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The purpose of the article is to analyse the making and development of legal
regulation for television format as a unique media product, as well as the means of its
copyright protection. The article uses general scientific and special research methods
as the method of theoretical generalisation, the method of analogies and the method of
comparative analysis. Referring to the comparative and historical-typological methods,
this article is an analysis of the means of legal safeguard, within the framework of
intellectual property rights, of television programme format with the corresponding
features and functions. The scientific novelty lies in the fact that we have analysed the
definitions of the television format concept and studied the state of legal regulation in
the world and Ukraine. Conclusions. Thus, in modern foreign and domestic scientific use,
there are several definitions for the format of a television programme. Still, this term does
not have legislation framework, which negatively affects the legal regulation. However,
the legal ambiguity of the definition of “format” gives rise to numerous debates, which
can be divided into several categories: the first one sorts out TV format as an idea or
a concept, which, according to the legislation of many countries of the world, is not subject
to legal protection; to the second one — in the form of a list of specific rules, which are
divided into invariable elements of the programme; to the third one - the affinity of the
television programme format and literary works; to the fourth one — the conclusions of
the Format Recognition and Protection Association (FRAPA), which provided 20 practical
pieces of advice how to protect the format. It should be noted that the legal issues of the TV
format are assigned to the norms of national legislation, and this is not in every instance
effective. At the same time, the modern national legislation provides legal protection for
works that are expressed in a physical form and are original and does not extends to any
ideas, theories, principles, methods, procedures, processes, systems, methods, concepts,
discoveries, even if they are expressed, described, explained, illustrated in work. However,
the television programme format cannot be represented only as a copyright object. In
our opinion, based on international judicial practice, it is quite logical to provide the
television programme with copyright protection and to sign a non-disclosure agreement
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on any information related to the work on the TV format. This step is an efficient mean
and field-proven.

Keywords: format; format of a television programme; format of a TV programme;
TV format; copyright object.

Introduction

The accelerated development of media technologies is based on globali-
sation, which opens new opportunities and directions and, at the same time,
makes new demands. Therefore, the modern formats of media space are
changed due to the factors that determine its dynamics, further structuring,
increasing the importance of legal regulation in the creation of new types of
television products.

Determining what a television programme format is, it is crucial to arrange
the framework of categories and concepts, which allows predicting clearly not
only the expected economic attractiveness of the mentioned product but also
all the means of its legal protection, taking into account its features.

Thus, the relevance of the chosen topic is determined by the necessity to
study the state of legal regulation of the television programme format and the
means of its copyright protection.

Purpose of the article

The purpose of the article is to analyse the making and development of
legal regulation for television programme format as a unique media product, as
well as the means of its copyright protection.

The article uses general scientific and special research methods: the meth-
od of theoretical generalisation, the method of analogies and the method of
comparative analysis. Referring to the comparative and historical-typological
methods, this article is an analysis of the means of legal safeguard, within the
framework of intellectual property rights, of television programme format with
the corresponding features and functions.

Main research material

The study of the state of legal regulation and the means of its copyright
protection is impossible without defining the concept of the television pro-
gramme format. Moreover, the ambiguity in the definition of television formats
requires an analysis of the essential characteristics of this concept, which will
allow separating it from other similar ideas.

Today, there are many definitions of what a television format is. A. V. Chu-
zhykov (2013) defines the format as a television product that has its identifica-
tion uniqueness (p. 218). The researcher represents the format from the stand-
point of its commercialisation component and notes that it is a creative, infor-
mation and psychological model of consumption adapted for a specific country.
The success of the format depends on taking into account the audience prefer-
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ences and the possibility of further exploitation of the artistic images created
on the screen. The experts from the Institute of Interactive Television (ITV In-
stitute) believe that the format is a particular structure of the programme, the
style that dominates in it (Gurian, 2002). I. M. Kemarskaia’s definition is more
detailed, who refers to the format as a system of agreements with a viewer of
each specific programme, that what makes it unique, not like others and similar
to itself (Kemarskaia, 2009, p. 40).

These characteristics, of course, emphasise the main features of the televi-
sion format, but at the same time, are incomplete. The experts of TV Formats
company were the closest to the understanding of the mentioned TV product,
who noted that there are no strict, fixed rules for determining the TV format
("Format creation’, n.d.). The experts consider that to get closer to the under-
standing of the format of this or that programme, and it is necessary to provide
a detailed description, which may contain some elements: the title, target audi-
ence, predictable place in the broadcast network, timing, brief description, op-
erating procedure, budget, design features, commercial components and more.

The word “format” (from the Latin formo - to give form) was used in the
printing industry since about the 18th century and referred to the size of the
printed edition or sheet. The Oxford Dictionary of English Etymology gives
a similar meaning: “generally accepted, established structure of the book,
which is characterised primarily by the size of the printed sheet” (Onions, 2004,
p. 371). It should be noted that concerning printed products, the format is
a concept that reflects the standards of the printing industry.

Since the early 1950s, the concept “format” has entered into the radio sphere,
where it was used to define a set of musical directions at first. Since the 1970s it
has been used to determine the principles of radio station programming.

With the emergence of television, the concept of “format” has become wide-
ly used in this sphere. Initially, it was used to indicate only the quantitative char-
acteristics of the television process, more precisely — the programme timing.
Already at the beginning of the 21t century, owing to the active development
of the process of differentiation and specialisation of broadcasting, the concept
of “format” is enriched with new meanings relating not only to merely external
technical parameters, but also conceptual, informative properties. David Althei-
de gave this extended conceptual interpretation in his work Media Logic in 1979.
The researcher defines the format as a specific framework or perspective that is
used to represent or interpret certain phenomena. He also notes that the format
is primary concerning the event, as it is namely the event that is constructed
according to the format, not vice verse (Altheide & Snow, 1979, p. 75).

One of the first researchers of the format, Albert Moran, stressed that the
very question of a clear definition of the scope of this concept is not a good idea
since the format is a free term that covers a wide range of issues that can be in-
cluded in the license agreement. The concept of this notion should be revealed
not through the question “what is it?”, but through the understanding of what
it allows or facilitates; it is an economic and cultural technology of exchange,
the sense of which is not in the principles, but in the technology or the effect
that is created (Moran, 2004, p. 6).
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From the above mentioned, it becomes clear that the formats are one of
the most complex objects in the media market. The rights to use them are sold
and bought for a large amount of money. At the same time, “format law” has
not been created yet. Such international legal documents as the Berne Conven-
tion for the Protection of Literary and Artistic Works and the Universal Copy-
right Convention (Geneva Act), do not establish the concept of television for-
mat or another similar one. Accordingly, the issue of legal regulation of the TV
format is entrusted to the rules of national legislation. In 2004, on the basis
of the court decision in the case concerning the TV programme “Big brother”
(Brazil), it was stated that the TV format is a much broader concept that covers
not only the central idea of the programme but also a large group of technical,
artistic, economic and business information (Fedorova, 2014, p. 30).

The legal ambiguity of the definition of “format” gives rise to numerous
debates, since many researchers consider that the TV format is an idea or a con-
cept that, according to the legislation of many countries of the world, is not
subject to legal protection. According to Paragraph 3 of Art. 8 of the Law of
Ukraine “On Copyright and Related Rights” the legal protection extends only to
the form of expression of work. It does not apply to any ideas, theories, princi-
ples, methods, procedures, processes, systems, means, concepts or discoveries,
even if they are expressed, described, explained or illustrated in work (Verkhov-
na Rada Ukrainy, 1993).

Some researchers try to present the conception of the programme in the
form of a list of specific rules. The authors of this approach distinguish fixed
(invariable) and variable elements of the programme (Oren & Shahaf, 2012,
p. 16). Albert Moran said a few words about it. He considers that the TV format
is a set of invariable elements of the programme, outside of which the varia-
ble elements of the individual episode are produced (Moran, 2004, p. 7). Thus,
this principle of division of format elements is an interesting suggestion. But,
at the same time, it is worth agreeing with A Shtefan (2016), who considers
that this approach reveals the essence of the subject under study only partially
(p. 50). The researcher notes that the basis of the TV format is not the concept
itself, but the finished product in the form of a television programme. A. Shte-
fan (2016) notes that the TV format is an explicit instruction that reveals the
technology of television programme production, and not just its idea (p. 51).
Of course, an idea or a concept can be considered as its integral elements, but
its essence is not reduced to them. It should be noted that the researcher sug-
gests not to limit the protection of the format only employing copyright. The
TV format includes, in addition to the script, such components as phonograms,
trademarks, various objects of patent rights (industrial designs), information of
a financial, production, organisational and other nature, which is a trade secret.
Taking that into consideration, the Ukrainian legislation provides a wide range
of opportunities for the legal protection of all significant components of the TV
format (Shtefan, 2016, p. 57).

Many researchers attribute the format of a television programme to lit-
erary works. Therefore, at first sight, it is quite logical to provide it with legal
protection as a copyright object. But, at the same time, it should be noted that
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this is not an ordinary kind of literary art. As Robin Meadow notices, the format
differs from a literary work in its purpose, since it cannot be performed (like
a play, for example) or read as an ordinary literary work. The primary use of the
format, in researchers’ opinion, is to ensure the integration of invariable and
variable elements and the formation of an exciting programme on this basis,
close to forming addiction in them. The researcher proposes criteria with the
help of which you can determine the protectability of the television programme
format: novelty and completeness of the work (Meadow, 1970, p. 1192). Robin
Meadow (1970) emphasised the similarity of formats and literary works, which
is a strong argument for the legal protection of TV programme formats as cop-
yright objects (p. 1171).

N. Fedorova (2014) distinguishes the following elements of the TV format:
first, a unique combination of elements that together form an integral pro-
gramme; secondly, a specific general idea, which is expressed in a physical form,;
thirdly, the TV programme format is a particular template for reproduction both
in different episodes of a particular series of programmes and in various realisa-
tions of the format (in other programmes); fourthly, it is intended for multiple
achievements in various ways (p. 31). This list is complete and allows deter-
mining the main directions of providing legal protection of the TV programme
format. The modern national legislation provides legal protection for works that
are expressed in a physical form and are original (O. A. Pidopryhora & O. O. Pi-
dopryhora, 1998, p. 6). But at the same time, the immediate subject of protection
is namely the form of the work, not its content, which also raises many ques-
tions that return to the idea or concept of TV format again. The ways for solving
this problem are suggested by experts from the Format Recognition and Protec-
tion Association (FRAPA). The organisation website provides 20 practical pieces
of advice on how to protect the format ("Practical advice to protect”, n.d.). The
experts suggest documenting each stage of work on the format in detail. First
of all, its detailed description should be written down. Today there is a similar
practice, which consists of the use of the so-called “format bible” or “format
bible generator”. This document details information on the title, its script, logo,
description of the studio settings, costumes, style of behaviour of presenters and
other characteristics of the programme. But, taking into consideration the pecu-
liarities of national legal systems, this step is not always effective. As an exam-
ple, the case under claim by the Spanish company Gestmusic Endemol against
Channel One (Russia), which appealed to the Moscow City Arbitration Court
(case No. A40-84902 / 2014), should be considered (Grigorev, 2015). It demanded
to stop broadcasting the programme “Exactly the same” (“Toch-v-toch”) for it
copied the original format of the show “Your face sounds familiar” entirely, the
exclusive rights to which belong to the claimant, and thus violates them.

Substantiating its claims, the claimant referred to the so-called “produc-
tion bible” of the programme format, which contains the description of the
original Spanish TV show. Channel One insisted in court that the “Exactly the
same” programme was a project of their production, the script for which was
written by actor Oleksandr Oleshko. At the same time, the representatives of
the channel did not deny the similarity of the concepts of TV programmes. Still,
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they noted that Russian legislation does not provide for such copyright object
as the format (Grigorev, 2015).

The court dismissed the complaint, resolving that the format “production bi-
ble” is only a description of the conception of the Spanish television programme,
which already exists, as well as the principles and methods of its creation, which
cannot be considered protected under paragraph 5 of Article 1259 CC RF, since
they are not part of its form, but represent elements of its content. Such means,
methods, ideas and sequences of actions do not belong to the creative process,
but only describe the technology of production. Therefore, they cannot be con-
sidered the copyright object. Taking into consideration those mentioned above,
it is worth agreeing with the position of both national and foreign experts, who
emphasise that one of the most effective means in the fight against format cop-
ying is the care of television companies for their reputation, which has a direct
impact on their position in the global media market (Shtefan, 2016, p. 58).

FRAPA’s experts also advise registering marks for goods and services that
will allow fixing the title, its design, certain design elements or other important
visual components of the created format. It is clear that in the process of creat-
ing any new product, the measures for its confidentiality should be taken. That
is why an agreement on non-disclosure of any information related to the work
on the TV format should be signed. There are also recommendations for the
signing of the non-disclosure agreements with a potential buyer of TV prod-
ucts. This step is an efficient mean and field-proven.

Conclusions

Thus, in modern foreign and domestic scientific use, there are several defi-
nitions for the format of a television programme. Still, this term does not have
legislation framework, which negatively affects the legal regulation.

The legal ambiguity of the definition of “format” gives rise to numerous
debates, which can be divided into several categories: the first one includes
TV format as an idea or a concept, which, according to the legislation of many
countries of the world, is not subject to legal protection; to the second one — in
the form of a list of specific rules, which are divided into invariable (content,
visual, musical, technical, which together reflect the general idea) and variable
programme elements, formed based on constants, make a unique combination,;
to the third one - the affinity of the of television programme format and literary
works; to the fourth one - the conclusions of the Format Recognition and Pro-
tection Association (FRAPA), which provided 20 practical pieces of advice on
how to protect the format: the title, its script, logo, description of the studio
settings, costumes, style of behaviour of presenters and other characteristics
of the programme. FRAPA’s experts also advise registering marks for goods and
services that will allow fixing the title, its design, certain design elements or
other important visual components of the created format.

However, taking into consideration the peculiarities of national legal sys-
tems, since the issue of legal regulation of the TV format is entrusted to the
rules of national legislation, this step is not always effective.
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The modern national legislation provides legal protection for works that
are expressed in a physical form and are original and does not extends to any
ideas, theories, principles, methods, procedures, processes, systems, methods,
concepts, discoveries, even if they are expressed, described, explained, illus-
trated in a work. However, the television programme format cannot be repre-
sented only as a copyright object, since it contains elements that are subject to
legal protection as an object of related rights, know-how, trade secrets, some
objects of design rights. Also, on the basis of international judicial practice, it
is necessary to attribute this concept to the intellectual property rights, which
is a complex object, significant components of which have the means of legal
protection by the rules of Ukrainian law.

In our opinion, it is quite logical to provide the television programme for-
mat with copyright protection and to sign an agreement on non-disclosure of
any information related to the work on the TV format.
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TIPABOBE PETVJIIOBAHHSI ®OPMATY TEJIEBI3IVTHOI ITEPEJIAUI
SIK MEJIIATIPOIYKTY

3arineBa AHacracist BikTopiBHa

Kandudam kynemyponoeii,

ORCID: 0000-0002-4792-824X, a.zayc81@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJa1emypu i Mucmeyms,
Kuis, Ykpaina

MeTa cTaTTi — MpoaHasdi3yBaTU IMPOLIEC CTAHOBJIEHHSI Ta PO3BUTKY IIPaBOBOTO
peryioBaHHST popmary TeseBisijiHOI mepemaui sIK 0COOIMBOTO MeIialIPOOYKTY, a TaKOX
MOSKJIMBOCTI /10T0 MPaBOBOi OXOPOHM HOPMaMU IIpaBa iHTeleKTyaabHOI BJaCHOCTI. Y CTaTTi
6y/10 BMKOPUCTAHO 3arajJbHOHAYKOBi Ta CIeliaJbHi MeTOAM OOCTiIKeHHS, 30KpeMa:
MeTOJ, TeOPEeTUYHOr0 y3araJbHeHHSs, METO/, aHAJIOTiii Ta MeTOM, KOMIIapaTUBHOTO aHami3y.
3BepTaylCh 10 MOPIBHSIBHOTO Ta iCTOPUKO-TUIIOJIOTIYHOTO METO/IiB, 3a3HaueHa CTaTTs
SIBJISIE COOO0I0 aHAJTi3 MOKIMBOCTEN MMPABOBOi OXOPOHU, B MEXax IMpaBa iHTeJeKTyaabHOi
BJIaCHOCTi, ¢opMaTy TeseBi3iiiHOi mepemadi 3 BigMOBIZHMMM BJIACTMBOCTSIMM Ta
dyakuismu. HaykoBa HOBM3HA MOJISTAE B TOMY, 1[0 TTPOAHAi30BaHO BU3HAYEHHS TOHSITTS
«TeseBi3iitHuii Gpopmar» i mOCHigKeHO Oro CTaH MPAaBOBOTO PETry/IIOBAaHHS B CBIiTi Ta
Vkpaiui. BucHoBku. OTKe, B cydyacHiii 3apy6ikHiit Ta BITUM3HSIHI HayKOBiil TyMIli iCHYE
KiJlbKa BM3HaueHb GopMaTy TejeBi3iiiHOI mepemaui, ajle 3aKOHOZABUYOTO 3aKpPiIlJIEHHS
3a3HauyeHe MOHATTS He Mae€, 10 HeTaTMBHO MO3HAYAEThCS HA TPAaBOBOMY Dery/lOBaHHi.
OnHak TpaBOBa HeBM3HAUEHICTh AediHilii «popmaT» MOPOAKYE UMCIEHHI AUCKYCIi, AKi
MOKeMO IOIiIMTM Ha KiJlbKa KaTeropiii: mo mnepioi BimHecemo TesnedopMar SIK izero abo
KOHIIEMIIil0, 1[0, 3TiTHO i3 3aKOHOIAaBCTBOM 6araThOX KpaiH CBiTY, He Ii[JisIrae mpaBoBiit
OXOpOHi; 10 APYToi — y BUIISAI CIMCKY MEeBHUX MPaBuU, 10 MOOISIOTbCS Ha He3MiHHI
Ta 3MiHHI eJIeMeHTM TPOTrpaMu; 0 TPeThoi — cropigHeHicTs Gopmarty TenesiziitHOi
nepefavi Ta JiTepaTypHUX TBOPiB; OO ueTBepToi — BUCHOBKM FRAPA, sika Hapmana
20 mopaj, 1o AO03BOATh 3axucTUTU (Gopmat. Haromocumo, 110 MUTAHHS TTPAaBOBOTO
perynoBaHHS TenedopMarTy IOKJIaJeHO HAa HOPMMU HAlliOHAJIBHOTO 3aKOHOAABCTBA,
a 3a3HaueHuil KpPOK He 3aBkau € edekTUBHMM. [Ipy IbOMY CyyacHe BiTUM3HSHE
3aKOHOZABCTBO HA/IA€ TPAaBOBY OXOPOHY TBOPAaM, IO BUPaKeHi B 00’€KTUBHi dopmi
Ta € OpUTiHAJbHMMM, i He MOIIMPIOETbCS Ha OYIb-sIKi imel, Teopii, MpUHLIMIINM, MeTOIH,
MpoLieaypHu, MPOLEeCcH, CUCTEMM, CIOCOOM, KOHIEMIii, BiIKPUTTS, HABiTh SKIIO BOHU
BUPAaKEeHi, OMuCcaHi, MOSICHEHI, MpointocTpoBani y TBopi. OmHak dopmar TenesisiitHOT
nepejaui HEMOXJIMBO TPEACTABUTY BUKIIOYHO SK 00’€KT aBTOPChKOTO mpaBa. Ha Ham
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TIOIVISIT, BUXOOSTUM 3i CBiTOBOI CymoBOi MPaKTMKM, LIIJIKOM JIOTiYHO HagaBaTu (Gopmaty
TeseBi3ifiHOI mepemavi MPaBOBY OXOPOHY SIK 0O’€KTY MpaBa iHTENEKTYaJbHOI BIACHOCTI
Ta MiAIMCYBaTU YroAy LIOAO HEpPO3TroJIOIIeHHSI OyIob-sKOoi iHgopMallii, 1o IoB’s3aHa
3 poboToio Ham Tenedopmarom. 3a3HaAUEHMIT KPOK € Ii€BMM 3acO00M, IO ITepeBipeHMit
TPUBAJIOI0 MPAKTUKOIO.

Kniwouosi cnosa: ¢opmar; dbopMmat TeneBisiiiHoi mepemaui; dbopMaT Tenlenepemaui;
TenedopmaT; 06’€KT MpaBa iHTeIeKTYaabHOI BIACHOCTI.

IIPABOBOE PETYJINPOBAHUE ®OPMATA TEJIEBU3MIOHHOI
TIEPEJJAYY KAK MEIVIAITPOJTYKTA

3arineBa AHacTtacust BukropoBHa

Kanoudamxka kynemyponozuu,

ORCID: 0000-0002-4792-824X, a.zayc81@gmail.com,
Kuesckuti HayuoHanvHelll yHUSepcumem KyJbmypsl U UCKYcCms,
Kues, Ykpauna

Llenp craTbu — TpoOaHAAM3UPOBAThb MPOLECC CTAHOBJIEHUS U Pa3sBUTUS TPABOBOTO
peryaupoBaHus QopMara TelIeBU3MOHHON IepemauyM KakK O0COO0ro MeouaIpomyKTa,
a Takke BO3MOXHOCTM €ro TpPaBOBOI OXpaHbl HOpMamyu IIpaBa MHTEJIEKTyaJIbHON
COOCTBEHHOCTM. B cTaThe OBUIM MCIIOIb30BaHbl OOIIEHAYUHbIE M CIELMATbHbIE METOIbI
MCCIeIOBAaHMSI, B YaCTHOCTI: METO[I, TEOPETUYECKOr0 0000IIeHNsI, METO/I aHaJIOTHMIi 1 METOJ,
CPaBHUTEIBHOTO aHaaM3a. O6pamasch K CPAaBHUTEILHOMY M MCTOPUKO-TUIIOJIOTUIECKOMY
MeTOoJaM, YKa3aHHasl CTaThsI IIPECTaB/IsIeT COO0I aHaIM3 BO3MOXKHOCTE ITPaBOBOJi OXPaHbI,
B IIpefenax MpaBa MHTEIEKTyalbHOI COOCTBEHHOCTH, (popMara TeJeBU3MOHHOI Iepenaun
C COOTBETCTBYIOIIMMM CBOVCTBaMM ¥ (PyHKUMSAIMM. HayuHass HOBM3HA 3aK/IOYaeTCsS B TOM,
YTO IMPOAHAJIM3UPOBAHO OIpemeseHue MOHITHUS TeIeBU3MOHHBIA (opMaT U MCCIeI0BaHO
COCTOSIHME eT0 ITPaBOBOTO PeryamMpoBaHus B Mupe u YKpauHe. BoiBoibl. ITak, B COBpeMeHHO
3apy0eXKHOI M OTEUeCTBEHHOJ HAYYHOI MbBICIM CYIIECTBYET HECKOJIbKO OIpemeseHmit
(hopmaraTeeBM3MOHHOI ITepegauy, HO 3aKOHOAATEIbHOI0 3aKPeIIeH NS yKa3aHHOE IOHITHIE
He MMeeT, YTO HeraTMBHO CKa3bIBAaeTCsl Ha MPaBOBOM peryaupoBaHuu. OJHAKO MpaBOBas
HeOIpeneneHHOCTh HeduHuMy «popMar» IOPOKIAET MHOTOUMCIEHHbIE IVCKYCCUM,
KOTOpble MOKEM pasmeluTh Ha HECKOJbKO KaTeropmii: K IepBoii oTHeceM Tenedopmar
KaK UAEe WIM KOHIEMNIMI0, KOTOpasi, COTJIaCHO 3aKOHOMAaTelbCTBY MHOTUX CTpaH Mupa, He
MOJJIeXXUT MPAaBOBOJ OXpaHe; KO BTOPOJ — B BUJEe CIICKA OTpee/IeHHbIX MPaBul, KOTOPbIe
JeJISITCS Ha TIOCTOSIHHbIE M TlepeMeHHbIe 3JIeMEeHTbl MPOTrpaMMbl; K TPeTbeil — POACTBO
(hopmara TeJIeBU3MOHHOI IIepeaaun M IMTepaTyPHbIX IIPOU3BEIEeHNI ; K UeTBEPTO — BHIBOIIbI
FRAPA, kotopas npegoctaBuia 20 COBETOB, MO3BOJISIONIMX 3aIIUTUTH (popMar.

OTMeTHMM, UTO BOIIPOC MPAaBOBOIO PEryaMpoBaHus TesepopMaTa BO3JIOKEH HA HOPMbI
HallOHAJIbHOTO 3aKOHOHATE/NbCTBA, a ITOT Iar He Bcerma sBjseTcs: 3¢dekTuBHBIM. IIpu
3TOM COBpPEMEHHOe OTeueCTBEHHOE 3aKOHOLATEeNbCTBO IIPeNOCTaBIsieT IPABOBYID OXPaHy
MIPOU3BEIEHMUSIM, BbIPaKEHHBIM B OOBbEKTUBHOI (OpME U SIBJISIIOTCSI OPUTMHAIbHBIMMU, U HE
pacmpoCcTpaHsieTcsl Ha UAEN, TeOPUU, IPUHITATIBI, METOAbI, MPOLIeAyPbl, TPOLECCHI, CUCTEMBI,
CII0COOBI, KOHIIEIIMM, OTKPBITMS, Oaxke eCaM OHM BBIPAKEHbI, OIMMCAaHbI, OObSICHEHBI,
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MPOWITIOCTPUPOBAHbl B IpousBemeHunu. OmHAKO QopMaT TeNIeBU3MOHHONM Iepenaun
HEBO3MOYKHO ITPEeICTaBUTh UCKIIOUNTEIbHO KaK 06beKT aBTOPCKOIO IIpaBa.

Ha Ham B3mISg, MCXOOS M3 MUPOBOM Cyme6HOM IPAKTMKM, BIIOJHE JIOTUYHO
MIPeIoCTaBIATh (hOpMaTy TeIeBMU3MOHHOI Mepenaydl IpaBoOBYI0 OXpaHy Kak 00BLEeKTY IpaBa
MHTEJUIEKTYaIbHOJ COOCTBEHHOCTM M IOAIMCHIBATD COIIAllIeH)e O HepasIyalleHuy 607t
mHboOpMalK, CBI3aHHOI ¢ paboToit Hax TeehopMaToM. DTOT IIAr SIB/ISETCS OeiiCTBeHHbIM
CpenCTBOM, IIPOBEPEHHBIM IJIUTEIbHO IPAKTUKOIA.

Kntouesvie cnoga: dopmat; Gopmat TeleBU3MOHHON Tepenaun; Gopmat Tejerepenadn;
TenedopmMaT; 0ObEKT ITpaBa MHTE/UIEKTYaTbHO COOCTBEHHOCTH!.
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