its adaptability is required. Additionally, it is essential to define its deviation from reality in the context of Chinese characteristics, initially develop a new literary theory system, and simultaneously strive to construct the “Chinese Discourse System.”
The development of a discipline in China typically goes through several stages, commencing with the absorption and introduction of foreign theories and perspectives, followed by the construction of the discipline’s fundamental framework and theories, the creation and innovation of disciplines with Chinese characteristics, and ultimately, the gradual emergence of Chinese schools. Currently, the creative writing discipline in China has made significant progress from the early translation of Western theories and textbooks and studying the history of creative writing in the West to the construction of creative writing theories (ontology, composition, criticism), teaching theories (ability assessment, potential stimulation, workshop teaching), and research on external relations of the discipline (creative writing and creative industries, creative writing and community public cultural services). If the discipline can integrate with China’s cultural construction mission and cultural influence-building tasks, actively undertake missions from the perspective of national cultural originality, closely align creative education with creative industries and cultural undertakings, and simultaneously prepare for the theoretical and practical integration with China’s writing teaching tradition, Confucianism, and Buddhism (Zen), it is destined to yield high-quality outcomes, ranking among the world’s leading creative writing disciplines and forming Chinese schools.
1 Constructing the Chinese School of Creative Writing Discipline: A Necessity for a Creative-Driven Society
If we count from the spring of 2006, it has been more than a decade since the outbreak of the Western financial crisis, primarily marked by the American subprime mortgage crisis. This crisis was multifaceted, stemming notably from the global relative surplus of material production, coupled with a relative shortage of spiritual production (both of which including global imbalances). The driving force of the world economy has shifted from material productive forces (like labor, capital, scientific and
technological innovation. etc) to a combined driving force of material production-driven and cultural innovation-driven
approaches (like the continuous development of the creative industry increases the supply capacity of
spiritual and cultural products, meeting the spiritual and cultural needs of humanity). The world economy is evolving from a single-factor economy to a dual-force-driven economy.
Since Blair proposed the “Creative Nation” project in the UK, the value of creative industries in London has accounted for a quarter of its GDP, and the situation is similar in New York. However, the Western financial industry has not realized this. The finance sector has not yet adapted to the economic transformation driven by cultural creativity; instead, it heavily relies on real estate mortgages. Their excessive dependency on real estate has led to an increasing inflation in real estate valuations (the valuation of creative industries all based on continuously inflated real estate collateral). Ultimately, there will be a collapse. This is a problem that the Western economy and theory have not solved.
The creation of the creative writing discipline with Chinese characteristic and the formation of the Chinese school are of great necessity. As China’s economy shifts from a single-factor economy to a dual-force-driven economy, there is a pressing need for theories of creative economy and creative culture with Chinese characteristics, which undoubtedly rely on the sinicization of basic discipline of creative writing and the birth of the Chinese school. Currently, although the discipline of creative writing in China has gone through the initial stage of development and localization, entering the fast lane of development, there are still many individuals who remain unconvinced, and the situation can be broadly categorized as follows:
The first type holds the theoretical view that creative writing is not an independent discipline or scientific theory. Such individuals are predominantly traditional literary professionals, however, there is further diversity within these professionals, who can broadly be categorized into two main types.
Those who adopt the perspective of Chinese Classical Literary Theory and the study of History of Ancient Chinese Literature strictly adhere to the fundamental principles and methods of ancient Chinese literary theory, focusing only on the study of ancient Chinese literary practices, and do not accept the fact that cultural creativity can be industrialized or that culture can be consumed. They uphold the ideas of Laozi, Zhuangzi, and Confucius, believing that the humanities curriculum should teach humanistic spirit and basic qualities, and that students’ empirical skills or job-seeking abilities are not included. They believe that literati are either useless or, if they engage in economic activities through writing, they lose their purity as literati. In their eyes, spirit should not be contaminated by material, and literature should not be associated with “industry”. Once literature is industrialized, it is no longer something they want to study or teach. To oppose or abandon such a basic belief would contradict their self-proclaimed role as protectors of ancient Chinese literature and Eastern humanistic spirit. They would also fail to become mainstream Chinese literary theorists, educators, or literary historians. This represents their inevitable denial of the basic aspects of the creative writing discipline.
Another group comprises contemporary literary historians and critics. They once enthusiastically studied contemporary literary practices, but were perplexed by the industrialization of literature, the continuous erosion of paper literature by online reading, and the increasing dominance of popular literature over pure literature. Drawing inspiration from Western studies on creative writing and creative industry theory, they perceived that creative-driven cities show great creativity in their culture, which accounts for an ever-growing share of GDP. They hope that there will also be global leading cultural centers and creative cities in China. However, such a creative drive has yet to materialize in China, while Western cities of this kind have often been severely impacted by economic crises. The activation of China’s literary creation, cultural innovation, and cultural and creative productivity still faces various constraints. These phenomena have led to doubts about the validity of creative writing and creative industry theories. They were left confused, disappointed, and questioning the value of their research. Some have even denied the possibility of true creative-driven economies and market-oriented operations of creative culture in contemporary China.
The second type comprises ordinary students or the general public. Most of these individuals have only learned some basic creative theories and writing techniques. They believe that creative writing is no different from our traditional writing theories. However, they fail to recognize the fundamental differences between traditional writing pedagogy focused on rhetoric and modern creative writing research centered on creative thinking. They deny that the management of creative thinking and creative activities can be studied or taught, and that creative writing is a new discipline under the background of creative industry. Instead, they believe that creative writing has long existed in ancient China. For them, the study and introduction of creative writing and the creative industry merely serves as a pretext for Western theories to erode Chinese culture, essentially indicating the inadequacy of socialist culture. Socialist cultural production and education do not need Western disciplines like creative writing to meddle. Why has creative writing become a discipline in the West, supporting the development of the creative industry, and what is its relationship with Western theories? What is the situation in China in reality? They neither have the patience nor the ability to contemplate such questions. In their view, these issues simply do not exist and do not need to be considered. Anyway, these theories have not been feasible in the West, so there is even less need for them in China. In their point of view, although online novels have a large output nowadays, the number of quality works is few, which precisely proves that these theories are ineffective.
There are several broad reasons why these people above do not understand the discipline of creative writing:
First, the most fundamental objective reason lies in the inconsistencies between Western creative writing theory (not only in conclusions but also in terms of descriptions and analyses) and China’s real development. Over the past century, the Western economy, especially its cultural and creative economies, has taken a completely different path from China’s “ideological cultural creative economy”. China’s ideological attributes and the backwardness of its “creative economy” differ substantially from the Western descriptions and summaries of creative theories and writing practices. This divergence is primarily evident in the following three aspects:	(1)
Western theories of the creative writing discipline analyse the development of the discipline and the laws of education and creativity under the Western education system. The Western discipline of creative writing analyses the problems of creativity-driven and cultural originality in a freely competitive capitalist economy, and in particular in the mature forms of the freely competitive cultural and creative industries.

 

	(2)
Western theories of the creative writing discipline are primarily confronted with a picture of cultural industries in a post-industrial world landscape. Internally, they deal with the relative material affluence under “developed capitalism”, characterized by the commercialization of social structures and a substantial population of scientific, intellectual, skilled professionals (such as accountants, lawyers, teachers, sports stars, singers, actors), and individual operators (such as family farmers, small or micro-business owners). These constitute a large, distinct cultural consumer class distinct from ours. Externally, they adopt a “cultural colonial export model”, representing a post-industrial cultural capitalist pattern, which differs significantly from China’s ongoing industrialization, incomplete urbanization, and the lack of a fully developed middle-class cultural consumer base. In China, the focus remains heavily on internal material production mainly serves the educational needs of the domestic population in terms of ideology.

 

	(3)
Western theories of the creative writing discipline advocate freedom of creation, freedom of speech, and freedom of publication, rarely describing the role of the state. However, it is clear that contemporary socialist countries’ immense regulatory function and role in the socioeconomic sphere, particularly in the cultural economy, is incomparable to that of the West. Traditional materialist theories recognize the enormous role of science and technology in the economy and the substantial role of material production in the economy. However, they primarily explain labor-intensive production modes. One of the main characteristics of contemporary cultural and creative economies is that cultural creativity has become a significant driver of social development. The status of labor (pure physical labor) in production and society has declined, and the meaning of labor has been reinterpreted. The status of intellectual labor and its derivative rights, including intellectual property rights, creative production, and creative copyright, has become elevated.

 



Secondly, in the process of introducing the discipline of creative writing, there have been misinformation in publicity and teaching. As mentioned earlier, there exists a significant disparity between Western creative writing theory and Chinese social practices. The introduction necessitates a thorough understanding of its fundamental principles. However, this has not been adequately done in China. Initially, academia and higher education institutions in China paid little attention to or even resisted it, followed by as sudden rush to embrace it. Without in-depth research and the introduction of talents, some universities blindly launched programs filled with false creative writing with a little traditional writing teaching foundation, which is not even literature writing or industrial writing. These universities merely gathered a few teachers who teach official writing and applied writing, and concentrated a little basic writing teaching talent, and then they were busy under the banner of creative writing. They even set up undergraduate and master’s degree programs in creative writing and build creative writing departments and colleges of creative writing. This has misled many students and teachers, either deeming creative writing as useless or as a pseudo-discipline, or believing that creative writing in China is not yet mature enough to be of practical use.
The superficiality, excessive promotion, dogmatism, and even banalization of creative writing are serious issues in contemporary China. During the initial phase of introduction, dogmatism and populism are more easily accepted by the masses. However, the practitioners of this discipline themselves are also becoming oblivious and trivialized, which is unacceptable. Currently, the fundamental problem lies in the low theoretical level of researchers and teachers in creative writing. The majority of this workforce consists of individuals who transitioned from traditional writing studies, among whom a lack of clarity and depth is not an uncommon phenomenon.
Thirdly, the role of perspective and values is becoming increasingly apparent in contemporary Chinese theoretical and academic circles. Cultural creativity and creative writing are fields with strong value orientations, and thus, individuals with different perspectives and values naturally adopt different theoretical orientations. Should the cultural creative industries adhere to market rules or prioritize the creative rights of original products? How to evaluate and monetize creative rights as capital or labor? So far, China has only recognized designers but not creators. Designers are those who express creativity through drawings, they can get salaries and posts, while the creators who write with words fail to get salaries and posts, and they are often called “secretaries” and “copywriters”. The salaries these creators get cannot reflect their values. As a matter of fact, there is no such salary system and post arrangement to reflect this value. Establishing a creative professionals’ association in China and evaluating and assigning job titles to creative professionals remain distant goals. Furthermore, the manifestation and implementation of national will in these fields pose further questions that require step-by-step clarification. In short, we are confronted with the challenge of adjusting labor value theory to account for contemporary creative labor.
Fourthly, the theoretical form also contributes to the issue. Most mainstream Western theories of creative economy and creative writing are derived from empirical research in education and teaching, quantitative modeling in research economics, and research in experimental psychology, with quantification and empiricism being the mainstream directions. However, the field of Chinese literary and cultural studies is rife with book worship. For instance, a Ph.D. student studying Li Bai may never have explored the natural landscapes portrayed in his poems. Similarly, a Ph.D. student studying Jia Pingwa may never have visited the author himself. This study of discourse producing discourse has become the norm in the discipline of Chinese literature In contrast, Western creative writing discipline identifies themselves as a “field of practice” based on creative economy and emphasize the importance of frontline engagement and practical application. They require scholars and teachers to participate in creative economic practices, cultivate an individual “voice” through projects, and derive academic insights from experiences. There is a lack of foundation in China’s literary theory for the study of stimulation and quantitative evaluation of creative ability. These scholars are unable to understand the direction of this discipline, and some even believe that “creative writing” is only a field of practice rather than a discipline.
The traditional Chinese literary discipline basically uses the idea of speculative philosophy, with strong philosophical characteristics, and even classification is not achieved. Rigorous classification marks the true maturity of a discipline. While introducing the discipline, the author has been committed to exploring the theory of novel typology and pioneering the creation of Chinese modern novel typology, aiming precisely to address this issue. The speculative philosophical approach of traditional Chinese literary studies often captivates young students, allowing them to qualitatively critique social phenomena with a mere grasp of basic terminology and literary examples, without the need for rigorous logic or reasoning. This mindset and disciplinary inertia have led some young students to believe that humanities disciplines do not require empirical evidence or quantification, thereby fostering a disdain for the methodologies and research of creative writing disciplines.
For a long time, Chinese humanities disciplines, especially those of literature, have formed a series of drawbacks, such as stressing theory while overlooking practice, focusing on criticism based on theory while neglecting theoretical construction and inquiry, and prioritizing reductive analysis over qualitative analysis. Many people oppose creative writing solely because it is highly practical, believing that its theories are merely “empirical” with no depth, unable to criticize reality or satisfy their requirements as “critical weapons” for evaluating society. In fact, the theories and practices of the discipline are oriented toward creation and entrepreneurship. Conversely, some individuals, though theoretical giants, are practical dwarfs, lacking practical skills and rejecting or opposing practical application. To address these issues, the creative writing discipline needs to be thoroughly localized. As mentioned earlier, China has entered a creativity-driven era, and in the future, China requires the intervention of this discipline to raise and solve Chinese issues, ultimately presenting unique answers to the world.

2 The Presentation of the Literary Perspective of Creative Ontology in the Chinese Academic Community and Its Effects
Traditionally, our discussion of literature tends to adhere to a dichotomy: ① a dichotomy between pure literature and genre literature, where the former is considered pure literature and the latter impure; ② a dichotomy between pure and popular literature, where the former is of a higher grade and the latter lower. From these arise the dichotomy of “soul writing” and “body writing”, suggesting that elegant and pure literature are written by the soul, or at least for the soul, while genre and popular literature are written by the body, or for desires. The reason is that, the ontological thinking in traditional literary view is dichotomous, reflecting the dichotomy between reflectivism and expressionism. However, those adhering to reflectivist ontological view often insist on a writing view of soul writing, whereas they seem to be the ones who should uphold “the primacy of matter and the secondariness of spirit”; while those adhering to expressionist ontological view often hold a view of body writing, whereas they should seemingly adhere to a spiritual supremacy. In all these cases, we can easily discern various forms of confused logic, even without a thorough discussion of the logical starting point: What is the soul? What is the body? How does writing “serve the soul”, and how does it “serve the body”? In the literary field, what constitutes the primary and what the secondary? Is there an “ontological” being that transcends the traditional dichotomy, combining subjective and objective aspects? If so, how do we unveil it, and what significance does its revelation entail?
The birth of the creative writing discipline has introduced a brand-new perspective on literary ontology. Scholars in this field have put forth a view of literary essence based on creativity ontology.1 This concept argues that the essence of literature lies not in “matter” nor in “spirit” but in seeking a creative writing perspective that examines the interplay between the two, providing a fresh approach, “creative ontology”, to seeking this essence. For the creative writing discipline, the essence of literature should be founded on the creative integration of “matter” and “spirit”, yet it transcends the dichotomy of the two. Creativity is a reflective relationship that emerges from the intertwining of material practice and spiritual activity. This relationship transcends both pure practice and pure spiritual activity, embodying a “creative activity and its outcomes (creativity)” that unite the two. The greatness of Dream of Red Mansions cannot be attributed to “what it reflects (what it portrays)”, nor can it be clarified by “how it was written (what progress had been made in writing techniques)”. What truly makes it great is that Cao Xueqin, through his observation of worldly practices and grasp of self-spiritual activity, created a kind of “creativity” rooted in and above the two. This creativity is manifest in his creative shaping of characters and their spatiotemporal settings. By introducing characters and scenarios unprecedented in literary history, he has crafted unique literary “wonders”. Thus, the literary view of creative ontology focuses our attention on the “creativity” of a work. Judging a work and defining its position in literary history by creativity (indeed, creativity also serves as the foundation for a literary work’s potential for industrialization), we are liberated from the limitations of reflectivist, evolutionary, and humanistic literary historiographies. This is a brand-new creative ontology in literary view of development and values.
Similarly, the literary view of creative ontology has also presented new perspectives on literary view of creation and criticism. As mentioned earlier, traditional literary perspectives divide literature into pure and genre literature, as well as elegant and popular literature, overemphasizing novelists (those focused on narrative technique experiments) and literary figures dedicated to so-called spirit writing, while underestimating and neglecting genre and popular literature creation. The traditional scope of literary disciplines often fails to accommodate excellent popular works, leading to a paradoxical situation where “the more popular works are excluded from class, while the less popular, or even unread works, are discussed frequently in class”. This view precisely breaks this limitation in terms of creation theory, shifting the focus toward industrialized writing, addressing issues of writing typology, constructing novel typology, conducting systematic research on novel typology, and seeking “typological grammar” for novel type creation to enhance the creators’ “skill level”. In terms of criticism, the literary view of creative ontology has also opened up new perspectives. The reason why traditional criticism cannot reach the “creator” or produce a kind of criticism close to the “creator” is because traditional perspectives often critique literary creation from reflectivism and its extended theories such as “spirit writing/body writing”, “pure/popular literature writing”. Traditional ones often apply a unified literary standard or a single literary concept to all literary works, treating genre writing with the so-called “pure literary concept” and approaches “popular literature writing” with a concept of high spiritual standards or moral writing, which often leads to a failure to touch upon things. It fails to analyze genre creation with the concept and means of combining the theory of “creative rules” and “narrative grammar of genre novels”, and it fails to analyze popular works with the concept of “literary industrialization”, so it is unable to recognize the influence of mainstream and dominant artistic styles such as film and television on the “industrialization” of literature. Literary criticism from the perspective of creative ontology should be typological, introduced after the theory of genre novels and the concept of creative rules. This perspective opposes the dichotomy of elegant and popular, proactively embraces an industrial perspective, studying creation through a genre-specific standard, and thus fostering literary criticism that has made the discipline highly self-conscious through typification.
“Creativity” is dynamically generated. Primary creativity is primitive (textual or conceptual), often not entering the market in its original form, necessitating a transformation. This transformation is not simply catering to public tastes or superficial changes in appearance but a process of re-creativity, which we call secondary creativity. Its endpoint is industrialized creativity, namely industrialized creativity.
The uniqueness of the creative industry lies in its utilization of a distinct production factor: creativity. Creativity, a fusion of rationality and sensibility, is both elusive and undeniably existent. While creativity is cognizable, traditional artistic creation theories often overlook its significance, preferring to dwell on technical proficiency, materials, and other instrumental aspects. This contrasts sharply with the creative writing approach we champion, which elevates creativity to the forefront, with writing taking a secondary role. Contrary to the traditional view that writing is paramount, creative writing assigns primacy to creativity. Furthermore, as times evolve, the traditional composition studies’ confinement to the realm of literature and art has become increasingly outdated. To address this, creative writing advocates a broader scope, encompassing the perspective of cultural and creative industries. It classifies writing texts into three categories: appreciation-oriented reading texts, production-oriented creative texts, and functional utility texts. By doing so, creative writing studies not only expand their research on creativity beyond creation theory but also introduce it into the realm of industrial creativity, or secondary creativity.
From this perspective, creative writing reinterprets the essence of literature in a manner that diverges from both the objective reflectivism and the subjective expressionism. It connects internal and external literary research, exploring the essence of literature within the creative industry chain. The creative ontology of literature provides us with a theoretical arsenal, enabling us to gain a deeper understanding of the literary industry.
If the heart of literature beats with creativity, then it naturally falls under the umbrella of the creative industry, emerging as one of its foremost front-runners and a paramount barometer of artistic originality. The literary view of creative ontology maintains that its true worth lies in creativity. The industrialization that unfolds through the interconnected chain of literary creation, publication, and reading represents the industrialization of primary creativity, a collaborative effort between writers and publishing professionals. However, the industrialization of literary creativity does not end there. It encompasses secondary creativity as well, encompassing the long-tail impact generated by the downstream processing and transformation of other creative industries, including film and television, animation, gaming, theme parks, tourism, advertising, and beyond. This viewpoint arms the literary theory and criticism circles with theoretical ammunition to grasp the “industrialization” of literature. The traditional understanding of the essence of literature fails to penetrate the realm of the literary industry, lacking both perspective and interpretative scope. Often, it views literature as a solely spiritual pursuit, unable to acknowledge the fact that “literature” stands as “a crucial front-end link in the creative industry chain”.
The Chinese approach to creative writing discipline must be firmly grounded in the construction of a literary essence perspective centered on creative ontology, along with the establishment of its systematic literary theory. This framework encompasses the systematic construction of the creative ontology theory of literature, creative writing theory of literature, creative criticism theory of literature, the historical development theory, the industry theory, and the cultural undertaking theory of creative literature. This original theory, bearing distinct Chinese characteristics, not only secures a unique “charter” for the Chinese creative writing discipline within this domain, but also enables the discipline to contribute valuable insights to the broader field of literature.

3 Constructing Chinese Discourse: The Stimulation of Creative Potential of Zen Theory and Its Quantitative Evaluation Research
The fundamental starting point of the theoretical framework of creative writing discipline lies in the primacy of creativity and the secondary nature of writing. This discipline focuses on studying the laws of creative thinking and fostering its cultivation and stimulation. In this field, the West has preceded us, establishing two primary approaches in the history of creative writing: psychology and spiritualism. Nevertheless, constructing the Chinese discourse that aims to stimulate creative potential holds significant promise. For instance, Lei Yong argues that an author’s mindset safeguards his creation, preserving not only the state of creation but also the level of creativity.2 He suggests that Zen meditation can serve as a conduit to enhance an author’s mindset. In fact, this practice has repeatedly proven its effectiveness among certain authors in Taiwan, China, such as Lai Shengchuan. When he experiences a creative block, he often retreats to temples for Zen meditation, where he could relax and regain creative energy through focused meditation.
“Zen” is a shortened form of “Dhyana”, derived from the Sanskrit word “dhyāna”. In Buddhism, it’s considered one of the “Six Perfections”. The Ṣaṭpāramitā (Six Perfections) are: Dāna (Giving), Śīla (Morality), Kṣānti (Patience), Vīrya (Diligence), Dhyāna (Meditation), and Prajñā (Wisdom). Collectively, these practices lead one to “reach the other shore”, or the Blissful Realm.
As a core Buddhist practice, “Dhyana” involves restraining one’s thoughts and avoiding external distractions. Through introspection, practitioners aim to achieve a state of tranquility by clearing the mind of worldly thoughts, which in turn fosters wisdom. Calmness breeds tranquility, and meditation brings clarity. “Dhyana” represents a harmony between tranquility and wisdom. In Zen Buddhism, a “pure and undisturbed mind—free from attachments, aversions, and worldly desires”—constitutes its universe. The Zen Buddhist begins with external impressions and culminates in a state of inner emptiness, devoid of desires and thoughts. Measuring external objects from the perspective of the mind is the way of observation and judgment in Zen Buddhism. The fundamental principle of Zen is to no longer venerate external idols and instead honor the inherent nature of the mind.
Zen Buddhism’s inward reflection demands setting aside external forms and delving deep into introspection. In China, Zen profoundly influenced the way of life for scholars and literati. Given that “Pāramitā (Reaching the other shore)” and emptiness pervades all things, it naturally permeates every facet of life. To enrich their lives and purge distracting thoughts, traditional Chinese scholars and officials often embraced Zen practices such as sitting, walking, sleeping, eating, flower, incense, and tea meditation, among others. These practices enhanced their life experiences. Following the Tang Dynasty, numerous lay Buddhists and literati emerged, many of whom were renowned figures, creating a distinct lay Buddhist culture in China. The lay Buddhist Qinglian, Xiangshan, Liuyi, Dongpo, Yian, and Qinxi are all literary giants. Their Zen verses, ditties, and sayings have become shining stars in Chinese classical literature.
What role does Zen play in literati? How does it elevate their states of mind? And what is the underlying mechanism? Lei Yong has conducted profound research on these questions, yielding insightful conclusions. His master’s and doctoral dissertations represent noteworthy attempts in constructing the Chinese discourse of creative writing in this regard.
In the realm of quantitative research, Gao Erya’s paper Quantitative Theoretical Research and Model Construction of Creative Writing Ability3 argues that the evolving understanding of individual innate potential and acquired ability, thanks to advancements in modern psychology, pedagogy, and management evaluation science, has become increasingly profound. Consequently, “individual ability” is now analyzed with greater rationality and objectivity, facilitating quantitative assessments across various domains, including “management ability” and “creative ability”. The evaluation of “creative writing” ability also falls into this category. Currently, while we have language proficiency assessments (such as Chinese College Entrance Examination, and IELTS and TOEFL in the UK and the United States), there is a notable absence of a specialized writing ability evaluation, especially an effective quantitative evaluation scheme tailored for creative writing. This scheme should draw upon modern creative writing theory, with creativity as its foundation, writing proficiency as its metric, and a comprehensive evaluation encompassing innovative creativity, memory comprehension, writing expression, and other aspects. Regardless of whether it is the construction of the fundamental theoretical framework for the creative writing discipline, the implementation of creative writing education and teaching practices (evaluating student abilities, course performance, etc.), or the application in cultural industries and undertakings (recruiting creative writing talents for enterprises, assessing professional title levels, etc.), there is a pressing need for such a system. The development of personnel evaluation theories and techniques in modern management evaluation science has generated numerous evaluated theoretical models, many of which have undergone empirical testing, including human resource value evaluation and NLP evaluation. Drawing from psychological and pedagogical findings in areas such as comprehensive Chinese language proficiency, creativity ability, memory ability, and expression ability, the “ability factors” underlying creative writing have been dismantled and modeled. Leveraging a range of established and well-developed evaluation theories and methods, including “competency evaluation”, a creative writing ability evaluation system can be established. This system is not only entirely feasible but also crucial for assessing creative writing abilities. Based on this comprehensive research, Gao Erya identifies 55 factors that contribute to creative writing ability. These factors are categorized into two groups: basic abilities and professional abilities. Gao further proposes a quantitative analysis research framework. This is a groundbreaking evaluation framework that pioneers in the global research of creative writing and represents a leading Chinese voice in this field.
Quantitative research on creative writing ability, an interdisciplinary and cross-field practical study, holds multifaceted significance. It offers a scientific and effective evaluation framework for nurturing creative talents, serving as a valuable reference for talent recruitment in cultural enterprises and organizations. Additionally, it provides theoretical backing for the localization of the creative writing discipline in China. Given the urgency to integrate foreign expertise with the practice of Chinese literary creation and cultural industry development, it is imperative to establish a localized creative writing discipline, which necessitates indigenous theoretical support. Currently, studying “creative psychology” and “creative activities” in accordance with the “creative law” has emerged as the core developmental trajectory for the emerging creative writing discipline. The quantitative theory and evaluation practices of creative writing ability, informed by diverse disciplines like psychology, pedagogy, and management, will undoubtedly play a pivotal role in this process.
Meanwhile, the construction of Chinese discourse in creative writing is more prominent in the exploration of multitype writing and education. Xu Daojun, a pioneer among university faculty in China in exploring workshop-based creation and teaching, has led the way in studying this approach and story creation domestically. His compilation, Story Workshop,4 which incorporates Chinese characteristics, features innovative chapters such as “Story Dynamics”, “The Storyteller”, “Types of Stories”, and “Story Pseudonym”, representing distinctive Chinese discourse. In the realm of creative writing education and teaching, the status of Chinese discourse is steadily rising. From initial straightforward introductions to creation within a Chinese context, the undergraduate and graduate systematic courses in creative writing have evolved into relatively mature offerings at universities like Shanghai University, Fudan University, Guangdong University of Foreign Studies, Renmin University of China, Wenzhou University, Northwest University, and Jiangnan University. Currently, Chinese universities have basically established a curriculum system of creative writing with Chinese characteristics in three key areas: potential excitation, creative activities, and multitype writing. Notably, in the realm of multitype writing, the engagement of professional writers like He Jianming, Zhang Wei, Long Yi, Yan Lianke, and Ge Fei has significantly increased the influence of the Chinese discourse. These writers have either delivered lectures, directly instructed workshop courses on creation, or even authored books on creative guidance. This has enabled China’s research and training in multitype writing within the creative writing discipline to leapfrog to the forefront of the world in just a few short years, embodying a distinctive Chinese style.
In the future, to construct a Chinese school of thought in the field of creative writing and establish a discourse system with Chinese style, it is imperative that we delve deeper into the historical roots of creative writing in Europe and America. By summarizing their experiences and lessons, we can conduct more thematic research on the historical evolution of creative writing in the United States. Additionally, it is vital to produce works on the global history of creative writing authored by Chinese scholars. Moreover, we still lack sufficient case studies on the practical application of creative writing in Europe and America, and thus, case analysis reports could serve as a critical direction for future research. The scope of our research in creative writing must be broadened to encompass the following areas: ① research on stimulating creative writing abilities, methods, and teaching; ② research on expanding creative writing skills; ③ research on the evaluation system for creative writing abilities; ④ research on the workshop approach to creative writing; ⑤ research on fictional narrative methods and their educational applications; ⑥ research on non-fictional narrative methods and their educational applications; ⑦ research on organizing and managing creative activities; ⑧ extended research on the creative industry (the definition of which remains a vague issue); ⑨ extended research on cultural undertakings; ⑩ research on the creative and pedagogical patterns of novels, dramas, film and television, animation, as well as prose and poetry; ⑪ including collaborative creative writing research. The discipline of creative writing should be closely aligned with China’s cultural construction projects, the enhancement of cultural international influence, and the development of a creative nation-building initiative. It must embody a sense of mission, fully acknowledging its pivotal historical role and standing in the future society propelled by creativity. It should possess a distinctive Chinese-style commensurate with its esteemed position and demonstrate the courage to establish a Chinese school of thought in the field of creative writing.
[Reflective Questions]
	1.
What kind of national character should Chinese Creative Writing Discipline have?

 

	2.
What are the preconditions for building Creative Writing Discipline with Chinese style?

 







Footnotes
1Ge, Hongbing, Gao Er-ya, and Xu Yicheng. Redefining the Essence of Literature from the Perspective of Creative Writing: The Creative Essence of Literature and Its Industrialization Issues. Contemporary Literature, 2016(4).

 

2See Lei Yong: The Research of The Theory and Method of Creativity in Creative Writing, Ph.D. Thesis of Shanghai University in 2016.

 

3Gao Erya: Quantitative Theoretical Research and Model Construction of Creative Writing Ability, Master’s Thesis of Shanghai University in 2014.

 

4Xu Daojun: Story Workshop, Renmin University of China Press, 2015.

 


Afterword
Creative writing is a theoretical discipline. Within the scope of creative writing studies, we need to re-examine our previous understanding of literature and writing, update our views on creative methodology and criticism, and explore new directions in studying the relationship between literature and cultural creative industries, as well as literature and public cultural services. This requires redefining creative and writing abilities and improving methods for writing education and pedagogy. While developing our own theories, we should adopt a spirit of eclecticism, studying the history of Western creative writing and learning from its experiences and addressing its shortcomings.
Creative writing is also a practical discipline, requiring development through higher education teaching and continuous adjustments in cultural creative industry practices and public cultural service practices.
This journey demands both theoretical innovation and empirical exploration. Having been introduced to China only a decade ago, creative writing needs to prove itself in external debates and construct its theoretical and practical foundations internally. It needs to follow a development path with Chinese characteristics.
This is a challenging and no-ending journey. Our education and development of creative writing need a reference like this book, serving undergraduate and graduate students’ theoretical learning and inspiring more students to participate in the construction of the discipline. We welcome further revisions with the help of the academic community to rectify any rudimentary or inappropriate aspects.
The initial drafts of the sections on the development of British and American creative writing disciplines, the analysis of the Iowa case, the assessment of creative writing abilities, creative writing criticism, and comparative creative writing studies were discussed with Lei Yong, Zhou Yu, Gao Erya, and Gao Xiang. Dr. Li Junwei assisted with the final proofreading. I extend my gratitude to them here.
Ge Hongbing
May 2020
第二版后记
本书第一版成书与2019年，2020年上半年出版，是为中国第一部系统的创意写作学理论专书。第一版出版以来获得了中外理论界不少反馈，国内沿着创意本体论进行拓展的研究文章越来越多、越来越深入，部分章节被译介到海外（全书的英文版也即将出版），创意本体论创意写作学理论获得了一定的国际影响。本书在国内十余所高校作为教材使用，也得到了很多师生团队的研学讨论反馈。这些都支撑和激励了我对第一版的修订。


Postscript to the Second Edition
The first edition of this book, completed in 2019 and published in the first half of 2020, marked a milestone as the first comprehensive theoretical tome on creative writing in China. Since its inception, it has garnered significant feedback from theorists across the globe. Domestically, there has been a growing number of in-depth research articles that expand upon the theory of creative ontology, and some chapters have been translated and introduced overseas (the full English edition is also forthcoming). This theory of creative writing, rooted in creative ontology, has garnered considerable international attention. The book has been adopted as a textbook in numerous universities across China and has generated valuable insights through discussions and research among teacher-student teams. These experiences have guided and motivated me to revise the first edition.
第二版在第一版的基础上，内部研究方面，强化了创意本体论论述，增加了创意叙事论、创意文本论、创意阅读论等内容，明确了建构中国特色创意本体论创意写作学的构想，完善了创意本体论创意写作学论述的系统性；外部研究方面，更新了人工智能写作一章的部分内容，新增了创意写作的人民性章节，为创意写作的“中国特色定位”做了更为明确的理论阐释；学科的未来一定是在不断地拓展疆域中实现的，第二版新增了相对比较确定和成书的“比较创意写作学”部分（这个部分由我和王烯博士共同讨论完成），实际上，这个部分，我们可以讨论的方向还有很多，例如已经有了相对成熟积累的疗愈写作学等，这是非常可喜的。
The second edition builds upon the solid foundation of the first. Internally, it enhances the discussion on creative ontology and introduces new content such as creative narratology, creative text theory, and creative reading theory. It clarifies the ambition to establish a theory of creative writing with distinct Chinese characteristics, grounded in creative ontology, and further refines the systematic exposition of this theory. Externally, it updates certain sections on artificial intelligence writing and introduces a new chapter on the people-oriented essence of creative writing, offering a clearer theoretical exposition of the “Chinese-characterized positioning” of this discipline. The future growth of this discipline lies in its continuous expansion, and the second edition includes a relatively comprehensive and well-defined section on “comparative creative writing” (a collaboration between myself and Dr. Wang Xi). This section opens up new avenues for exploration and highlights exciting areas such as healing writing, a field that has witnessed remarkable progress.
创意写作学在中国正在步入成熟学科的行列，学术界更多的同仁一起来参与，更多青年学子们带来创新成果……学科发展欣欣向荣的景象值得期待，也只有这样，学科才能真正获得其自在生命，永续发展。
As creative writing strides toward maturity as a discipline in China, it welcomes more scholars to join the young talents to contribute their innovative ideas. The vibrant landscape of this discipline’s development is highly anticipated, as it is only through such collaborations and advancements that the discipline can truly flourish and sustain its growth.
葛红兵
Ge Hongbin
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