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Introduction
While the world is getting used to China’s fast growing economy and huge global trade surplus, China has to worry about one area that posts a continuous deficit, that is, culture. One example of that is publishing. On the one hand, China has become number one in the world in terms of total publishing output; on the other hand, China’s publication import and export has been running a deep deficit. In the year 2004, for instance, China imported 4068 titles from the United States, but exported only 14 titles (Liu).  Among these 14 titles, the majority of them are about traditional Chinese culture and language learning. Their market, very much like that of exported Chinese food, is mostly confined to the overseas Chinese community.  This sorry condition of Chinese cultural production clearly runs counter to the image of China as one of the world’s largest economy. Redressing this problem is critical in China’s effort to transform itself from a developing nation to a world power.

Since the turn of the century, Chinese government has stepped up its reform in publishing industry, as part of its sweeping economic reforms that started from the early 1990s. Consequently, significant changes have taken place in the Chinese publishing field.  In this paper, I want to focus on one specific area in Chinese publishing, the publishing of Chinese literary works, to demonstrate how much the industry has changed in the recent years. 
1. The Changing Face of Literary Journals
One of the most striking phenomena in today’s Chinese literary publishing has been the collective self-transformation of literary journals in recent years. China currently publishes approximately 500 journals of literature and art, about half of which are devoted to literature (Shao 34). Starting from 1993, a number of literary journals started to change their cover design, formatting, and overall presentation of the content, as well as the content itself, some more radically than the others. Then from 1998, more and more journals joined in, reaching the peak in the year of 2000, when dozens of literary journals decided to reform themselves at the same time (Luo 75).  The obvious question is: why?
There are reasons both internal and external to Chinese literary journal publishing.  Internally, Chinese literary journals were created as part of the government propaganda machine and they still carry the historical baggage of the socialist planned economy. For instance, Ren min wen xue (People’s Literature) was founded in 1949 as the mouthpiece of the Chinese Writer’s Association, the principal institution governing the literary production in socialist China.  The journal bears the mandate of establishing the Communist Party’s criteria for quality literature and promoting orthodox literary works. All the other literary journals followed the example of People’s Literature and were created along the same lines. They were all under direct control of the Party and incorporated into the government bureaucratic system. Under this system, publishing was separated from distribution, and editors and writers were “cultural workers” with government salaries.  As a result, literary journals became elitist in the sense that “political correctness” and “artistic value” were their primary concerns. Neither the editors nor writers had to worry about the demands of the market or the needs and interests of their readers. Take Zuo jia (Writer), a major literary journal based in Changchun for instance. Until very recently, the journal stated their mission as “Writer for writers.”

Externally, since the middle of the 1980s, all Chinese literary journals have run into financial crisis, as a result of loss of the government funding and competition from popular culture. On the one hand, starting from 1983, the government gradually cut funding for literary publishing (the so-called “weaning policy”), forcing literary publishing into the market; on the other hand, all literary journals saw their subscription plummet under the intense competition from various forms of popular culture. As the country accelerated its pace of economic reform in the early 1990s, popular culture boomed all over the country.  Popular magazines mushroomed and the periodical market was flooded with light reading materials such as Du zhe (Reader), Gu hi hui (Story Session), and life style and fashion magazines such as Nu you (Girl Friend), Jia ting (Family). All these popular magazines boast of subscriptions of three to four million (Kong 150), while subscriptions to the majority of literary journals drop to well below ten thousand (Shao 34; Lou 72; Zhu 24). 
The 1990s also witnessed the tremendous popularity of television and film industry (particularly pirated DVDs from abroad), and rapid growth of the internet. The powerful presence of these media in the cultural market further diverted people’s attention from serious literature, or reading itself, and pronounced the advent of a new age, the age of “reading images” (Du tu shi dai).
Thus with the flourishing popular culture industry taking over the market on the one hand, and the government support gradually disappearing on the other, Chinese literary journals had no choice but change and adapt themselves to the market; otherwise they would have no future (Zhong 76). This point was driven home when four literary journals, including the well-established full-length journal Kunlun, closed down in 1998, and sent shockwave throughout the literary publishing world (Shao 39; Zhu 24).
Of all the changes that literary journals have made to survive the age of market economy, the most fundamental change is their coming out of the ivory tower and changing their self-positioning from being elitist to being popular. The determination to reach out to the consuming masses can be seen in Zuo jia (Writer)’s decision to change their mission statement from “Writer for writers” to “Writer for readers” (Zhong 76) and in Beijing wen xue (Beijing Literature)’s case, from “First class Beijing Literature” (yi liu de Beijing wen xue) to “Beijing Literature that is pleasurable to read” (hao kan de Beijing wen xue).  In their often desperate attempt to adapt to the market and survive, the literary journals commonly use the following three strategies (among many others): broadening the concept of literature, fashion re-packaging, and targeting a specific audience. 

1) Broadening the concept of literature (fan wen xue hua): This strategy was used most successfully by Tian ya (Frontier), under the leadership of the famous writer, Han Shaogong.  Initially an obscure literary journal published in the remote Hainan province, with a print run of about 500 copies per issue, Frontier underwent an almost miraculous rebirth through drastic transformation.  Instead of the standard four blocks of content: fiction, essay, poetry, and literary criticism, Han and his staff created brand new columns such as Zuo jia li chang (“Writers’ Position”) that features writer’s views on current social and cultural issues, and Min jian yu wen (“Folk Speech”) that publishes non-professional writings, such as letters and diaries from ordinary people, about their everyday existence. The idea was to broaden the concept of literature so that non-fiction writings that reflect the immediate reality, writings that address pressing issues of the time, could be incorporated into a literary journal. The goal, obviously, is to make the journal more relevant to the contemporary life, thus more appealing to potential readers.  
2) Fashion repackaging (shi shang hua): Zuo jia (Writer) made a similar attempt to make their content relevant. Besides offering carefully selected fiction and poetry (taking up about one third of the entire space), the journal also includes a multitude of brand new columns of non-fiction,  such as Wu zhi sheng huo (Material Life) reporting on the latest cultural trends and fashions. To reflect its broader range of content, it changed its name, from Writer (zuo jia) to Writer Magazine (zuo jia zha zhi). However, the journal (or rather, magazine) went one step further: partnering with an advertising company (Quan jing wen hua fa zhan you xian going si, or Panorama Cultural Development Corp.), the once elitist literary journal now repackages itself as a literary/fashion magazine.  The new journal is printed on high quality glossy art paper. It becomes the first literary journal in China that features full-page, fully-colored, beautifully presented advertisements for expensive commodities that appeal to upwardly mobile urban readers, thus giving the journal a fresh yuppie look, in the style of the famous New Yorker magazine.  Indeed, starting from the first issue of 2001, the journal promotes itself as the “Chinese New Yorker.” 
3) Targeting a specific audience (xiao  zhong hua): So far, the majority of literary journals still attempt to reach out to a broad spectrum of audience as much as possible.  For instance, the newly revamped Beijing Wenxue (Beijing Literature) includes a series of new columns.  Each of the new columns is carefully designed to target a tested and true reader group based on authoritative statistics (such as National Sampling Statistics of Reading and Buying Trends conducted by National Bureau of News Publication). For example, in its Xian shi zhong guo (Real China) column, the journal publishes “reportage” pieces, a genre that has consistently  ranked the highest among general readers’ interest; its Zuo jia ren qi bang (Bulletin of the Most Popular Authors) attempts to grab the attention of readers who follow current developments in the literary field, while Xin shi qi zhou hong zuo jia jin he zai (Whereabouts of the Once-Popular Authors in the New Era) tries to catch the attention of readers who are attached to older generation writers, and finally, its Wang luo qi wen (Legends of the Internet) tries to appeal to the younger generation, a generation of net-surfers who have grown up with the internet. In short, the journal is trying its best to offer something for everyone.
More recent development in journal publishing, however, points to the opposite direction.  Following the international trend in cultural communication from “mass communication” (da zong chuan bo) to “small group communication” (xiao zong chuan bo) (Shao 56), recent magazines published in China tend to zero in on a specific group of readers, such as Gao er fu (Golf), Che mi (Car Fans), NBA te kan (NBA Special). In literary journal publishing, we see a similar trend happening.  More and more journals try to create a viable niche in the existing market by targeting an identifiable group of readers and becoming “specialized.” For example, Meng ya (First Growth), after successfully hosting a high profile national high school writing contest (the “New Concept Writing Contest”), gradually evolves into a young adult literary magazine, targeting middle and high school students; Foshan wen yi, based in Guangdong province (a national frontrunner of economic reform, each year attracting a massive number of migrant workers from all over the country), reforms itself into a “No. 1 literary journal for migrant workers.”  
Up to now, reforms in literary journal publishing have produced mixed results: some, such as Frontier, Writer Magazine, First Growth, have enjoyed success and seen their subscription climb up; others, however, had their subscription drop even lower after the transformation (losing old readers while unable to pick up new ones) and eventually reformed themselves out of existence. The most famous example is Hunan wen xue (Hunan Literature). It changed most dramatically from a provincial literary journal to a stylish fashion magazine, but ceased publication shortly afterwards (Wang 24). As one editor puts it, “If we do nothing, we are just waiting to die; but when we do reform, we are rushing to death!” (Shao 55) 
2. The Making of Literary Bestsellers

Until very recently, China had produced no literary bestseller. Granted that many literary works sold extremely well in the 1950s and early 60s, such as Qing chun zhi ge (Song of Youth) by Yang Mo, Hong yan (Red Crag) by Luo Guangbin and Yang Yiyan, and Jing guang da dao (Golden Road) by Hao Ran.  These fictions of Chinese revolution and socialist nation-building, however, cannot be counted as “bestsellers” in the usual sense of the word because these books were products of social, political movements rather than of the market forces and they were produced, distributed, and consumed more for their “socialist educational value” than for entertainment (Kong  39). 

Indeed, the entertainment value of literature was severely repressed and purged from literary works at a time when literature was overburdened with two lofty goals: advancing the Communist Party’s political cause and improving the mores of the Chinese nation. One incident in the literary market in the late 1980s and early 1990s can testify the depth of this fundamentally elitist and moralistic view of literature within the literary establishment.  From the middle of the 1980s, the popular literature market was dominated by works of famous Hong Kong and Taiwanese writers such as romantic novels by Qiong Yao and martial arts novels by Jin Yong. Then in late 1987, a mysterious “Hong Kong female writer”, calling herself “(Hong Kong) Xue Mili,” burst onto the scene with a series of bestselling pulp titles such as Nu dai jia (Female Couriers), Nu lao ban (Female Boss), Nu te jing (Female Secret Police), averaging one book every two to three months and most titles selling more than one hundred thousand copies. All these books feature implausible twists and turns of plots, combined with typical pulp fiction ingredients such as drugs, crime, sex, international gangs, and beautiful but dangerous women. 

The production of this bestselling series was suddenly brought to an end when an article in Wen xue bao entitled “Xianggang xue mili, yi chang feng mi shu shi de pian ju” (Hongkong’s Xue Mili: A Big Deception in the Book Market; Literature Press, May 31, 1989) exposed the secret identity of this “Hong Kong female writer.” It turned out that “Xue Mili” was actually not a woman, nor from Hong Kong, but a small group of male writers from Sichuan, one of the inner provinces in mainland China. Some of the writers had won prestigious literary awards for their writings on rural mountain life.  The article condemned these writers for abandoning their literary ideal and for pandering to the vulgar demands of the market. Soon the whole literary establishment joined the accusation, calling “Xue Mili” a literary prostitute (wen chang) (Kong 18). Eventually the disgraced writers had to come out and apologize to the whole nation. 

The “Xue Mili” incident clearly tells us that 1) despite the huge demand for entertainment literature in the early 1990s, the idea of writing for profit was deeply despised, not only by the literary establishment but also by the writers themselves.  The fact that they had to conceal their identity shows their contempt for  their own writing; 2) popular literature as a genre was considered filthy, low taste,  a degenerate form of writing, and could not be counted as “literature.” 

The birth of Cloth Tiger series (Bu lao hu) in 1993 marks a milestone in Chinese literary publishing. For the first time, popular literature gained recognition in the literary circle,   and the idea of “bestseller” was embraced by the publishing world. All this was the result of the vision and pioneering work of one man, An Bosun.  A writer and literary editor, An had witnessed and experienced first-hand the deep crisis within literary writing and publishing: the Chinese literary publishing at the time had become so far out of touch with the market that no publisher could publish a novel without losing money, and no writer could make a decent living out of the meager manuscript fee that he or she received from the publisher (Shao 133-4).  It was time, An decided, to bring Chinese literature that had been so alienated from the reader and the market back into the mainstream. 

What An did was a careful study of readers’ need. He discovered that as a result of a decade-long economic reform, China had an emerging middle class made up of well-educated professionals in major urban centers such as Beijing and Shenzhen. Because of their above-average purchasing power, these people were the primary consumers of popular literature (such as Jin Yong’s martial arts novels).  Yet, these people also had relatively refined literary taste through their former education and urban life style. They looked for literature not just gratifying senses but emotionally uplifting and purifying, which seemed to An exactly the most enduring value of literary classics and what literature should be. Unfortunately, neither popular literature at the time (in the form of pulp fiction) nor elitist serious literature could meet their need.  In other words, what An had discovered was a tremendous market between the high and low ends of literature.

Unlike other literary publishers who accidentally bump into a bestselling title, An was the first editor/publisher who knew exactly what he wanted and  set up mechanism to create what he knew would sell. Under the banner of “Creating eternality, writing nobility, and giving a dream back to the masses,” An founded the first literary brand name in Chinese publishing history, the Cloth Tiger, and recruited many accomplished writers to produce literary works that have serious content,  yet are refreshingly entertaining. 
The goal of An Boshun’s Cloth Tiger series, in short, is to create a Chinese “middle-brow” literature that merges the elegance of classic literature with the pleasure and entertainment of popular fiction: it offers “clean sex, normal desire, and safe passion” (Shao 139), and a fundamentally positive, uplifting view of life through pleasurable reading.  It distinguishes itself from “market stall literature” (those crudely produced and packaged pulp fiction titles often sold on the makeshift stalls on the street), in that the Cloth Tiger stories are all elegantly written by accomplished writers (“Popular stories by famous writers,” as the Cloth Tiger slogan goes), beautifully packaged, and they conform to mainstream values. This middle-class conservatism and respectability give this brand of popular literature a sense of dignity so that the writer would not feel ashamed to write them, nor would the reader feel ashamed to purchase and read them. The Cloth Tiger series has been such a success that Chunfeng Publishing House (publisher for the Cloth Tiger series) has so far expanded the Cloth Tiger brand into children’s literature, young adult literature, short novel and essay publishing (Zhang 555).  
Inspired by the Cloth Tiger success, many publishers have now jumped on the bandwagon of creating literary “labels,” such as Nine-headed Bird series (Jiu tou liao)  by Changjiang Literature and Art Publishing House, Pleasurable To Read series (Hao kan wen cong) by Chinese Film Publishing House, Golden Harvest series (Jin shou huo cong shu) by Yunan People’s Publishing House and Shanghai Harvest (Shou huo) Editorial Board….  In short, Chinese literary publishing has finally paid due respect to the reader and their interest.  By responding to the demands of the market, the literary publishing industry has successfully made through the difficult years of transition from the planned economy to the market economy. Now, with various literary brand names competing for their share of the market, we can safely conclude that the age of bestsellers has arrived. 
3. Internet and New Models of Literary Publishing

Ever since 1994 when the internet was introduced to China, its use has been growing at a staggering speed.  According to the most recent Report on China Network Development Statistics (2005) by CNNIC, China currently  has over 100 million regular internet users, or netizens (wang min), and 50 million networked computers, making China the second largest internet market in the world (following the United States).  Undoubtedly, China has entered the age of the internet and seen its impact on virtually every aspect of economic, social, and cultural life.

The most visible impact of the internet on Chinese literature is the explosion of literary websites and millions of literary works published on or through those sites, what is now commonly referred to as “web literature” (wang luo wen xue).  The popularity of web literature and the magnitude of web literary publishing can be illustrated by Rongshuxia (Under the Banyan Tree) (www.rongshu.com), one of the major literary websites based in Shanghai. Started as a personal literary page in 1997, Rongshuxia now has grown into a multi-million dollar business, ranging from literary publishing, advertising, radio, television, and film(Chen 2003). According to its own account, the website currently receives about 5,000 submissions every day, and about 1,000 of them are “published” on the site. The site has 4.5 million registered members, attracts 7 million page hits daily, and has an archive of 3 million original, copy-righted literary works. 

The appeal of web literature to the general public is summarized in an essay by Gu Zhexu published on the web journal Century China (shi ji zhongguo, 2005).  Entitled “The Hope of Chinese Literature Lies in the Web,” the article says that in the Chinese print world, professional writers have to write to please the one who pays their salary (namely, the government); for non-professional writers, they have the freedom to write but not the freedom to publish. To publish, they have to overcome three major hurdles:

· The first one is the hurdle of “literary quality.” Since there are no measurable criteria for literary quality, whether a literary work is qualified for publication sometimes totally depends on the editor’s personal interest and taste. 
· The second one is the hurdle of “political correctness.” China is still a country that imposes the most restrictive censorship on all media and publishing venues. Few editor or publisher would risk their own career to publish something that might offend the government.

· Finally, it is the hurdle of “profitability.” Publishers in China are increasingly pressed for making a profit. They would not consider publishing a literary work unless there is a good chance that the book will sell. 
These three hurdles present an almost insurmountable barrier in front of numerous would-be writers. However, the arrival of the internet changed everything.  Its open system allows anyone to publish anything and the work can reach millions of readers instantly, thus bypassing the gatekeepers of the traditional print publishing and opening a new door for  all aspiring writers. 
More significantly, with the internet, it is not the elite few but the popular masses who decide the quality of a literary work. All literary websites are able to keep track on the page hits of each individual work. Every day, the list of the most popular is updated and those works with the highest hits automatically come on the top, attracting the attention of more readers, including potential print publishers who are searching for “marketable” materials. A famous example of internet success is Ning Ken and his Veiled City (Meng mian zhi cheng).  Ning had been writing in obscurity for twenty years. For a long time he was unable to find a publisher for his novel, Veiled City.  Finally, he decided to post the novel on the internet.  Shortly afterwards, the novel attracted hundreds and thousands of page hits and enthusiastic responses from readers (Yin 30). Ning Ken became famous overnight, and his online success quickly spilled over to the print world: Dangdai (Contemporary), a major national literary journal, published his Veiled City in 2001, followed by another major literary publisher, Zuo jia chu ban she (Writers Publishing House), who published the work in book form in the same year.  Ning’s amazing success story reached its climax when in the following year, his Veiled City won a prestigious national literary award, Lao She Literary Award 2002. 
The success story of Ning and his Veiled City demonstrates the tremendous impact of the internet on Chinese literary publishing: the internet not only provides a free publishing space easily accessible to anyone interested in writing, but also profoundly transforms the game of literary publishing itself.  The internet brings a second chance to those authors and works that have great potential, but for one reason or another, are rejected or ignored by traditional publishers. In the following paragraphs, I will briefly introduce two major models of internet publishing, and their representative websites.
The first model is from online to print (online=>print), represented by Ronghsuxia (Under the Banyan Tree). When publishing their works online, Rongshuxia  usually signs a contract with each author, obtaining the right to publish their work in print and other formats. However, because currently print publishing is still monopolized by the few state-owned publishing houses, Rongshuxia does not have the authority to publish the works in print even though the web company owns their copyrights or has the authors’ approval. What Rongshuxia does instead is to provide a platform for all writers (professional or amateur) to publish their works online, then the website editors select the best (or the most popular) and recommend them to various print journals and magazines, or publish them in book form in collaboration with various publishing houses.   Under this model, even though literary works are still published through traditional publishing houses, the internet has taken over many of the key functions of the traditional publisher, such as choosing topics, selecting materials, and marketing and selling the products.  Because a literary work has already been “test published” online, the publisher has more objective criteria, such as the number of page hits, to judge the potential “publishability” of the materials.  With the exponential growth of netizens in recent years, the best of “web literature” is increasingly becoming a hot commodity among traditional publishers (Wang, Li  2).  Take Rongshuxia for instance. Starting from 2002, Rongshuxia has been collaborating with various publishing houses and so far  published as many as seventy books, many of which have sold over 100, 000 individually, making book publishing a primary source of income for the multi-million dollar internet company (Wang,  Li  2).  
The second publishing model is from online to online (online=>online), represented by Qidian (www.cmfu.com). Qidian primarily publishes works of magic fantasy (mo huan), a genre most appealing to the majority of regular net-surfers, namely, those between 18 and 30 years old. According to the CNNI 2006 report, this age group constitutes 71% of all netizens.  Therefore, they represent a tremendous market.  However, traditional publishers, often obsessed with the “social effect” (she hui xiao yi) of their publications, are reluctant to publish this type of literary works because they are considered “escapist” and “lacking serious content.”  This is where literary websites like Qidian come in: by responding to the market demand and providing a public platform for ignored literary genres such as magic fantasy, Qidian is well positioned to take over an enormous market.
The main feature of Qidian publishing is its VIP system. Under this system, authors can choose to sign contracts with the web company and become its VIP members. The most direct benefit of being a VIP author is that VIP authors get paid for their work, while non-VIP authors normally do not. Here is how it works: the VIP author will post the first few installments of his or her serialized work on the website and allow them to be viewed for free. Once the work has attracted a certain number of readers (judging by page hits), the author can set the rest of the chapters as VIP readings and readers have to pay to view them (usually at 3 cents for one thousand words). The website and the author then divide the income by the terms specified in their signed contract (in most cases, 30% goes to the web company, and 70% to the author). Since the establishment of this system in 2003, Qidian  has attracted a large number of young and talented writers from all over the country, and its improved content greatly boosted its popularity, making it one of the top literary websites in China. So far, the web company has contracted over 10,000 authors and by 2005, paid up to 1 million Chinese yuan each month to the contributing authors (Wu 2). 
Qidian’s model is revolutionary in Chinese literary publishing.  In a country where print publishing is still under strict censorship and political control, Qidian successfully creates a brand new, autonomous, full-fledged publishing venue outside the mainstream print publishing. In the past, literary websites, including Rongshuxia, merely serve as resources for traditional print publishing; the ultimate goal, for both the website and its authors, is still to get published in print in order to make a profit. Under Qidian’s model, however, online publishing, for the first time, becomes profitable and a goal in its own right. It totally circumvents all the complicated processes of print publishing. Because the profit from a work depends on its popularity (the number of page hits it attracts), this model is fundamentally populist, because it gives the reading masses, rather than literary elites, the final authority to judge the value of a literary work.  In this sense, the Qidian model is a logic product, and ultimate symbol, of the populist trend in the increasingly commercialized field of Chinese literary publishing.
Conclusion

The changes in the three aspects of Chinese literary publishing outlined above clearly demonstrate a change of paradigm in the Chinese publishing field: as China transforms its economic system from planned economy to market economy,  the Chinese publishing also changes from a mere government propaganda machine to a significant market force, from an elitist cultural institution to an industrial enterprise that competes fiercely for the attention of  the consuming masses.  The result of this change is a most vibrant cultural market with an unprecedented publishing output. On the other hand, with the literary publishing field increasingly commercialized, Chinese literature becomes a victim in the end, by losing its autonomy first to a totalitarian ideology and now to a culture of consumerism. 
Works Cited:

Chen, Yang. “Wang luo wen xue zi yuan de kua mei ti jing ying” (Cross Media 
Management of Web Literary Resources). Bian ji zhi you (2) 2003. 

CNNIC  (China National Network Information Center). Di shi liu ci zhongguo hu lian 
wang luo fa zhan zhuang kuang tong ji bao gao (No. 16 China Network Development Statistical Report). Xin hua wang (July 21, 2005) (http://news.xinhuanet.com/it/2005-07/21/content_3247932.htm). Retrieved on May 6, 2006. 
Gu, Zhexu. “Zhongguo wen xue de xi wang zai wang luo” (The Hope of Chinese 
Literature Lies in the Web). Century China (Feb. 2005) (http://www.cc.org.cn/ newcc/browwenzhang.php?articleid=3005), retrieved on May 6, 2006. 

Liu, Shuangshuang, Sun Zifa.  “Tui jin ban quan mao yi he zuo chu ban, Zhongguo li jian 
wen hua mao yi li cha.” (Promoting Collaborative Publishing, China Reduces Trade Deficit in Culture). Zhong xin wang (http://www.gytoday.cn/htm/jrzx/cj/2006-05-14-45815.htm), retrieved on May 14, 2006.

Lou, Lanlan, Zhang Guangmang. “Qi kan gai ban yu jus hi nian dai yi lai de wen xue 
zhuan xing” (Journal Reforms and Changes  in Chinese Literature Since the 90s). Nanjing shi fan da xue wen xue yuan xue bao (3) 2005.
Kong, Shuyu.  Consuming Literature: Bestsellers and Commercialization of Literary 
Production in Contemporary China. Stanford: Stanford University Press, 2005. 

Shao, Yanjun. Qing xie de wen xue chang: dang dai wen xue sheng chan ji zhi zhuan xin 
(A Literary Field Gone Awry: Commercialization of Contemporary Literary Production). Jiangshu: Jiangshu ren min chu ban she, 2003. 
Wang, Li. “Chuan tong chu ban zheng qiang wang luo wen xue” (Traditional Publishers 
Compete for Web Literature). Jing ji can kao bao (Feb. 28), 2005.

Wang, Ligang. “’Mu Yu’ de lun xian” (The Fall of Mu Yu). Woxie chuan mei wang (Mar. 
2004) (http://www.woxie.com/article/list.asp?id=14289), retrieved on May 6 2006. 
Wu, Ting. “Yi ge wen xue wang zhan de chuan qi xie shou ye neng cheng wei bai wan fu 
wong” (A Legendary Web Writer Can Also Become a Millionaire). Zhongguo tu shu shang bao (Dec. 2), 2005. 
Yin, Pumin. “Web Writing: Web Literature, a New Way of Telling Stories, Finds Many 
Fans in China.” Beijing Review August 25, 2005. 

Zhang, Hongyu. “Wen xue shu chang pin pai, Shi chang lu neng duo yuan” (Creating 
Literary Brand Names, How Far Can We Go Toward the Market). Zhongguo chu ban nian jian 2004. Beijing: Zhongguo nianjian chu ban she, 2005. 

Zhang, Wei. “Jin shen de bei jing: xiao fei shi dai de xie zhuo yu chu ban” (The 
Backdrop of Spirit: Writing and Publishing in the Age of Consumption).  Dangdai wen xue ping lun (1)  2005. 

Zhong, Renfa. “Wen xue qi kan gai ban tan” (On Reforming Literary Journals). Dang dai 
zuo jia ping lun (2) 2000. 

Zhu, Datong. “Kun huo yuk u dou zhong de wen xue qi kan” (Literary Journals: Puzzled 
and Struggling). Bian ji zhi you (4) 1999. 
















