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My paper is driven by the following questions: why is copyright infringement tolerated or even welcome by Chinese mass consumers even after China joined a series of international copyright treaties? Besides cheap price, what other merits do pirated goods have compared with legitimate copyright products? What are the problems with Chinese government’s management of the country’s cultural market?  How do those weaknesses constitute the space for pirated goods to grow up or even survive rounds of anti-piracy campaigns? 


In this paper, I argue that, instead of being treated in an isolated manner, Chinese copyright policy should be understood as growing from the general body of Chinese ideology and propaganda work. In implementing Chinese copyright policy, Chinese government holds multiple policy goals on its agenda: maintaining ideological order, pursuing commercial benefits, and protecting copyright. Despite the reform of China’s ideology and propaganda system, concern over maintaining order in the ideological realm remains the top priority. When necessary, it can override the other two goals. Those constraints slow down the already weak Chinese domestic copyright industry. Therefore, Chinese copyright industry does not realize its full potential to contribute to China’s economic development. As such, a vicious circle comes into shape: conservative ideological and cultural policy hinders the growth of copyright industry; underdevelopment of Chinese copyright industry results in low level of IPR awareness among Chinese mass consumers; Chinese mass consumer’s low level of IPR awareness in turn adds the difficulty to protect copyright.

There has been enormous literature on China’s overnance on propaganda, ideology and cultural affairs，known as “thought work” in common terms
. In recent decade, more and more scholars studied the political impact of market reform on Chinese cultural and media industry(Lynch 1999; Lee 2000; Liu 2003; Brady 2006; Esarey 2006; Shambaugh 2007; Brady 2008), but few of them connect the analysis of China’s propaganda and cultural affairs policy with the country’s copyright policy except some more recent scholarly works (Wang 2003). My paper seeks to fill this intellectual vacuum. 


This paper will be structured as follows: the first section discusses the management of production and distribution of legitimate copyright goods in China. The second section discusses the development of Chinese copyright industry. After discussing the market for legitimate copyright products in China, the third section examines the functioning of underground market in which pirated copyright products are produced and distributed. I conclude by situating this paper under the bigger scenario of the entire dissertation research project.  

Reforming the Chinese Propaganda State:

The Policy Backdrop of Chinese Copyright Industry


During my field work in Beijing, I interviewed a copyright official with the Chinese Ministry of Culture (MOC). He suggested that, instead of focusing on the Cultural Market Management Office, the primary organ in the MOC responsible for conducting anti-piracy raids, I should also interview officials from the neighboring divisions, in particular Cultural/Copyright Industries Division and Policy/Regulation Division. He also suggested that, other than Ministry of Culture, I should also study the functioning of Communist Party Central Propaganda Department in order for a full comprehension of Chinese copyright policy. 

The logic behind that copyright official’s suggestion is clear: although anti-piracy campaigns are the most important salient part of Chinese copyright policy, it is the development of cultural/copyright industries that constitutes the foundation of cultural market in China; without a thorough understanding of how the cultural market operates, it is hard to comprehend the working of cultural market management activities such as anti-piracy campaigns; both the anti-piracy campaign and the development of copyright industry fall under the guidance of Chinese propaganda policy. In his words, “in order to understand how the child grows up in a specific way, you should first know how the parents raise the child.” 

That copyright official’s comment illuminates the impact of Chinese propaganda policy on the operation of the country’s copyright policy. Due to limited time, he did not further explain “how the parents raise the child”. Indeed, these questions are too complicated for him to provide a thorough answer single handedly. In this section, I seek to provide my own answer to his questions based on my research. This section aims to tease out the logic behind the reform of Chinese propaganda state between 1978 and 2009. In discussing those reform measures, I seek to provide a policy backdrop to the analysis of Chinese copyright industry. I argue that the competition between liberal and conservative ideological lines is the major thread flowing through the process of Chinese cultural reform in the past three decades. I also argue that after three decades of liberal reform, conservative ideology still maintains its influence on the operation of Chinese cultural affairs. That constitutes a major hindrance for the further growth of Chinese copyright industry.
Chinese Propaganda State: Who Are They? What Do They Do? What Are the Discontents?


In this part of the paper, I analyze the functional role of Chinese propaganda state, the governing body of Chinese copyright industry, in Chinese political and ideological life. Even before the Chinese Communist Party took power in 1949, propaganda was already a key component to mobilize masses and produce legitimacy for the Communist Party’s revolutionary cause. In 1924, when Chinese Communist Party was just an incipient political force composed of less than 1,000 members, it already established the Central Propaganda Department to direct the Party’s ideological work.
 Throughout the revolutionary years, propaganda work was held as vital to the Communist Party’s success. Indeed, it proved to have made invaluable contribution to the victory of the Communist Revolution in 1949.
 After the establishment of the People’s Republic in 1949, propaganda work was still held as playing a key role to garner popular consent to the government and buttress Communist Party’s governing party status. In the words of Marshal Lin Biao, who used to be China’s No. 2 leader only next to Mao Zedong in the 1960s, “the revolutionary masses rely on both gun barrels (qiangganzi) and pen barrels (biganzi) to seize power; in consolidating power, those two barrels are equally indispensable.”
 Although the Central Propaganda Department ceased to function during the Cultural Revolution, a decade long internal turmoil caused by intra-Communist Party power struggle, it resumed its vital influence on Chinese political and social life after its re-establishment in 1977. As one of the most important functional organs of the Chinese Communist Party, the Propaganda Department weathered years of reform and continued to exert its influence in the early 21st century. During its more than 60 years of existence since 1949, the two basic aspects of the Propaganda Department’s mission remain unchanged despite the challenge posed by economic reform and technological innovation: the first aspect is to disseminate information that the Party deems right and therefore should be transmitted to and ingrained in the minds of the populace; the second aspect is to crack down information that the Party believes to be wrong and prevent it from reaching the populace.
 Although no country can claim that their cultural realm is completely free from government influence, during the post-Cold War era China is one of the very few remaining communist countries where the government directly controls the country’s ideological realm in hard form.


The organizing principle of Chinese propaganda state models after that of the Soviet Union.
  The primary responsibility of the Chinese propaganda state is to oversee the production and transmission of ideas in China and steer it on the track that the Communist Party deems right. To fulfill that goal, under the Central Propaganda and Thought Work Leading Group, the top layer of China’s propaganda system, four major government ministries exercise their monitoring role in four different major aspects of propaganda work: Ministry of Culture(MOC) is mainly responsible for the operation of performing arts, music, libraries, exhibition halls, museums, and other cultural facilities; State Administration of Radio, TV, and Film(SARTF) is mainly responsible overseeing the production, distribution and exhibition of movies and radio/TV programs; General Administration of Press and Publication(GAPP) is mainly responsible for overseeing the operation of periodicals, magazines, and publishing houses. With the development of digital technology in recent decade, part of the Ministry of Information Industry (MII) was also included into the Chinese propaganda state to oversee the transmission of ideas over the internet. 
 Together with their local counterparts, an all-encompassing web is woven to oversee the production and dissemination of various forms of literature and artistic works throughout the country. 

Before China introduced economic reform in 1978, China’s propaganda system was administered in a hierarchical way, with societal actors totally excluded from its operation. The production of cultural products was organized in a planned economy manner. The Communist Party determined the leading personnel of the cultural units and decided the content of what was published and broadcasted. 

Instead of being treated as independent market entities, cultural institutions were accessories to different layers of government branches known as “administrative units”(shiyedanwei). Instead of marketing their cultural products such as movies, plays, and literature works for economic gains, Chinese cultural institutions relied on subsidies from the government to survive. Instead of being treated as an independent social class, writers, journalists, movie and TV program makers were “state cadres” ranked according to bureaucratic hierarchy. Expression of any unorthodox thoughts would invite harsh blow from the government. 

Such leftist ideology stifled the development of Chinese copyright industry. During the peak time of the rule of leftist ideology in the late 1960s and early1970s, the entire cinema system in China were only allowed to perform eight “revolutionary exemplary movies”(yangbanxi) endorsed by Mao Zedong’s wife, Jiang Qing, who was then a Party Politburo member responsible for ideological work.
. Not only were producers of cultural products such as writers, actors, and movie makers deprived of the freedom to create literature and artistic works at their own right, but also the Chinese audience was forced to accept whatever cultural products that the Party state supplied. In 1978，when China started its market reform, throughout the country there were 125 radio and TV stations, 105 publishing houses publishing 14,987 titles, 930 periodicals, 186 newspapers, 11 movie studios producing 52 movies(in 1979).
 For a country of 1 billion population, such a low level of cultural production was far from meeting the needs of Chinese people’s cultural life needs.

The rule of leftist ideology did not start to be eroded until the introduction of market reform in the late 1970s. As will be discussed in the following part, the competition between liberal and conservative ideology has been an important thread flowing through the process of Chinese cultural reform. The intention to control the production of literature and artistic goods remains strong despite years of liberal reform. Chinese propaganda state’s control over the production and distribution of copyright goods is a major hindrance to the healthy development of Chinese copyright industry.
Reforming Chinese Propaganda State: 1978 to 2009


When China started its market reform in 1978, economic liberalization caused some cracks on the fortress of Chinese propaganda state. Those cracks developed into bigger trends of liberalization as the country moved further along the path of institutional reform. During the past three decades, Chinese copyright industry went through three major phases of reform: the period of early development (1978-1992); the period of further development (1992-2000), and the period of deepening reform (2001 to present). The reform of Chinese propaganda state constitutes the policy backdrop of the development of Chinese copyright industry.

Phase I (1978-1992): Warm Face vs. Cold Buttock

According to a Beijing-based scholar on Chinese publishing industry, the early development period (1978-1992) can be described as “warm face at the local level got stuck onto senior leader’s cold buttock, eventually the cold buttock became warmer.” 
 Unlike reform introduced in economic sectors such as agriculture and industry, reform in cultural industry did not become a full fledged reform project until the early 1990s. Instead, reform at the early stage started with some policy changes by grassroots practitioners. In 1978, managers of Chinese Communist Party-run newspaper, People’s Daily, and seven other Beijing-based newspapers asked for Chinese government’s permission to be turned into “administrative units with enterprise management”.(shiye danwei, qiye guali)
 On Dec. 30th, 1979, state-owned Chinese Central Television (CCTV) started to accept application for broadcasting commercial advertisement for foreign companies investing in China.
 In March 1980, the first music café in Mainland China started its operation in Oriental Hotel in the city of Guangzhou, the capital of South China’s Guangdong Province. 
 In September 1980, Zhao Dan, one of China’s leading movie actors, drafted an article entitled Literature and Artistic Work Will Turn Hopeless If Too Tightly Controlled( Guande Taijuti, Wenyi Meixiwang) , sharply criticizing Chinese government’s rigid grip over movie production. After Zhao Dan died of cancer one month later, his article was released to the public and ignited hot discussion over the prospect of cultural reform in China. The fact that Zhao Dan had been a supporter of Chinese Communist Party since the 1930s made his article even more heart quaking among China’s literature and artistic elites.
 


However, enthusiasm at the grassroots level failed to reverberate at the level of China’s top political leaders at that time. In response to grassroots callings for loosening the Party’s grip over cultural affairs, Deng Liqun, then Director of Central Propaganda Department, insisted that literature and artistic work should be guided by communist thoughts.
 He further launched an “anti-spiritual pollution campaign” in the early 1980s to fight against what he deemed as “bourgeois thoughts” in China’s literature and artistic circle. 
 Even reformists in China’s top decision making circle deemed cultural reform as a lesser priority and preferred to focus on economic affairs instead. At some point, Deng Xiaoping, the initiator of China’s economic reform, even supported conservative leaders’ “anti-spiritual pollution campaign”. According to him, “We do not emphasize that literature and artistic work should follow political needs as strongly as the past. However, that does not mean literature and artistic work can be really separated from politics. In fact, it should serve the needs of the people and the Party.”

The mixture between “warm face” at the local level and “cold buttock” at the top level turned the early stage of Chinese cultural reform into a lukewarm project. On one hand, the government’s control on China’s cultural life was so stringent that in some cities even dancing ballrooms were closed down at Chinese government’s request.
 On the other hand, cultural activities outside official reign organized by the Chinese masses developed like wild fire: it was quenched in one place, but started to flame in many other places beyond the government’s reach. The government simply could not keep their grip on all the cultural activities.

Eventually, Chinese senior leaders had to face the reality. In January 1988, Chinese Minister of Culture, Wang Meng, agreed that the reform of Chinese cultural sector was inevitable.
 Later that year, the Ministry of Culture (MOC) and the Administration for Industry and Commerce (AIC) jointly issued the Notice on Improving the Management of Cultural Market. That document was the first one issued by central-level government branches, explicitly discussing the notion of “cultural market” in an official document.
 In August 1988，literature and artistic elites from over 20 provinces in China convened the first nationwide symposium on developing cultural industry.
 In November 1988, Vice Minister of Culture, Gao Zhanxiang, published an article entitled Some Thoughts on Establishing Management Framework of Our Cultural Industry on government-run China Cultural News(中国文化报)， calling for the introduction of market mechanism into the management of cultural affairs and discarding the planned economy model.
 

However, those promising moves came to a stop after the 1989 crackdown of Tiananmen Democracy Movement. After the crackdown, reform minded senior officials were purged from the decision making circle. As one of the advocates of Chinese cultural reform, Wang Meng, former Minister of Culture, resigned due to “health reason” three months after the Tiananmen Incident.
 At the local level, liberal minded journalists and press editors either were dismissed from their positions or even immigrated overseas to flee from the painful “self-examination under the Party principle.” The newly appointed Minister of Culture, He Jingzhi, accused the literature and artistic circle as “being heavily affected by bourgeois liberalization thoughts” and reiterated that literature and artistic work should be the “mouthpiece of the Party and the people.”
 The early stage of Chinese cultural reform came to a temporary halt.

Phase II (1992-2000): Co-opting Market Forces under the Authoritarian Political System

The revival of institutional reform came after Chinese paramount leader, Deng Xiaoping’s visit to the Southern Provinces of Hubei, Shanghai, and Guangdong in the spring of 1992. During the visit, Deng called for acceleration of reform and opening. 
Following Deng’s call, in June 1992, Chinese State Council issued Decision on Accelerating the Development of Tertiary Industry(关于发展第三产业的决定). In that Decision, the development of cultural industry was once again mentioned.
One month later, State Council Secretary General, Luo Gan, edited a book entitled A Significant Strategic Move(zhongda de zhanlue juece, 重大的战略决策).(Luo 1992) In that book, policy consultants with the Chinese State Council further proposed to revive cultural reform in China, which came to a halt in 1989. That was widely believed to be the sign of restarting cultural reform in China. In fact, this time the revival happened at a higher level: from the ministerial level in the 1980s to the State Council level in the early 1990s.   


Compared with the 1980s, the most significant breakthrough with cultural reform in the 1990s was that market mechanism eventually received legitimacy in the Chinese government discourse. That breakthrough touched upon some deeper level issues of China’s cultural affairs management system. 

First, under that rationale books, movies, and TV programs were recognized as a “special kind of commodity”. Not only were they regarded as tools to convey political ideology to the Chinese people, as they have been in the past, but also were they recognized as economic products that can be marketed for economic gains. There had been discussion of the commodity nature of cultural products in the 1980s, but it was not until early 1990s that the idea gained official recognition from China’s senior cultural officials.
  
Second, not only was the economic value of cultural products recognized, but also cultural production units such as publishing houses, TV/radio stations, and movie studios were recognized as market entities. In 1992, for the first time, a senior official from Chinese General Administration for Press and Publication (GAPP) formally admitted that newspaper organizations should be recognized as enterprises. The GAPP further urged the majority of Chinese newspapers, except several central level Party newspapers, to be transformed into financially independent market entities by 1994.
 In the following months, Chinese senior cultural officials made similar appeals to transform most of other sectors of Chinese propaganda state, such as publishing houses, movie studios, TV stations, and performing arts troupes into market entities.
 Along that line, in 1995 several major media and cultural industry units in Shanghai were merged into Shanghai TV and Movie Group Inc.（Shanghai Yingshijituan） and New Century Publishing Group Inc.（Xinshiji Chubanjituan）. In 1999 the first Newspaper Group in Mainland China, Guangzhou Newspaper Group Inc.（Guangzhou Baoyejituan广州报业集团）, was established in southern China’s Guangdong Province. In 2000, several leading performing arts troupes in Jiangsu Province were merged into Jiangsu Performing Arts Group Inc.(Jiangsu Yanyi Jituan，江苏演艺集团)


Based on those reform measures, Chinese media and cultural industry experienced dramatic growth in the 1990s: as of 1999, the advertisement revenue of magazines in China reached 890 million RMB( about115 million US Dollars), more than 10 times of that in 1990(86.8 Million RMB or about 15 Million US Dollars); as of 2000, Chinese newspaper’s advertisement revenue reached 11,230.1 Million RMB(about 1,300 Million US Dollars), almost 20 times of that in 1990 (677.1 Million RMB or about 85 Million US Dollars). The most rapid growth was in TV/Radio Sector: in 2000 advertisement revenue of Chinese TV/radio stations reached 18,310 Million RMB (about 2,400 Million US Dollars), more than 30 times of that in 1990(647 Million RMB or 80 Million US Dollars)
 In the second half of the 20th century, such a rapid growth rate was only seen in the economic takeoff stages of East Asian newly industrialized economies, namely Japan, Korea, Taiwan, Hong Kong, and Singapore.
 

However, there were still lots of room for improvement desired for this period of reform. First, although market mechanism was introduced into the operation of Chinese cultural and media industry, private and foreign capital was still unable to be involved in the reforms discussed above until the mid-1990s. In the realm of Chinese publishing industry, for example, although private book merchants started to emerge in late 1980s
, they were not allowed to apply for publishing licenses from the General Administration of Press and Publication(GAPP). In fact, the GAPP designed rigorous criteria for approving a license to a publishing company. Under those criteria, only specific kinds of state-owned presses could meet those criteria. As such, a dilemma came into shape: private copyright business was much more responsive to market needs, but the government did not allow them to operate their business; state-owned copyright business had the permission from the government, but they were very awkward in responding to market needs.

 Second, related to the first aspect, government’s grip over the production and distribution of cultural products remained strong although it became looser compared with the 1980s. In the words of a Shanghai-based IPR scholar, in the 1990s there were no government organized “anti spiritual pollution campaign”, but the government’s “iron fist was wrapped with a layer of gentle velvet”
. While market mechanism was introduced to Chinese cultural system in the 1990s, at the same time the government updated its censorship mechanism, already existing in the late 1980s. 
Under that censorship mechanism, many movies or books containing politically controversial content were either banned or forced to make major revisions before being distributed to the audience despite Chinese viewers/readers’ positive feedback.
 In 1996, Chinese Ministry of Culture (MOC) and Ministry of Radio, Film, and TV (MORFT) jointly issued Regulation on Examining the Content of Audio-Visual Products.
 In the same year, MORFT issued Regulations on Managing Film Industry.
 In 1997, Chinese General Administration for Press and Publication (GAPP) issued Regulations on Managing Publishing Industry.
 Those regulations further reinforced the already existent censorship system on copyright products. 

As discussed later, the first limit was not lifted until the introduction of the third phase of reform in the early 21st century; the second limit continued to exist, except that it is exercised in a different way. 
Phase III(2000-2009): Chinese Cultural Reform under the WTO Framework


China’s accession to the WTO in 2001 marked both a deeper level of integration of Chinese copyright industry into the world market and a new phase of domestic institutional reform. At the turn of the century, Chinese propaganda state confronted dual challenges both from within and from without: domestically, the growth of market mechanism in Chinese cultural industry demanded a further loosening of the straightjacket designed by the government; internationally, the inflow of foreign copyright products forced the operation of Chinese copyright industry to adjust to the need of international competition.


 In 2000, Chinese leadership foresaw the above challenges posed from domestic and external factors. In designing the country’s economic and social development plan from 2001 to 2005, known as “the 10th 5-year plan”, it was clearly stated that “our cultural affairs policy should be improved to facilitate quicker development of our country’s cultural industry.” 

Under that guideline, a series of reform measures were introduced at the ministerial level to enhance the competitiveness of Chinese cultural industry. In 2003, Chinese Ministry of Culture (MOC) issued Opinions on Supporting and Promoting the Development of Cultural Industry. 
In 2004, Chinese Ministry of Radio, Film and TV issued Provisional Regulations on Movie Production, Distribution and Broadcasting and Regulations on China-Foreign Joint Movie Production.
 Under those regulations, for the first time private capital was allowed to establish movie studios; for the first time overseas capital was allowed to establish joint ventures with domestic movie studios. 

Reform measures at the ministerial level received recognition from Chinese State Council after two years of practice. In 2005, Chinese State Council issued Decision on Non-State Capital’s Accession into Cultural Industry, further clarifying the scope and accession procedure for private and foreign capital to invest in copyright industry. 
 After lifting the restriction on private and foreign capital’s accession into Chinese cultural industry, in 2005 private capital participated in the production of 75% of Chinese domestic movies.
 Moreover, in 2005 the first China-Foreign joint venture in book distribution, Liaoning-Bertelsmann Book Distribution Inc., was established in northeast China’s Liaoning Province.
 

Chinese cultural reform did not stop there. In July 2009, Chinese State Council issued Promotion Plan for Cultural Industry
, known as the 2009 Plan, reiterating the necessity to “attract private and foreign capital to related cultural industries, (so that) they can participate in the building up of state-owned cultural enterprises”. Moreover, the 2009 Plan expanded the accession scope of private and foreign capital to other sectors of cultural industry such as TV/Radio, cartoon, and advertisement industry.

The above-mentioned reform measures ignited another quick development period for Chinese cultural industry. During the early 21st century, the quantity of Chinese cultural industry units jumped exponentially as part of the rapid development of the country’s national economy. As of 2007, those outlets included 2356 Radio and TV stations , 573 publishing houses producing 248,283 titles, 9468 periodicals, 1938 newspapers, and 36 movie studios producing 406 movies. 
 Compared with other countries in the world, in 2007 China possessed the largest amount of radio and TV stations and published largest amount of book titles. Moreover, China ranked No. 5 in numbers of periodical, next to US, Japan, Britain, and Germany, and No. 4 in numbers of movies produced, next to India, US and Japan.
 Moreover, by the end of 2008, there were 2.87 million websites registered in China, only next to the US, and 298 million internet users, highest around the globe.
 All the above constitute the bulk of Chinese copyright industry at the turn of the century.
Not only did the quantity of cultural industry units grow rapidly, but also the total volume of their output. For example, by 2005 the total profits of Shanghai TV and Film Group Inc. reached 85.4 million RMB (about 10.5 million US dollars), growing by 40 times in two years compared with the profit level of 2003 (2 million RMB).
 In 2006, the total output of Chinese copyright industry reached 512.3 million RMB, growing by 17.1% compared with 2005.
 This growth rate was twice that of the US(7%) and almost twice that of UK(9%), highest among major economies in the world.

 In sum, the competition between liberal and conservative ideology is a very useful prism to examine the reform of Chinese propaganda system in the past decades. In recent decade, market mechanism gradually gained upper hand over conservative ideology although the remnants of the latter remains strong, as will be discussed in the next section. The reform of Chinese propaganda state, both its achievements and limitations, constitutes the policy environment for the development of copyright industry in China.  
Copyright Industry in China

With the reform of Chinese propaganda state in place, this section examines both the development of Chinese domestic copyright industry under the above-discussed policy background and the impact of foreign copyright industry on Chinese cultural market. I argue that Chinese domestic copyright industry is fighting on both fronts: on one hand, the restriction of Chinese propaganda state prevents Chinese domestic copyright industry to reach its full potential; on the other hand, Chinese domestic copyright industry has to compete with their foreign counterparts.(write more)
Copyright industry is defined as industries relying on copyright as their core competitiveness. Most countries’ copyright industry is composed of three parts: publishing industry such as books, magazines, and newspapers; entertainment industry such as music, movie and TV/Radio; and software industry. Although software industry is generally regarded as part of copyright industry, it is not going to be emphasized in the analysis of this paper since mostly software copyright is related to industrial use rather than literature and artistic creation.

According to a Beijing-based IPR scholar, the competitiveness of a country’s copyright industry relies on two aspects: the production of high quality copyright works and the efficient distribution of copyright works from producers to the consumers.
 He delineated to me what he deemed a benign circle for the development of copyright industry. Under that benign circle, high quality copyright products can reach the mass consumers by efficient distribution; income earned from consumers of copyright products can in turn provide financial resources to help produce more high quality copyright products.(see table below)

Table 5.1: Benign Circle for the Development of Copyright Industry (Ideal State)

[image: image1]
Source: Interview with a Beijing-Based IPR Scholar, 12-08-2007

According to him, however, the existence of conservative Chinese propaganda policy has distorted the benign circle. Specifically, due to China’s conservative propaganda policy, producers of copyright products have to obtain endorsement from the government before they can produce high quality copyright works. Moreover, Chinese propaganda state cannot exercise direct control over Chinese mass consumers, but it can control, or at least attempt to control, the way in which copyright products can reach tem. Due to Chinese propaganda state’s rigid control over the distribution channel of copyright works, copyright works cannot be distributed to the Chinese populace in an efficient manner. As such, a distorted circle comes into shape in China. (see table below) As will be discussed in the following section, government’s rigid control over Chinese copyright industry at least partially contribute to the growth and survival of  copyright infringement activities.

Table 2: Distorted Circle of Copyright Industry Development (Reality in China)

[image: image2]
Source: Interview with a Beijing-based IPR Scholar, 12-08-2007
Producing Copyright Products in China: Dancing with Shackles on the Feet
As discussed in the previous section, market reform sparked rapid growth in China cultural industry in recent decade. Despite the astonishing growth of Chinese cultural industry in recent years, Chinese propaganda state’s mission remains unchanged. To that end, the Chinese propaganda state still maintains its restriction over the eligibility to produce copyright products and their content. Specifically, in Chinese film industry, for example, although foreign investors are permitted to establish joint ventures with state-owned movie studios, their share cannot exceed 49%. Moreover, they are not permitted to establish their solely-owned studios. They are not allowed to set up joint ventures with Chinese privately-owned studios, either.
 In Chinese publishing industry, there are similar restrictions on foreign capital’s entry into the Chinese market.  

 Moreover, censorship mechanism still exists in China although the criteria were less rigid than before. Under the new regulations, instead of exercising censorship power over certain cultural industry units as a whole, the censorship focus was shifted to the content of specific cultural products. That is, private and foreign capital get the permission to access Chinese movie production, but they still have to acquire a production license before individual movies can be produced.
 Chinese movie studios are required to submit a 1,000-word long synopsis of movie script to the Ministry of Radio, TV and Film (MORTF) before the production process starts. For China-foreign jointly produced movies, full text of the movie script is required. 
 

Chinese movie professionals have constantly called for replacing the censorship mechanism with China’s own rating system, drawing from the experience of developed countries such as the US.
 Under the rating system in countries such as the US, movies’ content is subject to review by movie producers’ organization such as Motion Picture Association instead of the government.
 However, such a system is still under discussion and has not been established into government regulations in China. While movie rating system has been established in the developed countries such as the US since the late 1960s
, similar regulations are still in their infant stage in China. Under such a censorship system, it takes an average 45 to 60 days for a movie to get a production license. That system terribly slows down movie production and makes it harder for the investors to get their investment back. Some outstanding movies missed prime running schedule due to the bureaucratic inefficiency of Chinese censorship mechanism.(Wang 2008) 

In recent years, China invested heavily to develop its cultural industry (I am waiting for the arrival of an interlibrary loan item to get the exact data), but money alone is not enough to produce high quality cultural products. Equally important is a relatively free environment for creative expression. In that aspect, the situation in China is still dissatisfactory for copyright owners. As a copyright owner told me, “On one hand, the government wants us to run fast; on the other hand, they are worried that we are going to run too fast or even run into the undesired direction. Therefore, they still want to hold the rein. But the problem is: how can a horse run fast if the rein remains so tight?” 

Distribution of Copyright Products in China: Marketing Culture in a Fragmented Market

While the production of copyright goods is hindered by the Chinese propaganda state, the distribution of those goods is also under its grip. In the words of a copyright owner, “the government not only can control our heads at their will, but also cut our blood vessel if deemed necessary.”

As discussed earlier, for a long time propaganda outlets in China were regarded as primary locales for Chinese Communist Party to construct legitimacy. In 1949, when the communist forces took over China, Chinese Communist Party ordered the communist troops to reserve a place in the downtown area for the Communist Party-run Xinhua Bookstore in whatever a new city that they conquered to sell “revolutionary books works”. With the Communist Party coming into control in most of Chinese provinces except Taiwan, a cultural product distribution system was established in China following the steps of Chinese Communist troops. 
In other areas of Chinese cultural affairs such as movie industry, similar distribution system was established, with China Film Company as the major distribution channel for movies or movie-related products.


However, such a distribution system has its serious deficiencies when examined against the requirement of developing market economy: for a long time the state-owned Xinhua bookstore/China Film is the main channel to distribute cultural products such as books and audio-visual materials. Like other state-owned enterprises in China, Xinhua Bookstore/China Film operated as the accessories to different levels of Chinese government rather than independent market entities. Instead of responding to the needs of mass consumers, and operating Chinese cultural market as a market, Chinese cultural products were distributed at state order. 



That outdated distribution system became the target of reform in the early 1990s. In 1993, the Ministry of Radio, TV and Film (MORTF) terminated the monopoly power of China Film over the distribution of domestic film and devolved the distribution power to the movie studios at the provincial level. Such reform measures transformed the formerly monopolized distribution channel into an open system of channels.
 In 2002, China established a theater band system to further break down the borderline between different provincial movie markets. Under the theater band system, movie theaters across different provinces were organized into different distribution coalitions, possessing the autonomy to determine which movies will be on show and at what schedule
. The theater band system further established Chinese movie market into a full-fledged market. At the same time, Xinhua Bookstores at different levels started to transform themselves into corporate entities.
 


However, constraints still exists. Like in the production sector, foreign investors are still forbidden to establish their solely-owned theaters and distribution companies. While they are allowed to establish joint ventures with Chinese distribution companies, their share cannot exceed 49%.
 Moreover, China Film kept the power to distribute imported foreign films. Foreign movie companies are not allowed to distribute their movies on their own. MORTF also stipulates that 2/3 of showing time in Chinese movie theaters should be reserved for domestic films. 
In publishing industry, similar restrictions exist although the first China-foreign joint distribution venture was established in 2003.



Due to those constraints, movie theaters at local level cannot get sufficient financial resources to further extend their distribution channel and better reach the audience. In 2001, the number of village level Xinhua Bookstores declined by 15,000 compared with that in 1985.
 Similar problems exist in Chinese movie distribution channel, as well. As of 2008, there are 1,118 movie theaters in China, next to the US (6,200 movie theaters).
 But given the vast population in China, that amount of movie theaters can hardly meet Chinese audience’ needs for movie entertainment: the total number of screens in the US reached 40,197 in 2008，on average 8,000 audiences per screen. In China, however, there are only about 9,600 screens; on average 150,000 audiences share one screen.
 Such a combination of insufficient supply and abundant demand incurs high price for movie tickets. Since official distribution channels cannot meet Chinese audiences’ needs well, they prefer to purchase DVD players or home video projectors and turn to unofficial cultural market to purchase illegitimate cultural products. As discussed in the third section, that creates space for pirated cultural products to grow.
Foreign Copyright Industry on the Chinese Soil


Even though Chinese propaganda state exercises so many constraints on the development of Chinese domestic copyright industry, the attitude of Chinese domestic copyright owners towards it cannot be described as complete hatred. As a Chinese copyright owner told me, “Our attitude towards the Chinese Propaganda Department is ambivalent: we hate it because it prevents us from further improving our competitiveness; we love it because it protects us from the greedy foreign copyright industry. Without it, Chinese copyright industry will be completely eaten up by foreign devils (yangguizi).”


After closing its door to foreign copyright industry for decades, in 1994, Chinese government agreed to import 10 foreign blockbusters annually.
 In 1995, the majority of those 10 foreign blockbusters turned out to be Hollywood movies.
 Those ten blockbusters created 120 million US dollars for Chinese movie industry. When China entered WTO, Chinese government agreed to raise that quota to 20 foreign films.
 


As preceding scholars rightly point out(Rosen 2002; Wan and Kraus 2002), Chinese government did not import foreign films for the sake of it. Instead, their original intention was to reestablish Chinese audience’s interests in watching movies. The restriction measures discussed earlier not only constrain the further development of Chinese copyright industry, but also constrain the free inflow into China by foreign copyright industry, which is much stronger than the incipient Chinese domestic copyright industry.

During its 15 years of presence on the Chinese soil, foreign copyright industry reaped considerable amount of benefits despite restrictions imposed by Chinese propaganda state. As indicated by the table below, in 2008, out of the top 10 movies with highest box office earnings in 2007, 6 of them were foreign films and 2 of them were joint productions between Hong Kong and Mainland; movie with highest box office earning, Transformer(Bianxingjinggang), was a Hollywood product and achieved more than one hundred million RMB box office earnings ahead of Warlords(toumingzhuang), a joint product between Mainland China and Hong Kong. While shaking Chinese domestic movie industry with their strong competitiveness, foreign copyright industry also brought forth cutting edge business model and operation ideas.
Table X: Movies of Top 10 Box Office Earnings on the Chinese Market (2007)
	
	Movie

Title
	Place of Production
	Number of Audience

(100,000)
	Box Office Earnings（100，000 RMB）

	1
	Transformer
	US
	930.6
	28231

	2
	Warlords
	Hong Kong/Mainland China
	500
	17031

	3
	Spiderman 3
	US
	491.3
	14970

	4
	Harry Porter 5 
	US
	488.9
	14514

	5
	Assembly Call
	China
	410
	14354

	6
	Lust and Caution
	China
	447.9
	13757

	7
	Caribbean Pirates
	US
	414
	12560

	8
	Casino Royale(James Bond 21)
	US
	304.8
	9270

	9
	Broken Orange
	Hong Kong/Mainland China
	222.4
	6500

	10
	Night at the Museum
	US/UK
	223.9
	6484

	Total
	
	
	4433.8
	137671


Source: Kang 2008 (Kang 2008) P. 11

In recent years, Chinese copyright industry maintains the momentum of rapid development. According to Yan Xiaohong, Deputy Director of Chinese State Copyright Administration, between 2000 and 2008, Chinese copyright industry recorded an annual growth rate of 15%, only next to Korea and Singapore in the developing countries; in 2008 the total output of Chinese copyright industry was about 1,200 billion RMB (about 120 million US dollars), accounting for 5% of Chinese GDP.
 

However, Chinese copyright industry is but an incipient player compared with the developed countries. According to International Intellectual Property Alliance (IIPA), a US-based organization of IPR holders, in 2005, the total output of U.S. copyright industries reached an estimated $1.38 trillion or 11.12 % of US GDP. As one of the major contributors to US exports, in 2005, it was estimated that foreign sales and exports of the US core copyright industries increased to at least $110.8 billion, higher than other major industry sectors. Those sectors include: chemical industry (not including medicinal and pharmaceutical products) ($97.17 billion); motor vehicles, parts and accessories ($76.26 billion); aircraft and associated equipment ($49.79 billion); food ($48.29 billion); and pharmaceutical products ($25.95 billion)
. In 2000, the total output of Japanese copyright industry reached 85 trillion Japanese yen(about 0.83 trillion US dollars), accounting for 17% of Japanese GDP.
 I have not acquired exact statistical data about the output of foreign copyright industry’s China branches, but the strong performance of Hollywood movies in 2008 can get researcher some sense about their competitiveness on the Chinese market.

By definition, a pillar industry should not only account for a significant percentage, normally 10%, of a country’s GDP, but also be able to promote the development of related industries.
 Judged by that standard, Chinese copyright industry is not yet a pillar industry for Chinese economy.


As such, a dilemma comes into shape: foreign copyright owners are well financed and experienced in copyright protection, but they cannot act freely in China; Unlike Chinese state-owned enterprises’ indifference to patent, Chinese domestic copyright owners hate copyright piracy as much as their foreign counterparts, but they do not have enough financial resources to support expensive anti-piracy investigation and lawsuit. As a copyright professional’s complaint goes, “we face enemies from all directions: above us, Chinese propaganda state oversees our behavior; on our right, we face competition from foreign copyright industries; on our left, we have to fight with potential copyright infringers; below us, the level of Chinese mass consumers’ IPR awareness is very low. Our fate is even more tragic than that piece of meat in a sandwich: that piece of meat is only squeezed by two pieces of bread. We are squeezed by four from four directions. We can move nowhere.” 
 It remains a challenging task for Chinese domestic copyright industry to survive international competition.
Underground Cultural Market in China:

 Fighting a “People’s War against Piracy” Without People’s Support

After discussing Chinese propaganda state and Chinese copyright industry, I move on to analyze the illegitimate aspect, namely copyright infringement activities in the next section. This section is driven by the following questions: who are the infringers? Who are the distributors and buyers of pirated goods? What is their attitude towards copyright? How does the underground cultural market work in China? What is their relationship with the legitimate market of Chinese copyright products? In answering those questions, I argue that underground cultural market has enormous competitive advantage compared with their legitimate counterparts. Although the exact size of that underground market remains unknown, it is featured with not only cheap pirated goods, but also flexible distribution system. Coupled with low level of IPR awareness among Chinese consumers, copyright infringement activities could not only grow up, but also survive rounds of anti-piracy campaigns.  
Producing Pirated Goods: Double Headaches for Chinese Copyright Owners 
There are two major sources of copyright infringement in China: one is from illegal production lines, the other is from the rapidly growing internet industry. While the former type of infringement was a popular way to infringe upon copyright in the 1990s, increasingly copyright products are uploaded to the internet for unauthorized download in the recent decade given the quick development of internet technology.  That creates double headache for Chinese copyright owners.
Headache 1: Illegal Production Line for Pirated DVD/Software


Illegal production lines are mostly located in Southern China’s Guangdong and Fujian Provinces. According to Chinese State Copyright Administration Spokesman, Wang Ziqiang, between 1996 and 2004，China detected 182 illegal production lines. Wang further added that Chinese Customs House found that a transnational piracy supply chain operating both inside and outside China. That is, parts of those illegal production lines were smuggled from overseas, assembled in China’s coastal provinces, with pirated DVD’s shipped to other inland provinces in China.

According to a Guangdong Customs House official, the profit margin of illegal pirated DVD/software production line is shocking: as of 2007, the cost of plastic material making pirated DVD was only 3,000 RMB (about 350 US Dollars) per ton; that is, the cost for raw materials making a pirated DVD/software was only 0.35 RMB (about 4 cents). One illegal burning machine for pirated DVD/software can produce 12,000 pirated DVDs in 10 hours. That is, it takes only 3 seconds to burn one pirated DVD/software! Even including the production cost such as purchasing pirated DVD/software burning machine, workers’ wages, and rent for factory, the average cost of one pirate DVD/software is only a little above 1 RMB (about 15 cents). If those pirated DVD’s are sold at the wholesale price of 2 or 3 RMB (about 20 to 40 cents) to the lower level vendors to be distributed to the other parts of the country, the profit rate for the factory owner is 100% or even higher! Considering that movie/software companies invest millions of dollars in producing a new movie or developing a new type of software, pirating them is almost costless. 
 

As those pirated DVD/software reach the Chinese mass consumers through several layers of the underground distribution system, the price can at most reach 10 RMB (about 1 dollar) per disc. At the same time, the average price of legitimate DVD/software is between 20-30 RMB per disc. In terms of price, legitimate DVD/software is no match for pirated DVD/software. As the comment of a copyright official goes, “producing pirated DVD/software is as profitable as trafficking drugs, but the level of risk is not nearly 1% of drug trafficking.”

Headache 2: Online Piracy


With the development of internet technology, online piracy becomes an increasingly more popular way of copyright infringement than producing pirated goods in hard form.
In February, 2005, three young technicians in Silicon Valley, Chad Hurley, Steve Chen and Jawed Karim set up the first video sharing website in the world, Youtube. Different from other internet companies such as Yahoo or Google, the most important competitive edge of Youtube comes from the video clips uploaded by internet users. In only 5 months, users of Youtube reached 30 million worldwide. The rapid growth of Youtube attracted interests from other internet tycoons. In Oct. 2006, Google merged Youtube at the cost of 1.65 billion US dollars.


Such a business model found followers in China. Later in 2005, Wang Wei, a young man from China’s Fujian Province established the Chinese equivalent of Youtube in Beijing. He named his own video sharing website Tudou. After Wang established Tudou, other video sharing websites run by ambitious Chinese young internet professionals mushroomed one after another in very short time.  From 2006 to 2007, video sharing websites increased by 10 times in 2 years, from about 30 to over 300!
 According to the study of IT Weekly, a Beijing Based professional journal on Chinese internet industry, in 2005 there were 32 million Chinese internet users who regularly viewed domestic and foreign video-sharing websites. It is also predicted that in 2010 such a number is going to reach 180 million!
 Such a huge number is definitely one of the highest in the world. Given the fact that China has the world’s largest internet users pool, the potential of growth of video-sharing website is astonishing.


While the rapid growth of video-sharing websites is a piece of wonderful news for internet industry, it is by no means a piece of good news for Chinese copyright industry. In fact, Chinese copyright industry has to fight on both fronts, not only against the illegal production factories for pirated goods but also against the rapidly growing internet industry. In September 2009, about 110 leading Chinese presses and movie studios organized China Alliance against Internet Copyright Infringement (referred to as “the Alliance” hereafter). According to them, in 2008 50% of movies and TV series they produced were illegally uploaded to major Chinese video-sharing websites such as Tudou without authorization. That incurred an economic cost totally 50 million to 100 million for the copyright owners. Therefore, about 90 members of the Alliance decided to launch a lawsuit against 8 major video-sharing websites in China on September 16th, 2009.
 

However, right after the lawsuit was launched, the Alliance received very cold feedback, not only from the internet companies as the allegedly copyright infringers, but also from the average Chinese consumers. Specifically, the Chinese consumers criticized the Alliance as “selfish, money driven and indifferent to the interests of mass public”. They even told the press that “(the defendants) should go ahead and continue to pirate”.
 


Under that scenario, it seems that other than dealing with above-discussed two problems, Chinese copyright owners are confronted with a third headache. That is the lack of sympathy for copyright on the part of Chinese grassroots peddlers and mass consumers.    
Selling Pirated Goods: A Case Study of Mr. Wang and His Fellow Peddlers in Beijing
Producing pirated goods is almost costless. The distribution system of pirated goods is much more flexible than the legitimate copyright goods despite years of reform. In this section, I offer an in-depth case study of certain groups of Chinese street peddlers, aiming to yield some insights into the distribution system of pirated goods that is still mysterious to outsiders. Due to the vast number of street peddlers in China and the underground nature of the operation of their network, there has not been any reliable statistical data about them. I certainly cannot do it single handedly. However, this case study demonstrates that other than cheap price, the flexibility in distributing pirated goods make them all the more competitive compared with the legitimate goods.

Selling pirated goods on the street does not require any sophisticated training. The relatively low level entry threshold makes selling pirated goods an attractive way to make a living for lower income people in China such as laid off employees from state-owned enterprises and migrant workers from Chinese rural area. Indeed, street peddlers are the most salient part of the underground distribution system of pirated goods. The exact number of street peddlers in China is unknown-maybe it can never be known, but the influence of street peddlers on the implementation of Chinese copyright policy is evident in their “business activities”.
During my field work in Beijing, I made friends with Mr. Wang, one of the thousands of street peddlers making a living by selling pirated goods in Beijing. A migrant worker from Anhui Province, Mr. Wang came to Beijing in 2005 after the township factory that he worked with went bankrupt. With the accumulation of more and more experience and personal connection in this business, his monthly income rose to 3,000 RMB and Mr. Wang started to enjoy a small reputation, for being capable and righteous, among his fellow pirated DVD peddlers. Moreover, compared with working staff in the state-owned audio-visual stores, Mr. Wang is very familiar with the development of movie/video game market situation. Everyday after 6:00PM, Mr. Wang started his business at the gate of the subway station nearby and introduced related movies to the customers. Most of the twenty-odd peddlers on Mr. Wang’s personal network are migrant workers from Anhui Province and its neighboring Henan province. Their business activities are located in border areas between Southwestern Beijing’s Fengtai and Haidian Districts.  

The pirated DVD’s that Mr. W and his fellow peddlers sell are distributed by an “upper line” guy based in Beijing’s neighboring Hebei Province. According to Mr. Wang, the source of the pirated goods that the upper line guy distributes is China’s coastal provinces such as Guangdong and Fujian. Exactly how they are produced in Southern China and shipped to Beijing remains a mystery to Mr. Wang and many other people. Indeed, over curiosity over these things will risk not only Mr. Wang’s business but also very possibly his personal security. This “upper line” guy promised to Mr. Wang that he would compensate for his economic fines if his pirated DVD’s are confiscated by the police. Of course, the condition is that Mr. W never tells the police the whereabouts of this “upper line” guy.  To Mr. W’s joy, the “upper line” guy always keeps his promise. 

The pirated DVD’s sold by Mr. W and his fellow peddlers range from classic movies by Chinese domestic filmmakers in the 1960s to most recent ones by filmmakers in Hong Kong, Taiwan, Japan, Korea, and the US. In Mr. W’s words, they can “meet the taste of people at every walk of life in Beijing.” Mr. W and his fellow peddlers are pretty welcome by residents in surrounding neighborhoods, some of whom are Westerners working or studying in Beijing. 

Mr. Wang and his fellow peddlers are not free from trouble, the biggest of which for them is, of course, from the law enforcement squad with the local cultural market management office. But those street peddlers have developed increasingly sophisticated skills after playing rounds of cat and mouse games with the law enforcement officials. According to a female peddler, Ms. Yin, she often carries a baby in her arms as a shield to protect her from police searches. That tactic proved very effective. She further added that, like many other female peddlers, she rent the baby from another female migrant worker in Beijing, who comes from the same village as hers!
 There are many other tactics unknown to the outside to play cat and mouse game. In fact, both Mr. Wang and Ms. Yin urged me not to probe further. Otherwise, they could not guarantee my safety. 

When asked about their attitude towards copyright, Mr. Wang and his fellow peddlers’ first response was “What is copyright?” After I explained to them in as easy language as I could, they made the following reply: “I do not care about copyright at all. I only care about making a living. Do not blame us as thieves. We are not. At least selling pirated DVD is better than robbery or burglary because it does not harm to common people. Our monthly income is only the cost of a banquet for those movie stars or even less. Do they know anything about our terrible living conditions? Do they care? Did the Americans urge the Chinese government to put us in prison? That is a wonderful idea. In prison, at least the government will feed us and we do not have to work so hard. Besides, does the Chinese government have so much room for so many of us in the prison? Be it American devils, Japanese devils or those disgusting guys in the Chinese government, they will never be able to annihilate us.”

Compared with well educated internet professionals and illegal pirated goods factory owners, Chinese street peddlers occupy much lower social standing. But their lower social standing does not mean that they are just trivial players on the stage. Instead, the sheer number of them makes them the foundation of the pyramid of piracy chain in China. The impact of that piracy chain cannot be ignored. Of even bigger number than the Chinese street peddlers are Chinese mass consumers. Their low IPR awareness level is an even more nightmarish hurdle for Chinese copyright owners to defend their rights.

Buying Pirated Goods: Copyright? Who Cares?
Unlike patents, whose primary consumers are industrial enterprises, the primary consumers of copyright products are China’s mass public. Combining my own interview data and survey data gathered by Chinese IPR scholars, I argue that the No. 1 factor for Chinese mass consumers’ behavior of purchasing pirated goods is economic reason. Moreover, the popularity of pirated goods among Chinese mass consumers also reflects the weaknesses of legitimate copyright market in China. That is, due to government constraint, even high quality copyright products cannot reach the mass consumers in an efficient manner. That creates the room for pirated goods to grow and survive rounds of anti-piracy campaigns.
The first reason for Chinese consumers to buy pirated copyright goods is obviously their cheap price, but there are also other reasons that attract them to the street peddlers instead of state owned audio-visual stores or movie theatre. When I asked why they bought pirated goods, a lady answered, “In today’s Beijing, who is so silly as to pay 50 RMB to sit in the theatre watching a movie if they can get it for less than 10 RMB on the street? Besides, pirated movies can appear on the market at least several days earlier before the legitimate ones get a chance to show on movie theatres. We do not want to wait that long.”


That lady’s comment can find support in a nationwide survey funded by Chinese State Intellectual Property Office(SIPO). According to the survey, 88.4% of Chinese consumers admitted that they have purchased pirated books, DVDs, or software. 72.5% of them admitted that the top reason for them to buy pirated DVD/software is cheap price.
 


The above discussed survey did not provide further details about the consumers of pirated goods: who are they? What do they think about copyrights? That was supplemented by a regional survey conducted by Zhang Zhiqiang, Professor of Nanjing University in East China’s Jiangsu Province, and his research team in 2005.


Contrary to the conventional wisdom, the survey indicated that higher level of education does not necessarily lead to stronger resistance to pirated goods: among the buyers of pirated goods under examination, 65.8% of them have received college education or higher. Among them, 75% have a monthly salary of 4,000 RMB (about 700 US dollars) or higher, which is the level of middle class income in China. Moreover, 79.7% of them do not feel guilty when purchasing pirated goods and 84.1% of them told the team that their only worry in buying pirated goods is its relatively lower quality than legitimate goods. When asked the reason for them to purchase pirated goods, 90% answered “cheap price”; the second most cited reason was “efficient distribution to the market.” Although that survey was not conducted on a nationwide level, it was conducted in a relatively affluent urban area. Therefore, the finding is quite relevant to understand the IPR awareness level of Chinese mass consumers at the nationwide level. The survey data indicates that the level of IPR awareness is very low even among urban middle class in China. One can infer the level of IPR awareness in the less affluent regions and among the less well educated populace.
 


When asked to interpret the survey data, Zhang urged me to look not only at economic reasons. According to him, the higher a consumer’s education level, the more need for cultural products. If the legitimate distribution channel cannot satisfy their needs, they will seek copyright products through illegitimate channels. While cheap price is no doubt the main reason for pirated goods to be so popular in China, more diversified content and more efficient distribution make the pirated goods all the more competitive. To some extent, due to their low IPR awareness level, Chinese consumers involuntarily help the copyright infringers to dispose of stolen goods. To solve that issue, not only should the government engage in consistent efforts to raid against piracy activities, but also should the government fix deeper level institutional problems with both the production and the distribution of copyright goods in China so as to better meet Chinese people’s demand for a better cultural life.


In sum, in fighting a “people’s war against piracy”, the government cannot win the war without people’s support. As mentioned in an earlier paper, China employs 330,000 enforcement staff as of 2007, highest number in the world. However, even if Chinese IPR enforcement staff work on 7 days a week, 24 hours a day basis, they cannot completely monitor the selling behavior of tens of thousands street peddlers and the consumption behavior of the country’s 1.3 billion people. To some extent, Chinese consumers involuntarily help copyright infringers to dispose of their stolen copyright. Ironically, that partially stems from Chinese government’s rigid control over the country’s cultural life. The promotion of IPR awareness among Chinese consumers is a more daunting and probably more important task for the Chinese government than raiding piracy chain. In promoting IPR awareness among Chinese people, the government should probably first examine the problems within its own propaganda and cultural affairs policy.
Conclusion


The research puzzle that drives my entire dissertation project is: why does intellectual property right infringement remain so rampant in China according to international standard despite the country’s consistent legislation and enforcement efforts after acceding to multiple international IPR treaties in the past decades? This paper and the previous one address this puzzle by pointing towards the role of societal actors: domestic business community, foreign business investing in China, and Chinese mass consumers. Different from conventional wisdom that focuses mostly on the role of state actors, I seek to examine IPR issue as happening on the interface between state and societal actors. Specifically, I examine the following questions: what do IPR mean for different players on the stage of Chinese IPR policy? How do the different players- Chinese government, business community, and Chinese mass consumers-develop their own understandings of IPR? How do these different understandings of IPR interact with each other so as to shape an incipient “Chinese IPR norm” thus far? Moreover, how does this incipient “Chinese IPR norm” impact the local operation of IPR as an international norm in the world’s biggest developing country?


This paper on copyright and the previous paper on patent have demonstrated that, instead of viewing China as a unitary target state to comply with international IPR norm, it should be understood as a stage for diversified political/economic forces to collaborate, compete, and interact. The development of story does not terminate when China started to adopt international IPR norm in the 1990s. Indeed, when international IPR norm entered China with the country’s accession to multiple international treaties, researchers should remember that that IPR norm does not come into a vacuum in China. Instead, different social/interest groups pursue their own policy goals, with their own understandings of IPR. They often alter the IPR norm to suit their own positions on the stage. With that knowledge in mind, it is easier to shed light on the puzzle raised earlier. 

As I was doing my field work in China from 2007 to 2008, my interviewees kept reminding me of the importance of the political/economic environment that Chinese copyright policy operates. According to a Shanghai-based IPR scholar, “The study of Chinese copyright policy is analogous to treating a patient in the means of Chinese traditional medicine. Only the most inexperienced doctors focus on getting rid of the symptoms. Experienced doctors typically seek to restore internal balance of the patient and ensure the smooth flow of energy inside the patient’s body.”
 Following that line, I seek to situate Chinese copyright policy in the greater scenario of China’s institutional reform in political and economic realms, all of which are parts of the country’s transition towards a full fledged market economy and, probably, higher level of political democracy. 

The 2008 Beijing Olympic Games opening ceremony was regarded as a precious opportunity for China to demonstrate the splendid achievement in both ancient and contemporary times. On the ceremony, “four great inventions” in ancient China, namely compass, gunpowder, paper-making and printing, were featured as one of the main themes of the performance. Among those “four great inventions”, two of them were related to copyright：paper-making and printing. It is widely believed that the wide spread of mobile-type printing technology in Europe contributed a great deal to the breaking of monastery’s monopoly over knowledge and the birth of the notion of democracy. After we watched the opening ceremony of 2008 Beijing Olympic Games together, a Shanghai-based IPR lawyer raised a set of thought provoking questions: while paper making and printing contributed to the collapse of monarchy in Western Europe, why those technologies did not ignite similar social changes in China until several centuries later? While the technology of spreading ideas and related copyright industry have become such an important part of Western world’ competitive edge in this increasingly globalized world, why does the development of copyright industry still meet so many constraints in the birthplace of paper making and printing technology? Can free flow of ideas co-exist with an authoritarian political system? If not, what should be changed? How should the changes happen?
 In fact, the questions are so big that even the person who raised those questions did not provide an answer. However, the IPR lawyer’s questions, together with Chinese copyright official’s comment on Chinese propaganda state, Chinese copyright owners’ complaint about government’s restraint, and even Chinese street peddlers and mass consumers’ indifference to copyright issue discussed earlier in the paper, all point to the greater political and economic scenario that Chinese copyright policy operates. Like the issue of patent, China’s struggle over copyright is also part of the country’s painful transition to an unknown future. Such should be born in mind by both Chinese decision-makers and foreign researchers aiming to achieve a better understanding of the most populous country in the world. 

In the end, my study has policy implications for both Chinese and foreign players on the stage of Chinese copyright policy: to echo the metaphor made by the IPR scholar earlier in this section, raiding piracy activity is just like getting rid of a patient’s symptoms. There are much more to be done to improve the patient’s health. Those measures should include at least international cooperation against transnational piracy network, consistent education campaigns to promote Chinese mass public’s IPR awareness, more policy measures to build up the competitiveness of Chinese copyright industry, and probably more thorough institutional reforms into the Chinese propaganda state, one of the cornerstones of Chinese communist system.


FLIST 
Lynch, D. (1999). "Dilemmas of "Thought Work" in Fin-de-Siecle China." The China Quarterly 157(March): 173-201.

Schurman, F. (1966). Ideology and Organization in Communist China. Berkeley, University of California Press.

Shambaugh, D. (2007). "China's Propaganda System: Institutions, Processes, and Efficacy." China Journal 57(January): 25-58.

Wang, S. (2003). Framing Piracy: Globalization and Film Distribution in Greater China, Rowman & Littlefield Publishers, Inc.



http://www.ifpi.org/content/library/20070130-highlights.pdfAlliance, I. I. P. (2007). Copyright Industry in the US Economy: the 2006 Report, International Intellectual Property Alliance: , last accessed Oct. 6th, 2009.

Apter, D. and T. Saich (1994). Revolutionary Discourse in Mao's Republic. Cambridge: , Harvard University Press.

Balio, T. (1985). The American film industry. Madison, University of Wisconsin Press.

Brady, A.-M. (2006). "Guiding Hand: The Role of the Central Propaganda State in teh Current Era." Westminster Papers in Communicatoin and Culture Vol. 3(No. 1): 58-77.

Brady, A.-M. (2008). Marketing Dictatorship: Propaganda and Thought Work in Contemporary China. Lanham  Rowman & Littlefield.

Center(中国电影产业研究中心）, C. F. I. S. (2008). China Film Industries Studies Report. Beijing, China Film Press.

Chen, T. 陈. (2003). Does the Heaven Known Human Beings' Sicknesses: Narrative of Post 1949 Chinese Literature and Artistic Circle(人有病，天知否：1949年后中国文坛纪实）. Beijing, People's Literature Press(人民文学出版社）.

CNNIC(中国互联网信息中心）, C. I. N. I. C. (2009). 2008 Statistical Report on the Development of Internet in China(2008中国互联网发展统计报告）. Beijing, http://www.cnnic.net.cn/index/0E/00/11/index.htm，last accessed 10-11-2009.

Esarey, A. (2006). Caught Between State and Society,: The Commercial News Media in China. Political Science. New York City, Columbia University. Ph.d.
Fu, C. 傅. and Danna，Song（宋丹娜） (2004). "Origin and Evolution of Chinese Cultural System Reform（我国文化体制的缘起、演进和改革对策）." Journal of Jianghan University(江汉大学学报） 21(No.2): PP83-89.

Hao, J. 郝. (09-28-2009). Chinese Cultural Industries in the Past 60 Years:(文化产业60年:回望崛起之路）. Xinhua News Agency. http://news.xinhuanet.com/politics/2009-09/28/content_12119502.htm， last accessed 10-11-2009.

Kang, J. e., Ed. (2008). 2008 Research Report on Chinese Film Industry(2008中国电影产业研究报告）. Beijing, China Film Press.

Kenez, P. (1985). The Birth of the Propaganda state : Soviet Methods of Mass Mobilization, 1917-1929. Cambridge, New York, Cambridge University Press.

Lee, C.-c., Ed. (2000). Power, Money, and Media: Communication Patterns and Bureaucratic Control in Cultural China. Evanston, Northwestern University Press.

Liang, H. 梁. (1992). "Managing Newspaper under Socialist Market Economy（社会主义市场经济条件下的报纸管理）." China Journalists(中国记者） No.12: 5-6.

Liu, Q. (2003). Between the State and Market: Media Reform and the Change of Public Discourse in Contemporary China, University of Minnesota. Ph.d. Dissertation.

Liu, Z. 刘. (1993). "Quicken the Step of Reform, Make Our Movie Industry Prosper(加快改革步伐，繁荣电影事业）." Chinese Movie(电影）(2): 4-6.

Liu, Z. 刘. (1994). "The Emphasis of Cultural Reform in 1994 Will be Laid on the Management of Performing Arts Troupes(今年文化体制将作重大改革　艺术表演团体是改革的重中之重）." China Theatre(No.2): P19.

Luo, G. 罗. (1992). A Significant Strategic Move: On Accelerating the Development of Tertiary Industry(重大战略决策：加快发展第三产业）. Beijing, China Politics and Law University Press(中国政法大学出版社）.

Lynch, D. (1999). "Dilemmas of "Thought Work" in Fin-de-Siecle China." The China Quarterly 157(March): 173-201.

Rosen, S. (2002). The Wolf at the Door: Hollywood and the Film Market in China,. Southern California and the World. E. J. Heikkila and e. Rafael Pizarro. Westport, CT, Praeger: pp.49-77.

Rostow, W. (1964). The economics of take-off into sustained growth. New York, St. Martin's Press.

Schurman, F. (1966). Ideology and Organization in Communist China. Berkeley, University of California Press.

Shambaugh, D. (2007). "China's Propaganda System: Institutions, Processes, and Efficacy." China Journal 57(January): 25-58.

Tu, Z. 屠. (1999). Management of Newspaper In Contemporary China(当代报业经营管理）. Wuhan, Central China Polytechnic University(华中理工大学出版社）.

Wan, J. (1992). Hollywood and the Changing Political Economy of the Chinese Film Industry in teh 1990s. Political Science. Eugene, University of Oregon. MA Thesis.

Wan, J. and R. Kraus (2002). " Hollywood and China as Adversaries and Allies Hollywood and China as Adversaries and Allies." Pacific Affairs, Vol. 75, (No. 3 (Autumn)): pp. 419-434.

Wang, J. 汪. (2008). "Legal Constraint on Chinese Movie Industry: The Perspective of Movie Rating System(中国电影业发展的法律困境:以电影分级制为切入点）." Movie Script(电影文学）(No. 21): pp 9-11.

Wang, S. (2003). Framing Piracy: Globalization and Film Distribution in Greater China, Rowman & Littlefield Publishers, Inc.

Wu, H. 吴. (1995). The Magic Cube of Book License: Incremental Suicide of Chinese Publishing Houses(书号魔方:出版者的慢性自杀 ）. Beijing, Huayi Press.

Wu, X. (1992). The Chinese Film Industry Since 1977. Eugene, University of Oregon. Ph.d. Dissertation.

Yu, F. (1964). Mass Peruasion in Communist China. New York City, Praeger.

Yuan, L. 袁. (1999). "The Process for Books to be Recognized as Commodity and Its Impact(图书确定是商品的过程与作用）." China Publishing（中国出版） No.1(1999): 59-61.

Zhong, C. 仲. (1993). "A Philosophical Thinking on Certain Trends in TV and Movie Production(对当前影视创作一种思潮的哲学思考——学习党的十四大政治报告的体会)." China Television(中国电视）(No.1): 32-34.



Production of Copyright Products


(eg. Presses, Movie Studios)








Distribution Outlets


(eg. Bookstores, TV/Radio Stations, Movie Theaters, etc)





Mass Consumers, (Paying money for entertainment) 





Chinese Propaganda State





Production of Copyright Products(eg. Presses, Movie Studios)





Distribution Outlets (eg. Bookstores, TV/Radio Stations, Movie Theaters)





Chinese Mass Consumers(paying money for entertainment)
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� Interview with a copyright official, Beijing, 12-06-2007;


� See Chinese Communist Party Central Propaganda Department eds: Dictionary of Chinese Communist Party Organization Work(中国共产党组织工作辞典), Dangjian Duwu Press, Beijing, 2001; Also see the website of Chinese Communist Party Central Propaganda Department, http://cpc.people.com.cn/GB/64114/75332/5230610.html, last accessed 10-06-2009;
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� Lin, Biao, Long Live the Proletarian Cultural Revolution(无产阶级文化大革命万岁)，in Red Flag(红旗)，06-08-1966；


� For a most recent elaboration of Chinese leadership’s thinking on propaganda work, see Chinese President, Hu Jintao’s speech on the 2009 National Propaganda and Thought Work Conference, 01-22-2009, available online at � HYPERLINK "http://www.hcwang.cn/sub/09kxfzg/2009-04-02/160704074712.shtml" ��http://www.hcwang.cn/sub/09kxfzg/2009-04-02/160704074712.shtml�, last accessed 10-17-2009;
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� Other member units of the Central Propaganda Group include Xinhua News Agency and People’s Liberation Army General Political Office, but they are not going to be discussed here since their work is not so closely related to copyright. 
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� The data are draw from  China Statistical Yearbook,( 2002) , China Radio and TV Yearbook (1984, 1998) , and the website of Chinese State Bureau of Statistics: 


� Interview with an IPR scholar, Beijing, 12-01-2007;
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	� P 29;


� People’s Daily, 12-31-1979, P.3;
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� Zhao Dan’s article can be accessed online at http://www.ilf.cn/Mate/3932.html, last accessed 10-10-2009;


� People’s Daily, 04-18-1982, P. 4; 


� People’s Daily, 09-25-1983, P. 1;


� Deng Xiaoping, Selected Works of Deng Xiaoping, Vol. 2, P 255-256;


� See, for example, Gu, Tu, Closing Down Dancing Ballrooms and Closing Cultural Life(封闭舞厅与封闭文化)， People’s Daily, 01-25-1988, P. 8;


� Interview with a former cultural affairs official, Hefei, Anhui, 06-29-2007;


� Wang Meng on Culture and Artistic Work in the New Year, People’s Daily, 01-01-1988, P. 2;


� Full text of this notice can be accessed online at � HYPERLINK "http://www.law-lib.com/law/law_view.asp?id=48020" ��http://www.law-lib.com/law/law_view.asp?id=48020�, last accessed 10-17-2009;


� See, Liao Wang Journal Reporting Team: A Comprehensive Discussion on Managing the Cultural Market(文化市场理论研究综述) ，from Liao Wang Journal(瞭望周刊) ，No.38, 1988, PP 21-23;


� Gao’s article was published in two parts on the Nov. 2nd and Nov. 6th issues of China Cultural News.


� People’s Daily, 09-05-1989, P. 1;


� For part of He Jingzhi’s speech, see, for example, Xinhua News Agency, Symposium on Deng Xiaoping’s Thoughts on Literature and Artistic Work,  People’s Daily, 12-23-1989, P 1;


� Chen, Xitian (陈锡添)：When East Wind Breezes, Spring Comes- Comrade Deng Xiaoping’s Visit to Shenzhen(东方风来满眼春-邓小平同志在深圳纪实)，full text available online at � HYPERLINK "http://news.xinhuanet.com/newscenter/2003-08/19/content_1033952.htm" ��http://news.xinhuanet.com/newscenter/2003-08/19/content_1033952.htm�, last accessed 10-19-2009;
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	� Also see Liu (2003), PP 27-29 for reform of Chinese newspaper management system. 
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� China Advertisement Yearbook (1999-2002)


� See, for example, Dentsu Japan Marketing/Advertising Yearbook, Tokyo ; Dentsu Inc., [c1981-c1985]; 


� See, for example, � ADDIN EN.CITE <EndNote><Cite><Author>Wu</Author><Year>1995</Year><RecNum>320</RecNum><record><rec-number>320</rec-number><ref-type name="Book">6</ref-type><contributors><authors><author><style face="normal" font="default" size="100%">Wu</style><style face="normal" font="default" charset="134" size="100%">,</style><style face="normal" font="default" size="100%">Haimin(</style><style face="normal" font="default" charset="134" size="100%">吴海民）</style></author></authors></contributors><titles><title><style face="normal" font="default" size="100%">The Magic Cube of Book License: Incremental Suicide of Chinese Publishing Houses(</style><style face="normal" font="default" charset="134" size="100%">书号魔方:出版者的慢性自杀 ）</style></title></titles><dates><year>1995</year></dates><pub-location>Beijing</pub-location><publisher>Huayi Press</publisher><urls></urls></record></Cite></EndNote>�Wu, H. 吴. (1995). The Magic Cube of Book License: Incremental Suicide of Chinese Publishing Houses(书号魔方:出版者的慢性自杀 ）. Beijing, Huayi Press.	� Also see Liu(2003), PP 34-36;


� Interview with an IPR scholar, Shanghai, 07-25-2008; 


� For a discussion of how censorship mechanism worked in Chinese film industry in the 1980s, see � ADDIN EN.CITE <EndNote><Cite><Author>Wu</Author><Year>1992</Year><RecNum>321</RecNum><record><rec-number>321</rec-number><ref-type name="Thesis">32</ref-type><contributors><authors><author>Wu, Xianggui</author></authors></contributors><titles><title>The Chinese Film Industry Since 1977</title></titles><volume>Ph.d. Dissertation</volume><dates><year>1992</year></dates><pub-location>Eugene</pub-location><publisher>University of Oregon</publisher><urls></urls></record></Cite></EndNote>�Wu, X. (1992). The Chinese Film Industry Since 1977. Eugene, University of Oregon. Ph.d. Dissertation.	�


� Representative among those movies/books were Chen Kaige’s Farewell My Concubine(movie), Zhang Yimou’s To Live(movie), Tian Zhuangzhuang’s Blue Kite(Movie), and Yu Qiuyu’s Painful Cultural Journey(book). For further information, see� ADDIN EN.CITE <EndNote><Cite><Author>Wan</Author><Year>1992</Year><RecNum>322</RecNum><record><rec-number>322</rec-number><ref-type name="Thesis">32</ref-type><contributors><authors><author>Wan, Jihong</author></authors></contributors><titles><title>Hollywood and the Changing Political Economy of the Chinese Film Industry in teh 1990s</title><secondary-title>Political Science</secondary-title></titles><volume>MA Thesis</volume><dates><year>1992</year></dates><pub-location>Eugene</pub-location><publisher>University of Oregon</publisher><urls></urls></record></Cite></EndNote>�Wan, J. (1992). Hollywood and the Changing Political Economy of the Chinese Film Industry in teh 1990s. Political Science. Eugene, University of Oregon. MA Thesis.	� Also see, Yu Qiuyu: Yu Qiuyu on Piracy(余秋雨说盗版)from Shangdong Library Quarterly (山东图书馆季刊)，No。 1， 1999 ，PP68-70；


� Full text of those regulations can be accessed at Gazette of the State Council of the People s Republic of China(中华人民共和国国务院公报), No. 3, 1996,PP 91-96;


� Gazette of the State Council of the People s Republic of China(中华人民共和国国务院公报), No. 19, 1996, PP6-14;


� Gazette of the State Council of the People s Republic of China(中华人民共和国国务院公报), No. 2, 1996, PP7-15;


� Full text of the 10th 5-year plan can be accessed at � HYPERLINK "http://www1.peopledaily.com.cn/GB/shizheng/16/20010318/419582.html" ��http://www1.peopledaily.com.cn/GB/shizheng/16/20010318/419582.html�, last accessed 10-20-2009;


� Full text can be accessed online at � HYPERLINK "http://www.gzcm.gov.cn/show.aspx?id=489&cid=56" ��http://www.gzcm.gov.cn/show.aspx?id=489&cid=56�, last accessed 10-20-2009;


� Full text can be accessed online respectively at � HYPERLINK "http://review.jcrb.com/zyw/n79/ca169684.htm" ��http://review.jcrb.com/zyw/n79/ca169684.htm� and � HYPERLINK "http://www.jincao.com/fa/23/law23.33.htm" ��http://www.jincao.com/fa/23/law23.33.htm�, last accessed 10-20-2009;


� Full text of this decision is available online at � HYPERLINK "http://news.xinhuanet.com/newscenter/2005-08/08/content_3325946.htm" ��http://news.xinhuanet.com/newscenter/2005-08/08/content_3325946.htm�, last accessed 10-20-2009;


� Xiang Bing(向兵): Exciting Show Just Kicked Off for Chinese Film Industry(中国电影好戏刚开场)，People’s Daily, 03-31-2006，P.11, ,


� China Press and Publication News(中国新闻出版报), 05-27-2005, Page 1.


� Full text of this plan can be accessed on People’s Daily, 09-27-2009, P 3;


�China State Statistics Bureau: China Statistical Yearbook 2008, PP 847-850; 


� The data of worldwide ranking are gathered from General Administration of Press and Publication ,China Publishing Yearbook, 2008(2008年中国出版年鉴)，； � ADDIN EN.CITE <EndNote><Cite><Author>Center(中国电影产业研究中心）</Author><Year>2008</Year><RecNum>305</RecNum><record><rec-number>305</rec-number><ref-type name="Book">6</ref-type><contributors><authors><author><style face="normal" font="default" size="100%">Chinese Film Industries Studies Center(</style><style face="normal" font="default" charset="134" size="100%">中国电影产业研究中心）</style></author></authors></contributors><titles><title><style face="normal" font="default" size="100%">China</style><style face="normal" font="default" charset="134" size="100%"> </style><style face="normal" font="default" size="100%">Film Industries Studies Report</style></title></titles><dates><year><style face="normal" font="default" charset="134" size="100%">2008</style></year></dates><pub-location>Beijing</pub-location><publisher>China Film Press</publisher><urls></urls></record></Cite></EndNote>�Center(中国电影产业研究中心）, C. F. I. S. (2008). China Film Industries Studies Report. Beijing, China Film Press.


	� P 21; 


� � ADDIN EN.CITE <EndNote><Cite><Author>CNNIC(中国互联网信息中心）</Author><Year>2009</Year><RecNum>306</RecNum><record><rec-number>306</rec-number><ref-type name="Report">27</ref-type><contributors><authors><author><style face="normal" font="default" size="100%">China Internet Network Information Center CNNIC(</style><style face="normal" font="default" charset="134" size="100%">中国互联网信息中心）</style></author></authors></contributors><titles><title><style face="normal" font="default" charset="134" size="100%">2008 </style><style face="normal" font="default" size="100%">Statistical</style><style face="normal" font="default" charset="134" size="100%"> </style><style face="normal" font="default" size="100%">Report on the Development of Internet in China(</style><style face="normal" font="default" charset="134" size="100%">2008中国互联网发展统计报告）</style></title></titles><dates><year><style face="normal" font="default" charset="134" size="100%">2009</style></year></dates><pub-location>Beijing</pub-location><publisher><style face="normal" font="default" size="100%">http://www.cnnic.net.cn/index/0E/00/11/index.htm</style><style face="normal" font="default" charset="134" size="100%">，</style><style face="normal" font="default" size="100%">last accessed 10-11-2009</style></publisher><urls></urls></record></Cite></EndNote>�CNNIC(中国互联网信息中心）, C. I. N. I. C. (2009). 2008 Statistical Report on the Development of Internet in China(2008中国互联网发展统计报告）. Beijing, http://www.cnnic.net.cn/index/0E/00/11/index.htm，last accessed 10-11-2009.


	�


� Zhou, Wei and Qu Zhihong, Cultural Reform Makes Great Progress (我国文化体制改革不断推进成效显著), People’s Daily, 03-28-2006;


� Ding, Wei, Chinese Cultural Industry Recorded Rapid Growth in the Past 5 Years(我国文化产业过去五年快速发展)， from Chinese Cultural Affairs News(中国文化报)，09-28-2007， P1


� International Intellectual Property Alliance(IIPA), Copyright Industry in American Economy: 2005 Report, available online at � HYPERLINK "http://www.iipa.com/pdf/2004_SIWEK_FULL.pdf" ��http://www.iipa.com/pdf/2004_SIWEK_FULL.pdf�, last accessed 10-21-2009;


� Interview with an IPR scholar, Beijing, 12-08-2007;


� Liu Jianzhong Chinese Movie Industry at the Wake of WTO Accession and Our Commitment(电影的入世谈判与我们的承诺), from China Film Yearbook 2003, PP 47-49;


� See, for example, Qu Zhihong, “Blacklists’’ Made for Illegal Publications (我国建立出版物“黑色专档”), from People’s Daily, 06-22-2005;


� For the details of Chinese movie censorship mechanism, see Ministry of Radio, TV and Film: Provisional Regulations on Movie Script Project Initiation and Movie Content Examination(电影剧本立项电影片审查暂行规定),(10-08-2003), full text available online at � HYPERLINK "http://www.china.com.cn/chinese/PI-c/430384.htm" ��http://www.china.com.cn/chinese/PI-c/430384.htm�, last accessed 10-21-2009;


� One of the leading advocates is Chinese movie directors, Zhang Yimou. For the content of a TV interview with Zhang Yimou by Chinese Central Television, see � HYPERLINK "http://www.chinadaily.com.cn/zgzx/2009npc/2009-03/05/content_7540265.htm" ��http://www.chinadaily.com.cn/zgzx/2009npc/2009-03/05/content_7540265.htm�, last accessed 10-20-2009; 


� See, for example, � ADDIN EN.CITE <EndNote><Cite><Author>Balio</Author><Year>1985</Year><RecNum>327</RecNum><record><rec-number>327</rec-number><ref-type name="Book">6</ref-type><contributors><authors><author>Balio, Tino</author></authors></contributors><titles><title>The American film industry</title></titles><dates><year>1985</year></dates><pub-location>Madison</pub-location><publisher>University of Wisconsin Press</publisher><urls></urls></record></Cite></EndNote>�Balio, T. (1985). The American film industry. Madison, University of Wisconsin Press.


	�


� Movie rating system was established in the US in 1968, see  "U.S. Supreme Court GINSBERG v. NEW YORK, 390 U.S. 629 (1968)".


� Interview with a copyright owner, Nanjing, Jiangsu, 03-17-2008;


� Interview with a copyright owner, 10-17-2007, Beijing;


� Interview with a retired Xinhua bookstore staff, Beijing, 10-15-2007;


� See the website of China Film Company http://group.chinafilm.com, last accessed 10-26-2009;


� Fang, Ping Salient Issues of Contemporary Chinese Book Distribution System(当前我国图书发行管理体制存在的突出问题)，from China Publishing Journal(中国出版)，No。 7， 2002， PP 32-33;


� 


� See, for example, Fan Lizhen, What Did Chinese Movie Industry Gain after China’s WTO Entry(入世五年，中国电影业收获了什么)，from China Cultural News(中国文化报)，03-02-2007， P4;


� See, for example, Zhang, Hongyu, Let Us Talk about Business: Xinhua Bookstores Eventually Wakes Up(在商言商，新华书店终于醒了) from China Press and Publication Daily(中国新闻出版报)，04-11-2007， P5；


� 


� 


�Wu, Jiangjiang et al(吴江江等)： Study of Chinese Publishing Policy(中国出版业的经济发展与经济政策研究), Wuhan, Bubei People’s Press（湖北人民出版社），2004， P187；


� 


� 


� Interview with a copyright owner, Nanjing, Jiangsu, 03-14-2008; 


� 


� Those ten Hollywood movies include Lion King, True Lies, Fugitive, Speed ,Bad Boys, Die Hard 4.0, etc;


� Interview with Liu Jianzhong, Director of Movie Division of Chinese Ministry of Radio, TV and Film by journalist from China Film News(中国电影报)， 01-21-2002；


� Full text of Yan’s speech is available online at http://www.zhipr.com/html/info/200711263855.html, last accessed 10-27-2009;


� International Intellectual Property  � ADDIN EN.CITE <EndNote><Cite><Author>Alliance</Author><Year>2007</Year><RecNum>298</RecNum><record><rec-number>298</rec-number><ref-type name="Report">27</ref-type><contributors><authors><author><style face="normal" font="default" size="100%">International Intellectual</style><style face="normal" font="default" charset="134" size="100%"> </style><style face="normal" font="default" size="100%">Property Alliance</style></author></authors></contributors><titles><title>Copyright Industry in the US Economy: the 2006 Report</title></titles><pages>http://www.ifpi.org/content/library/20070130-highlights.pdf, last accessed Oct. 6th, 2009</pages><dates><year>2007</year></dates><publisher>International Intellectual Property Alliance</publisher><urls></urls></record></Cite></EndNote>�Alliance, I. I. P. (2007). Copyright Industry in the US Economy: the 2006 Report, International Intellectual Property Alliance: http://www.ifpi.org/content/library/20070130-highlights.pdf, last accessed Oct. 6th, 2009.


	�


� From 


� There has been enormous literature on the role of pillar industry in a country’s economic development. A classic definition for “pillar industry” is provided in � ADDIN EN.CITE <EndNote><Cite><Author>Rostow</Author><Year>1964</Year><RecNum>325</RecNum><record><rec-number>325</rec-number><ref-type name="Book">6</ref-type><contributors><authors><author>Rostow, Walt</author></authors></contributors><titles><title>The economics of take-off into sustained growth</title></titles><dates><year>1964</year></dates><pub-location>New York</pub-location><publisher>St. Martin&apos;s Press</publisher><urls></urls></record></Cite></EndNote>�Rostow, W. (1964). The economics of take-off into sustained growth. New York, St. Martin's Press.


	�


� Interview with a publishing company’s manager, Beijing, 10-30-2007;


� Lai, Mingfang China is the Biggest Victim of Illegal DVD Production Line(中国是盗版侵权最大受害国)， from China Press and Publication News(中国新闻出版报)， 04-22-2004， P 5；


� Interview with a Guangdong Customs Official, 05-20-2007;


� Interview with a copyright official, Hefei, Anhui, 08-08-2007;


� Google buys YouTube for $1.65 billion: Search giant’s purchase of video sharing service biggest in its history


Search giant’s purchase of video sharing service biggest in its history, Associated Press, 10-10-2006;





� Li, Zhongcun and Li Qi: The Spring of Video-Sharing Websites in China (视频网站的春天),  from IT Weekly(IT时代周刊)，04-11-2008，available online at � HYPERLINK "http://www.ppcn.net/n4438c6.aspx" ��http://www.ppcn.net/n4438c6.aspx�, last accessed 20-10-2009;


� Ibid


� Luo, Sheng(罗生)  Copyright Owners Declare War Against Video-sharing Websites(搜狐张朝阳称向优酷等宣战) from Oriental Morning News, 09-16-2009;


�See, for example, Lao, Na: Support Youku, Continue to Pirate(支持优酷，继续盗版)， available online at  � HYPERLINK "http://www.chinalabs.com/html/jiaodiandaodu/TNTyejie/2009/0923/30189.html" ��http://www.chinalabs.com/html/jiaodiandaodu/TNTyejie/2009/0923/30189.html�, last accessed 10-29-300；


� Interview with a female street peddler, Beijing, 11-10-2007;


� Interview with street peddlers in Beijing, 10-30-2007 to 11-15-2007;


� Participant Observation, Beijing, October 2007 to November 2007;


� Liu, Hua, Ying Zhou and Guanghui Huang: Investigation Report of Chinese Mass Public’s IPR Awareness(我国公民知识产权意识调查报告)，from Wu，Handong eds, 2005 Bluebook of IPR in China(中国知识产权蓝皮书2005), pp411-431, Page 416


� Zhang, Zhiqiang Analysis of Urban Residents’s Attitude Towards Piracy: the Case of Nanjing(城镇居民与盗版产品的接触程度分析：以南京为个案的研究), from China Copyright(中国版权)，No。 3， 2005， PP 52-54;


� Personal interview with Zhang Zhiqiang, Nanjing, Jiangsu, 06-25-2008;


� Interview with an IPR scholar, Shanghai, 06-18-2008;


� Interview with an IPR lawyer, Shanghai, 08-09-2008;





