








Once connected with your personal code, you will be able to browse our exclusive country-by-country database which 
provides a detailed outline of the television and digital landscapes, market by market.

TELEVISION INSIGHTS
In particular, it details the TV landscapes with domestic and foreign channels, pay TV and digital TV as well as viewing 
patterns, differentiated audience figures and advertising expenditures, covering 35 European and 4 overseas countries.
39 countries covered: Europe: Austria, Belarus, Belgium, Bulgaria, Croatia, Cyprus, Czech Republic, Denmark, Estonia, 
Finland, France, Germany, Greece, Hungary, Ireland, Italy, Latvia, Lithuania, Luxembourg, Macedonia, the Netherlands, 
Norway, Poland, Portugal, Romania, Russia, Serbia, Slovakia, Slovenia, Spain, Sweden, Switzerland, Turkey, Ukraine, 
United Kingdom. Overseas: India, China, Japan, United States.

DIGITAL INSIGHTS
The TV Key Facts database features digital insights, gathering data from the following institutes: IAB & IHS Markit, 
ComScore, IAS, and our own calculations.
•  Digital adspends data of 24 countries (Austria, Belarus, Belgium, Bulgaria, Croatia, Czech Republic, Denmark,  

Finland, France, Germany, Hungary, Ireland, Italy, the Netherlands, Norway, Poland, Romania, Serbia, Slovakia, 
Spain, Sweden, Switzerland, Turkey, United Kingdom)

•  Top 20 video desktop properties of 10 countries (Ireland, Italy, the Netherlands, Norway, Russia, Spain, Sweden,  
Turkey, United Kingdom, United States)

•  Top 20 multi-platform properties (Spain, United Kingdom, United States)
•  Data on desktop video covering viewability and brand risk (United Kingdom, United States)
•  Online video consumption: various data depending on the local markets covering daily reach, daily usage, viewing 

over 24 hours and usage per device, coming from the platforms we represent in our markets (Belgium, France,  
Germany, Hungary, Italy, Luxembourg, Spain, United Kingdom).*

PERSONAL ACCESS ACTIVATION
1.  Enter the 6-letter activation code.
2.  Enter your own e-mail address.
3.   Create a personal password which you can easily remember.
You will immediately receive a confirmation e-mail. For future connections to the database, you will only need your 
e-mail address and your personal password, the activation code won't be needed again.

*Set of data available varies depending on the market.

Country-by-Country 
Database  

The TV Key Facts 2018 database is available on
www.rtl-adconnect.com/tvkeyfacts
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To compete with the US tech giants, European 
media companies should re-think their approach 
to partnerships, reinvent measurement, and 
actively join the discussion with European 
politicians and regulators about concentration 
of market power and outdated media regulation.

The pan-European answer to Google and Facebook
Advertising is still the most important revenue stream for the 
European TV industry. As consumers and advertisers distinguish 
less and less between traditional TV and connected TV screens 
or mobile devices, our goal is to remain in control of our own 
destiny in ad sales, especially against Google, Amazon and  
Facebook – often known as FAANGs when including Apple and 
Netflix. We want to position European media companies as  
active players shaping the future.

Traditionally, TV advertising has been sold at a national level.  
But more and more global advertisers now see Europe as one 
region – and together with media agencies, they have shifted to 
more-centralised media buying for this region. RTL Group’s  
international sales-house, RTL AdConnect, is our strategic  
answer to this development.  →

Golden Times  
for Partnerships 
and Courage

Bert Habets, CEO of RTL Group

— EDITORIAL —
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We are investing in the company to provide inter-
national advertisers with easy access to a constantly 
growing portfolio – our families of channels, our 
on-demand services and our multiplatform networks 
(MPNs) – complemented by a number of high quality 
partners such as ITV in the UK, RAI in Italy and  
Medialaan in Belgium. Thanks to these partnerships 
throughout Europe, RTL AdConnect is the only  
European company that can offer advertisers 
pan-European digital video campaigns. All of this in 
a brand-safe environment. 

Faced with ever increasing competition from global 
tech giants, we are now exploring deeper new  
partnerships with other media companies across 
Europe. Combining the huge international reach of the 
leading broadcasters represented by RTL AdConnect 
and our ad-tech company SpotX, we aim to create a 
leading monetisation platform for video. This  
platform will be open for all broadcasters and  
publishers seeking an innovative, customer-friendly 
alternative to the global tech giants. 

Now is the time
The global digital platforms shape – and often  
dominate – the digital economy. They also expand 
faster towards media companies than vice versa. 
This results in an unprecedented concentration of 
market power in the hands of these digital  
platforms, as de facto gatekeepers, so needing fair 
and proportionate regulation of all market players to 
achieve a level playing field.
However, current legislation in key international  
markets is fragmented, outdated and does not 

reflect consumer interests and international market 
realities in the digital environment. Unfortunately, at 
European level, there is also no general inclination to 
stop regulating TV advertising on a minute-by-minute 
basis. It is good to see the much-needed public  
debate on the power of global platforms taking 
place, but it is more important than ever to establish 
the long sought-after level playing field.

It is also time for digital platforms to take full  
responsibility, reflecting their market power, daily 
mass reach and influence on societies – and legislators 
must establish appropriate rules and standards from 
a holistic mindset.

The public value created by content companies must 
correlate with the economic value returned to them, 
in order to ensure a healthy, pluralistic media ecosys-
tem with diversity in voices, products, services and 
business models. For our high-quality content and 
services to thrive, we need to be able to capture a 
fair share of the data and advertising economy. 

Focus on consumers
While we are actively shaping this discussion, we are 
building the next generation of TV – in line with our 
Total Video strategy – bringing our linear TV channels 
and on-demand services much closer together. 
Catch-up TV was yesterday, because it implies a 
mindset of non-linear services being a mere ‘add-on’ 
to linear channels. Online video has matured and is 
now moving towards the big screen in the living 
room – live and on demand, offering advertisers new 
ways of reaching consumers.
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As a consequence, we will significantly increase our 
investments in direct-to-consumer services in the 
countries where we have strong families of TV 
channels. In these markets, we will adopt, step by 
step, the so-called hybrid model – combining a free, 
advertising-financed service with a premium 
pay-product. The first examples of our building 
strong local champions are the upcoming major 
relaunch and significant expansion of TV Now in  
Germany, and the combination of Videoland and 
RTL XL in the Netherlands. Here again, we are also 
open to new partnerships, such as the recently  
announced joint online video platform in France, 
where our Groupe M6 partners with public  
broadcaster France Télévisions and our commercial 
competitor Groupe TF1.

Every investment in local, exclusive content strengthens 
both our linear TV channels and our on demand  
services. Creativity is where we can compete with 
the tech giants – and with the focus on local  
content, we have a competitive advantage we will 
foster more than ever across all major genres:  
scripted, entertainment, factual, news, information, 
live sport and also digital-first content.

While we are well prepared to scale up our 
investment in non-linear content, we as an industry 
also need to find a way for measurement to reflect 
the rapidly changing viewer behaviour. In linear TV, 
overnight ratings come in every morning, allowing us 
to compare how a programme performed the night 
before – but they do not include other means of  
consumption. With all different kinds of devices 

supporting video, and numerous different offers on 
the market nowadays, our industry needs to find a 
way to convert all the data on viewing and usage 
into one comparable metric – the highly awaited 
‘convergence currency’. We have seen promising  
prototypes, but until now no satisfying, unified  
metric. You can read more on this topic in this 
edition of the TV Key Facts.

Keys to success
If we all work together on these pressing issues –  
European industry and politics – we can create the 
right frameworks, the right business models and the 
right offers, to form a strong European answer to the 
US giants. 

We will take a fresh look at our business, because  
it will open a wealth of future opportunities for us. 
Creativity and the courage to take risks are the keys 
to success. We simply must become much faster  
in responding to these trends – from identifying  
new opportunities, and deciding on our strategic 
priorities, to implementing them across RTL Group, 
across partnerships and across our industry as  
a whole.  

“We can create the right 

frameworks, the right business 

models and the right offers, 

to form a strong European 

answer to the US giants. 
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This year we are celebrating RTL AdConnect and 
RTL Group’s 25th anniversary of TV Key Facts. 

RTL AdConnect is RTL Group’s international advertising sales 
house. At RTL AdConnect, we approach TV as a driver of innovation. 
Over the decades, we’ve seen and participated to the redesign 
of a network where TV is Total Video, where your daily fix of your 
favourite content spreads across platforms, from one screen to 
the next, where watching content is a journey.
We’ve come a long way since TV Key Facts’ first publication in 
1994, and despite the industry predicting the demise of TV for 
the last decade (or so it feels), the bottom line is the same.
TV is still alive, kicking,  evolving and constantly reinventing itself.
It gives us a chance to sit back and reflect on how far we’ve 
come and help predict what the next coming years might look 
like for TV – from AVOD to SVOD, from programmatic to  
addressable and beyond.  
Over the next few pages we’ll analyse the trends, challenges and 
opportunities to success and differences between countries on 
everything from brand safety and Ad tech to measurement and the 
impact of GDPR. We tried to look back and forward 25 years, bringing 
together insightful research and articles written by international  
media experts from renowned companies across the industry.  →

Celebrating  
25 Years of  
TV Key Facts

Stéphane Coruble, Managing Director of RTL AdConnect

— EDITORIAL —
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“TV is powerful, efficient, 

cost-effective and brand safe.

On average, in prime time, it’s 263 million viewers 
that sits in front of their screen to watch TV, and it is 
responsible for 71% of the total profit generated by 
advertising. 
We see no slowing down of “institutional” TV events 
gathering very wide audiences year after year, such 
as the Super Bowl attracting 112 million viewers, or 
the Chinese Spring Festival with 169 million viewers. 
We also see incredible performances on new  
programmes such as BBC’s Blue Planet II series, 
which attracted 14 million viewers, the biggest audi-
ence of the year in the UK. Look again at the incred-
ible audience results generated by the World Cup in 
2018.
On a daily basis we’ve seen a decrease in TV  
consumption over the last five years. But looking at 
the larger scale from 1993 to 2017, the level of global 
TV consumption is still on par with that of 25 years 
ago and even at its steepest point in decades in  
Europe!
Mobile, OTT, addressable, new on-demand services 
or vMVPDS will bring Total Video to the next level and 
address all target groups. And at its very centre: 
more formats, originals and quality content.
TV is powerful, efficient, cost-effective and brand safe.
It’s not going anywhere….It’s going everywhere.  

We believe in coopetition and alliances
The TV industry always had a privileged position in 
the advertising market, but the world is changing 
and online giants combined with an evolution of the 
media consumption are pushing broadcasters to  
rethink the way they address the new expectations 
of advertisers and consumers. 
For several years, broadcasters have been driving 
forces to keep up with the technology side and they 
are succeeding where digital is struggling. But the 
pressure on broadcasters is still at its peak, with  
data-driven insights and precise TV audience  
targeting soon to be a must-have. We see alliances 
being created, regional or local broadcasters are  
teaming-up to face a more global competition.
There has never been so much data to measure and 
learn from, and TV can deliver more precision in 
measurement and user data, while offering brand 
save environments and access to premium contents. 
So many possibilities to access video content are  
today available thanks to technology, broadband 
penetration and new mobile and connected devices. 
The new battle is the battle for attention of the  
consumers. Broadcasting and digital offers both 
bring valuable strengths to the market; they are 
complementary, not competitive. The mix of reach, 
scale, precision in measurement in TV, and precise 
targeting, flexibility, rich data for the digital, makes 
for impressive results. 
Still, TV is unrivalled when you think about its incom-
parable reach, quality content production, ad effec-
tiveness, ability to innovate through addressable TV 
or OTT, new ways of programmatic buying, virtual 
reality, and its ability to adapt to all audiences.  
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Audiences

1RTL AdConnect’s own calculations; 2excl. Estonia, Slovenia and Sweden. Source: RTL AdConnect, local institutes, Eurodata TV Worldwide – One Television Year in the World 2018 
issue/Relevant Partners - reproduction forbidden, all rights reserved by MEDIAMETRIE.

169 M
viewers for the Spring Festival 
on CCTV 1+3, Dragon TV in China 

14 M
viewers for
Blue Planet II
on BBC One.
Biggest audience
of the year in
the UK.

47 M
viewers for Baahubali 2: The Conclusion

on Sony Max & Star Maa in India

112 M
viewers for the

Super Bowl
on FOX

(New England-Atlanta)
in the USA

watch TV during 
prime time in Europe2

263 M
VIEWERS

all individuals1
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More figures
www.rtl-adconnect.com/tvkeyfacts

Best Single Programmes 

Source: EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.

Home Alone 2 KingsmanHome Alone CinderellaTaken 3 Maleficient

7x 6x 6x

6x

4x 4x 4x

5x

8x 8x

20
17

MOST WATCHED MOVIES IN 2017
Number of times in the top 10 cinema movies

MOST POPULAR ENTERTAINMENT SHOWS
Number of times in the top 20 programmes
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Genre split in 2017

EXCLUDING
SPORTS

INCLUDING 
SPORTS

              Sports                              Fiction           

            42.3%

                           19
.2

%
                  

                   
      

     
     

    
    

    
    

   
En

te
rt

ai
nm

en
t  

   
   

   
   

    
    

    
    

   F
iction   

                 
      

     
    

    
    

   
   

   
   

   
  4

0
.1

%
   

   
   

   
   

   
   

   
   

    
    

   3
3.2%       M

ov
ies

    
     

     
      

     S
eries

   
   

  4
0.2

%
    

    
     

     
     5

9.8%

Other 21.1%

Comedy 9.1%

Drama 30.9%

Crime 38.9%

   15.4%      
     

    
23.1

%
   

 Factual     
Enterta

inm
en

t  
   

   
   

   
   

  

                 Factual 

                26.7%

Source: EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.

20
17

MOST WATCHED TV GENRE

14
FA

C
TS

 &
 F

IG
U

RE
S



More figures
www.rtl-adconnect.com/tvkeyfacts

Country Name Channel Genre Rating
all ind. 

Share
all ind. 

   Austria BUNDESLAND HEUTE (NEWS 19:00) ORF 2 News 24.7% 60.7%

   Belarus NOVOGODNIY GOLUBOY OGONEK (NEW YEAR'S PROGRAMME) ROSSIA-Belarus Variety Show 14.5% 40.3%

   Belgium North REIZEN WAES Één Docu-Soap 32.2% 64.2%

   Belgium South GUIHOME VOUS DÉTEND SUR SCENE RTL TVI Comedy Show 19.9% 40.0%

   Bulgaria FERMATA (THE FARM) BTV Reality Show 23.5% 48.5%

   Croatia SUPERTALENT (GOT TALENT) Nova TV Talent Show 24.9% 52.2%

   Cyprus SURVIVOR III Sigma Reality Show 18.8% 52.9%

   Czech Republic ANDEL PÁNE 2 (AN ANGEL OF THE LORD 2) ČT 1 Movie 37.1% 68.9%

   Denmark X FACTOR AFGØRELSEN (X FACTOR/RESULTS) DR 1 Reality Show 29.1% 71.1%

   Estonia SU NÄGU KÕLAB TUTTAVALT-FINAAL  (YOUR FACE SOUNDS FAMILIAR) TV 3 Variety Show 27.8% 50.0%

   Finland YLE UUTISET YLE TV 1 News 53.4% 91.0%

   France MISSION E.N.F.O.I.R.É.S TF 1 Variety Show 18.3% 45.0%

   Germany TAGESSCHAU ARD News 13.4% 32.0%

   Greece SURVIVOR Skai Reality Show 23.6% 55.4%

   Hungary SZTÁRBAN SZTÁR (YOUR FACE SOUNDS FAMILIAR) TV 2 Reality Show 16.1% 30.4%

   Ireland THE LATE LATE TOY SHOW RTÉ One Talk Show 31.5% 70.2%

   Italy 67 FESTIVAL DI SANREMO (I PARTE) Rai 1 Variety Show 23.2% 54.2%

   Latvia X FAKTORS (THE X FACTOR) TV 3 Reality Show 11.7% 33.4%

   Lithuania LIETUVOS TELENTAI (GOT TALENT) TV 3 Reality Show 18.3% 37.4%

   Macedonia SE ILI NESHTO (DEAL OR NO DEAL) Sitel Game Show 19.0% 45.2%

   Netherlands BOER ZOEKT VROUW INTERNATIONAAL (FARMER WANTS A WIFE) NPO 1 Reality Show 28.7% 47.8%

   Norway FARMEN (THE FARM) TV 2 Reality Show 32.7% 65.8%

   Poland M JAK MILOSC (L FOR LOVE) TVP 2 Daily Soap 18.8% 39.9%

   Portugal PESADELO NA COZINHA TVI Cooking Show 19.3% 40.5%

   Romania ROMANII AU TALENT (GOT TALENT) Pro TV Reality Show 20.6% 43.9%

   Russia NEW YEARS ADDRESS OF RUSSIAN PRESIDENT PUTIN Perviy Kanal Special Event 15.1% 33.9%

   Serbia DNEVNIK 2 RTS (MAIN NEWS) RTS 1 News 26.9% 49.8%

   Slovakia TRI ORIEŠKY PRE POPOLUŠKU (THREE WISHES FOR CINDERELLA) TV JOJ TV Movie 20.9% 38.7%

   Slovenia ZHAN OBRAZ IMA SVOJ GLAS (YOUR FACE SOUNDS FAMILIAR) Pop TV Variety Show 23.9% 52.7%

   Spain EL HORMIGUERO 3.0 Antena 3 Comedy Show 10.7% 23.8%

   Sweden MELODIFESTIVALEN 17 (EUROSONG NATIONAL DECISION/FINAL) SVT 1 Variety Show 40.2% 79.5%

   Switzerland (G) BERNHARD RUSSI SRF 1 Documentary 16.6% 46.7%

   Switzerland (F) 19H30 RTS Un News 25.1% 69.6%

   Switzerland (I) TELEGIORNALE (NEWS 20:00) RSI LA 1 News 21.5% 53.8%

   Turkey YORUMLAR Fox News 12.9% 29.5%

   Ukraine NOVOGODNEE POZDRAVLENIE PREZIDENTA UKRAINY (PRESIDENTIAL NEW YEAR'S ADDRESS) 1+1 Special Event 13.6% 29.1%

   United Kingdom BLUE PLANET II BBC 1 Documentary 23.5% 45.8%

   China 2017 CCTV SPRING FESTIVAL CCTV 1 Variety Show 7.7% 19.5%

   India BAAHUBALI 2: THE CONCLUSION Sony Max Movie 3.7% 20.3%

   Japan THE 68TH NKH RED AND WHITE SONG CONTEST NHK GENERAL TV Music Show 27.5% 52.7%

   United States THE OSCARS ABC Variety Show 11.3% 31.5%

Note: In this table, sports events are excluded. Source: EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.

Best Single Programmes 20
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Best Recurrent Series 

72.7%
of the top series in 24 markets 

were local productions

38.9% crime

30.9% drama

4x
3x

3x3x

Source: EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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More figures
www.rtl-adconnect.com/tvkeyfacts

Best Recurrent Series 
Country Name Channel Genre Runs Rating Share

   Austria DIE ROSENHEIM COPS ORF 2 Crime 33 10.1% 29.4%

   Belarus PYAT' MINUT TISHINY NTV Belarus Drama 1 11.0% 27.3%

   Belgium North BEAU SÉJOUR Eén Crime 10 24.1% 48.9%

   Belgium South CLEM (CLEM, TEEN MOM) La 1 Comedy 8 11.7% 25.6%

   Bulgaria ТВОЯТ МОЙ ЖИВОТ (PARAMPARÇA) BTV Drama 1 21.3% 43.1%

   Croatia SUDBINA (KADERIMIN YAZILDIĞI GÜN) Nova TV Drama 81 18.8% 40.6%

   Cyprus DIDYMA FEGGARIA Antenna Drama 1 14.2% 28.9%

   Czech Republic ČETNÍCI Z LUHAČOVIC (GENDARMES FROM LUHAČOVIC) ČT 1 Comedy 12 16.4% 37.2%

   Denmark BADEHOTELLET TV 2 Drama 7 27.8% 64.1%

   Estonia n.a.2 n.a.2 n.a.2 n.a.2 n.a.2 n.a.2

   Finland n.a.2 n.a.2 n.a.2 n.a.2 n.a.2 n.a.2

   France CAPITAINE MARLEAU France 3 Crime 9 11.6% 25.8%

   Germany TATORT ARD Crime 42 11.2% 24.2%

   Greece ΤΟ ΤΑΤΟΥΑΖ (TATTOO) Alpha Drama 42 11.1% 26.1%

   Hungary A MI KIS FALUNK RTL Klub Comedy 8 10.4% 26.7%

   Ireland STRIKING OUT RTÉ One Drama 4 14.1% 36.6%

   Italy IL COMMISSARIO MONTALBANO (DETECTIVE MONTABLANO) Rai 1 Crime 14 13.4% 32.1%

   Latvia UGUNSGRĒKS TV 3 Soap Opera 1 11.3% 36.1%

   Lithuania n.a.2 n.a.2 n.a.2 n.a.2 n.a.2 n.a.2

   Macedonia VLJUBENIOTERGEN (KIRALIK ASK) Sitel Comedy 1 22.7% 47.1%

   Netherlands GEHEIME DAGBOEK VAN HENDRIK GROEN NPO 1 Drama 10 14.9% 36.4%

   Norway SIDE OM SIDE NRK 1 Comedy 10 15.4% 43.8%

   Poland M JAK MILOŚC (L FOR LOVE) TVP 2 Daily Soap 74 16.1% 36.1%

   Portugal A HERDEIRA TVI Telenovela 81 14.4% 30.2%

   Romania LAS FIERBINTI Pro TV Sitcom 1 14.6% 28.7%

   Russia PUTIN (THE PUTIN INTERVIEWS) Perviy Documentary 4 8.3% 26.3%

   Serbia SELO GORI A BABA SE CESLJA RTS 1 Drama 1 31.9% 57.7%

   Slovakia PRÁZDNINY (HOLIDAYS) TV JOJ Comedy 1 14.3% 32.8%

   Slovenia GORSKI ZDAVNIK (DER BERGDOKTOR) Pop TV Drama 1 17.6% 38.3%

   Spain ALLI ABAJO Antena 3 Comedy 16 7.0% 19.9%

   Sweden VÅR TID ÄR NU SVT 1 Drama 10 17.9% 46.2%

   Switzerland (G) DER BESTATTER SRF 1 Crime 6 14.4% 39.9%

   Switzerland (F) QUARTIER DES BANQUES RTS Un Thriller 6 9.8% 31.3%

   Switzerland (I) IL GUARDIACACCIA RSI LA 1 Adventure 5 13.7% 35.0%

   Turkey DIRILIŞ: ERTUĞRUL TRT 1 Drama 29 11.7% 26.4%

   Ukraine KAPITANSHA Channel Ukraine Soap Opera 1 11.2% 30.9%

   United Kingdom BROADCHURCH ITV Crime 8 17.3% 34.8%

   China IN THE NAME OF THE PEOPLE Hunan TV Sat Drama 1 5.9% 20.5%

   India NANDINI Sun TV Drama 1 2.3% 8.2%

   Japan DOCTOR X EX/TV ASAHI Drama 10 12.0% 33.2%

   United States THE BIG BANG THEORY CBS Sitcom 23 6.1% 18.4%

1Only the best episode is taken into account; 2No recurrent series was featured in the top programmes list.Source: EURODATA TV, local institutes - reproduction forbidden, all rights 
reserved by MEDIAMETRIE.
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North America
4h03

South America
3h50

Europe*

3h51

Africa
3h23

Oceania
2h44

Asia
2h25

Middle East
4h00

Worldwide 2h56

more than 4 hours 

3 to 4 hours 

2 to 3 hours

less than 2 hours

n.a

Daily viewing time

*RTL AdConnect’s own calculations. Source: EURODATA TV - One Television Year in the World 2018 issue - reproduction forbidden, all rights reserved by MEDIAMETRIE. 
Aggregated on 96 countries.
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More figures
www.rtl-adconnect.com/tvkeyfacts

North America
4h03

South America
3h50

Europe*

3h51

Africa
3h23

Oceania
2h44

Asia
2h25

Middle East
4h00

Worldwide 2h56

more than 4 hours 

3 to 4 hours 

2 to 3 hours

less than 2 hours

n.a

Daily viewing time

1Including Hong Kong and Myanmar; 2Only South Africa and Morocco are measured on a people-meter basis; 3Only Armenia, Azerbaijan, Israel, Lebanon and Turkey are 
measured on a people-meter basis. Source: EURODATA TV - One Television Year in the World 2018 issue - reproduction forbidden, all rights reserved by MEDIAMETRIE. 
Aggregated on 96 countries.

Asia1

UNIVERSE: 2.6 BILLON, 15 COUNTRIES
Bangladesh, China, India, Indonesia, Japan (Kansai, Kanto, Nagoya), 
Malaysia, Mongolia, Pakistan, Philippines, Singapore, South Korea,  
Sri Lanka, Taiwan, Thailand, Vietnam. 

2017 2h25  2016 2h29 -4 min VS 2016

North America
UNIVERSE: 392 MILLION, 3 COUNTRIES
Canada, USA, Mexico.

2017 4h03  2016 4h14 -11 min VS 2016

South America
UNIVERSE: 145 MILLION, 14 COUNTRIES
Argentina, Brazil, Chile, Colombia, Costa Rica, Dominican Republic, 
Ecuador, Guatemala, Panama, Paraguay, Peru, Puerto Rico, Uruguay, 
Venezuela.

2017 3h50  2016 3h44 +6 min VS 2016

Africa2

UNIVERSE: 104 MILLION, 8 COUNTRIES
Algeria, Cameroon, Ivory Coast (Abidjan, Bouaké), Madagascar, 
Morocco, Senegal (Dakar), South Africa, Tunisia.

2017 3h23  2016 3h10 +13 min VS 2016

Oceania
UNIVERSE: 12 MILLION, 2 COUNTRIES
Australia, New Zealand.

2017 2h44  2016 2h58 -14 min VS 2016

Middle East3

UNIVERSE: 166 MILLION, 16 COUNTRIES
Armenia, Bahrain, Egypt, Iraq, Israel, Jordan, Kazakhstan, Kurdistan, 
Kuwait, Lebanon, Oman, Qatar, Saudi Arabia, Syria, Turkey,  
United Arab Emirates.

2017 4h00  2016 3h50 +10 min VS 2016

Worldwide
UNIVERSE: 4.1 BILLON, 94 COUNTRIES

2017 2h56  2016 3h00 -4 min VS 2016
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Country
Target 
Group

Individuals

2015
Mon–Sun

in minutes

2016
Mon–Sun

in minutes

2017
Mon–Sun

in minutes

Maximum 
Peak

Mon–Fri

Viewers 
During Peak 

Mon-Fri

   Austria 3+ 161 168 +4,2% 175 20:45 2 971 188

   Belarus 4+ 227 233 -3,4% 225 21:00 2 483 732

   Belgium North 4+1 197 197 +0,5% 198 20:30 2 736 573

   Belgium South 4+1 237 244 -0,4% 243 21:15 1 807 920

   Bulgaria 4+ 231 236 +5,5% 249 20:45 2 533 662

   Croatia 4+ 266 266 -2,3% 260 21:15 1 699 395

   Cyprus 4+ 205 204 +2,5% 209 21:45 327 298

   Czech Republic 4+ 209 211 +0,0% 211 20:30 4 130 145

   Denmark 3+ 166 155 +0,6% 156 20:30 2 051 619

   Estonia 4+ 228 234 +3,8% 2432 n.a. n.a.

   Finland 4+ 171 172 -2,3% 168 20:45 1 947 379

   France 4+ 224 223 -0,4% 222 21:15-21:30 24 794 609

   Germany 3+ 223 223 -0,9% 221 21:00 30 907 416

   Greece 4+ 269 258 +1,6% 262 22:30 4 216 716

   Hungary 4+ 286 282 +0,0% 282 20:45 4 276 800

   Ireland 4+ 194 186 -5,9% 1752 21:15 1 484 119

   Italy 4+1 254 248 -1,6% 244 21:30 25 273 409

   Latvia 4+ 211 195 -9,2% 177 21:00 695 508

   Lithuania 4+ 214 225 +4,9% 236 21:00 1 109 889

   Luxembourg 12+ 1603 1614 -8,1% 1485 21:00 225 316

   Macedonia 4+ 280 275 -0,4% 274 21:30 751 191

   Netherlands 6+ 190 183 -2,7% 178 21:00 6 613 915

   Norway 2+ 161 155 -11,0% 138 21:45 1 463 868

   Poland 4+ 264 262 -1,1% 259 20:45 14 987 005

   Portugal 4+ 283 287 -1,0% 284 21:45 4 784 044

   Romania 4+ 327 329 -3,6% 317 21:30 7 884 198

   Russia 4+ 246 248 -2,4% 242 21:00 23 373 503

   Serbia 4+ 315 317 -1,3% 313 21:15 2 962 854

   Slovakia 4+ 240 235 +0,9% 2372 20:45 2 200 675

   Slovenia 4+ 206 215 +0,0% 215 n.a. n.a.

   Spain  4+ 234 230 -2,2% 225 22:30 17 394 390

   Sweden 3+ 154 149 -6,0% 140 n.a. n.a.

   Switzerland (G) 3+ 124 124 -2,4% 121 21:15 1 562 840

   Switzerland (F) 3+ 144 144 -3,5% 139 21:15 589 923

   Switzerland (I) 3+ 172 171 -4,7% 163 21:30 131 138

   Turkey 5+ 244 244 +7,0% 2612 22:15 24 183 194

   Ukraine 4+ 249 248 -2,4% 242 21:00 14 172 853

   United Kingdom 4+ 216 212 -4,2% 203 21:00 24 896 345

   Total Europe 235 234 -1,3% 231

   EU6 232 230 -1,3% 227

   China 4+ 155 146 -8,2% 134 n.a. n.a.

   India 4+ 136 142 +7,0% 152 n.a. n.a.

   Japan7 4+ 262 262 +7,6% 282 n.a. n.a.

   United States 2+ 274 270 -5,2% 256 21:15-21:30 101 059 450

Viewing Time per Individual 

1Including guests; 2Data not comparable to previous years; 3Data for 2014/2015; 4Data for 2015/2016; 5Data for 2016/2017; 6Weighted average without Malta; 7Kanto region 
Source: RTL AdConnect, EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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More figures
www.rtl-adconnect.com/tvkeyfacts

TV Equipment

Country
Population  

in 000
Households

in 000
TV HH 

in %
TV HH 
in 000

DVD Player/
Recorder

in % of TVHH

Blu-ray 
Player

in % of TVHH

   Austria 8 773 3 889 97.0% 3 761 52.8% 17.5%

   Belarus 9 491 3 8591 99.0% 4 195 n.a. n.a.

   Belgium 11 351 4 762 97.0% 4 610 49.1% 26.8%

   Bulgaria 7 102 2 905 99.7% 2 728 n.a. n.a.

   Croatia 4 154 1 472 99.8% 1 519 67.4% 14.7%

   Cyprus 855 318 96.9% 323 n.a. n.a.

   Czech Republic 10 579 4 698 99.7% 4 503 59.0% 12.1%

   Denmark 5 749 2 396 95.8% 2 324 72.4% 28.3%

   Estonia 1 316 584 96.5% 546 n.a. n.a.

   Finland 5 503 2 656 96.8% 2 561 54.2% 19.2%

   France 69 989 29 314 97.0% 28 616 68.5% 22.5%

   Germany 82 522 40 723 97.2% 39 330 51.8% 24.7%

   Greece 10 768 4 394 99.7% 4 386 49.5% 16.2%

   Hungary 9 798 4 131 96.5% 4 131 64.1% 15.4%

   Ireland 4 784 1 798 93.0% 1 647 84.1% 17.0%

   Italy 60 589 25 865 98.0% 25 149 85.6% 22.1%

   Latvia 1 950 850 99.2% 798 n.a. n.a.

   Lithuania 2 848 1 357 95.7% 1 216 n.a. n.a.

   Luxembourg 590 242 99.8% 235 n.a. n.a.

   Macedonia 2 075 567 88.2% 607 n.a. n.a.

   Netherlands 17 082 7 819 99.5% 7 711 34.2% 19.2%

   Norway 5 258 2 376 99.5% 2 317 59.7% 43.7%

   Poland 37 973 14 466 97.5% 13 508 43.1% 14.9%

   Portugal 10 310 4 103 99.5% 4 119 73.5% 17.5%

   Romania 19 644 7 482 95.0% 7 232 n.a. n.a.

   Russia 142 257 52 7073 90.0% 56 700 71.8% 26.1%

   Serbia 7 040 2 488 98.4% 2 354 n.a. n.a.

   Slovakia 5 435 1 875 98.4% 1 845 63.7% 8.1%

   Slovenia 2 066 881 98.3% 855 n.a. n.a.

   Spain 46 528 18 513 99.5% 18 359 70.6% 15.6%

   Sweden 9 995 4 863 99.5% 4 636 75.2% 24.2%

   Switzerland 8 419 3 5852 99.5% 3 471 73.3% 30.3%

   Turkey 79 815 23 088 98.0% 21 082 n.a. n.a.

   Ukraine 42 386 16 3792 97.0% 16 374 n.a. n.a.

   United Kingdom 65 809 28 822 99.5% 27 451 63.0% 22.9%

   Europe 812 326 326 168 96.7% 321 569 64.6%4 22.3%4

   EU 275 553 649 237 557 97.9% 230 843 64.5%6 20.9%6

   China 1 379 302 431 0322 82.3% 421 555 35.4% 0.5%

   India 1 281 936 248 4097 62.7% 179 173 26.3% 1.5%

   Japan 126 451 57 4772 97.1% 51 232 27.6% 50.6%

   United States 326 625 126 224 98.9% 121 089 74.1% 43.2%

1Census 2009 data; 2Data from 2016; 32013 Data; 4Weighted average without Belarus, Bulgaria, Cyprus, Estonia, Latvia, Lithuania, Luxembourg, Macedonia, Romania, Serbia, 
Slovenia, Turkey and Ukraine; 5Without Malta; 6Weighted average without Bulgaria, Cyprus, Estonia, Latvia, Lithuania, Luxembourg, Slovenia; 7Census 2011 data. 
Source: RTL AdConnect, IHS Markit, local institutes, Eurostat, CIA World Factbook, EURODATA TV, local institutes – reproduction forbidden, all rights reserved by MEDIAMETRIE.
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European TV Viewing Time: 
a 25-Year Overview 

RokuFlat ScreensDVR

Google

Blu-Ray 
Disc

Facebook

XBox 360

YouTube

HD TV Sets iPhone
Apple TV

Netflix

1996199519941993 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009

1Data not comparable to previous years due to a change in measurement. 
Source: RTL AdConnect, local institutes, IHS Markit, RTL AdConnect's own calculations, viewing time for Adults.

3h09

Daily Viewing
Time 1993

19
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More figures
www.rtl-adconnect.com/tvkeyfacts

Snapchat 
Amazon 

Instant Video

PeriscopeiPad

Hulu Plus
Instagram

Ultra HD TV Sets
XBox One

PS4
Chromecast

Smart TVs

2010 2011 2012 2013 2014 2015 2016 2017

DVD Player

Smartphone

Flat Screen TV

TV HD

Tablet

74.0%

55.0%

66.5%

53.9%

62.3%

70.8%
73.7%

75.5%

81.4%

84.5%

72.5%

76.2%

81.1%

87.9% 87.7%

7.1%2.8%

11.9%

22.0% 22.1%
22.3%

72.0%

60.0%

72.7%

59.0%
62.6%

55.9%

66.5%

53.4%

43.5%

29.3%

61.3%

64.6%

60.2%

68.6%
70.5%

74.4%

81.0%
83.8% 86.5%

88.3%1

9.2%

12.1%

18.0%

22.0%

27.4%
31.1%

35.0%

17.2%

24.5%

2.7%

6.5%

14.2%

16.8%

38.5%

23.0%

24.2%

4h05 +56 min
OVER THE LAST 

25 YEARS

90.0%

Digital TV

Blu-Ray Player 

Connected TV

Daily Viewing
Time 2017

TV KEY FAC
TS 2018

23



Multi-Screen Technology 

70.5%

2013 2014

74.4%

+3.9pp

2015

81.0%

+6.6pp

2016

83.8%

+2.8pp

2013

14.2%

2014

21.0%

2015

24.2%

2017

27.6%

LUXEMBOURG

GERMANY

+3.9pp
VS LAST 

YEAR

27.4%

2015 2016 2017

31.1%

35.0%

52.9%

52.0%

2016

38.5%

1Number of smartphones per 100 people. Source: RTL AdConnect, IHS Markit, local institutes.

2017

+2.7pp

86.5%

20
17

FLAT SCREEN TV PENETRATION IN EUROPE

TABLET PENETRATION IN THE EU

CONNECTED TV 
PENETRATION IN EUROPE

TABLET & SMARTPHONE 
PENETRATION IN EUROPE

SWEDEN  114.1%1

PORTUGAL  101.8%1

EUROPE 88.3%1

DENMARK 131.5%1

DENMARK 48.0%

FRANCE 37.9%

EUROPE 23.0%

FINLAND 52.0%
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More figures
www.rtl-adconnect.com/tvkeyfacts

Country

TV Flat
 Screen

in % of TVHH

TV High 
Definition

in % of TVHH

Connected 
TV

in % of TVHH
PC

in % of HH
Tablet PC

in % of Pop.
Mobile

in % of Pop.1

Smartphones
number 

per 100 people
Broadband                     
in % of HH

   Austria 93.6% 90.4% 38.5% 86.7% 29.3% 164.0% 99.1% 62.6%

   Belarus 62.1% 60.4% 16.5% n.a. n.a. 126.2% n.a. n.a.

   Belgium 92.9% 90.3% 34.8% 75.3% 28.5% 118.0% 83.3% 77.7%

   Bulgaria 66.6% 64.9% 20.5% 57.5% n.a. 152.1% 84.0% 36.6%

   Croatia 63.9% 61.6% 19.0% n.a. 3.1% 113.1% 79.7% 60.0%

   Cyprus 93.3% 90.3% 31.2% n.a. n.a. n.a. n.a. 91.5%

   Czech Republic 85.1% 83.4% 34.9% 76.8% 21.1% 141.2% 87.1% 54.7%

   Denmark 92.8% 89.7% 46.0% 90.1% 48.0% 164.2% 131.5% 93.3%

   Estonia 85.8% 84.5% 37.3% 73.5% n.a. 156.8% 98.5% 69.1%

   Finland 91.3% 87.8% 37.8% 86.2% 52.0% 183.4% 83.0% 73.3%

   France 95.7% 93.3% 40.6% 90.0% 37.9% 114.9% 73.2% 71.4%

   Germany 96.1% 95.2% 52.0% 87.3% 37.8% 142.0% 96.9% 78.7%

   Greece 91.0% 87.1% 25.8% 64.0% 7.3% 151.4% 98.7% 69.3%

   Hungary 80.8% 79.0% 30.9% 75.8% n.a. 116.7% 78.7% 66.3%

   Ireland 91.5% 86.0% 36.1% 84.7% 28.0% 105.7% 82.2% 69.8%

   Italy 94.7% 92.6% 37.2% 69.5% 14.2% 136.0% 101.5% 53.9%

   Latvia 76.9% 75.2% 29.9% 77.2% n.a. 140.5% 85.9% 62.5%

   Lithuania 72.2% 71.3% 15.6% 65.3% n.a. 142.0% 90.6% 49.8%

   Luxembourg 94.6% 91.8% 52.9% 98.9% n.a. 132.7% n.a. 93.4%

   Macedonia 71.4% 70.1% 19.6% n.a. n.a. 113.0% n.a. n.a.

   Netherlands 94.8% 92.9% 41.1% 96.8% 36.6% 116.3% 82.2% 85.2%

   Norway 96.6% 94.6% 47.3% 90.7% 26.3% 101.2% 87.8% 84.6%

   Poland 80.7% 79.3% 33.2% 68.2% 24.0% 134.4% 92.1% 43.1%

   Portugal 91.6% 88.0% 27.7% 93.0% 13.7% 164.6% 101.8% 79.0%

   Romania 79.1% 77.7% 28.9% 58.0% n.a. 142.7% 81.4% 61.5%

   Russia 80.6% 79.0% 30.1% 61.5% 12.5% 176.2% 93.2% 43.6%

   Serbia 80.8% 79.6% 26.3% n.a. n.a. 142.4% n.a. n.a.

   Slovakia 84.5% 83.1% 39.1% 81.8% 19.2% 130.0% 84.5% 55.6%

   Slovenia 82.4% 80.4% 31.5% 76.2% 17.9% 105.5% 74.5% 63.4%

   Spain 94.2% 91.3% 34.6% 74.3% 17.4% 112.2% 90.2% 68.1%

   Sweden 91.1% 88.8% 42.7% 86.3% 34.9% 150.1% 114.1% 78.4%

   Switzerland 94.9% 94.5% 43.2% 92.1% 21.4% 127.7% 100.6% 94.4%

   Turkey 78.0% 76.4% 27.3% 52.2% 15.4% 96.1% 74.0% 39.4%

   Ukraine 50.1% 49.1% 7.7% n.a. n.a. 137.5% 56.3% n.a.

   United Kingdom 95.4% 92.1% 40.8% 92.8% 27.6% 126.9% 98.4% 88.2%

   Europe 86.5% 84.5% 35.0% 75.9%2 23.0%3 136.4%4 88.3%5 63.6%6

   EU7 89.0% 86.9% 37.1% 81.5%8 27.6%9 132.3%4 88.9%10 70.1%

   China 70.4% 70.3% 38.2% 62.4% 12.9% 100.5% 79.3% 49.7%

   India 33.0% 35.6% 2.6% 20.7% 2.7% 90.5% 28.5% 6.6%

   Japan 96.5% 93.9% 57.1% 89.0% 29.6% 132.3% 77.6% 63.9%

   United States 94.5% 93.9% 46.0% 85.5% 52.5% 126.1% 97.2% 85.2%

Multi-Screen Technology 

1Figure is calculated on the number of private mobile phone contracts, in reference to the total population. One person can have more than one contract; 2Weighted average with-
out Belarus, Croatia, Cyprus, Macedonia, Serbia and Ukraine; 3Weighted average without Belarus, Bulgaria, Cyprus, Estonia, Hungary, Latvia, Lithuania, Luxembourg, Macedonia, 
Romania, Serbia and Ukraine; 4Weighted average without Cyprus; 5Weighted average without Belarus, Cyprus, Luxembourg, Macedonia and Serbia; 6Weighted average without 
Belarus, Macedonia, Serbia and Ukraine; 7Without Malta; 8Weighted average without Croatia and Cyprus; 9Weighted average without Bulgaria, Cyprus, Estonia, Hungary, Latvia, 
Lithuania, Luxembourg, Romania; 10Weighted average without Cyprus and Luxembourg. Source: RTL AdConnect, IHS Markit, local institutes.
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Digital TV

2010 2011 2012 2013 2014 2015 2016 2017

55.0%

66.5%

72.5%

76.2%

81.1%

87.9% 87.7%
90.0%

In 2017, 90% of European TV households
received a TV digital signal

Source: RTL AdConnect, IHS Markit, local institutes.

20
17

EVOLUTION OF TV DIGITALIZATION IN EUROPE

93.3%

100%

25 European countries, have an all-digital
TV share above 93.3%

10 European countries, are 100% digital!
Cyprus, Croatia, Denmark, Finland, Greece, Italy, 
Luxembourg, Portugal, Spain, UK 
 

Cyprus Portugal Switzerland

49.0%

44.9% 43.8%

3 highest IPTV 
penetration per 
country in Europe

Only countries that still use 
analogue terrestrial diffusion 

Russia (1.1%) and Turkey (11.1%)
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More figures
www.rtl-adconnect.com/tvkeyfacts

Digital TV Distribution

Country TV HH                   
in 000

All Digital 
in % of TVHH

IPTV
in % of TVHH

Digital
 Cable

in % of TVHH

Digital 
Satellite 

in % of TVHH

Digital 
Terrestrial

in % of TVHH   

Only 
Analogue 

Terrestrial 
in % of TVHH

   Austria 3 761 95.1% 8.9% 25.5% 55.1% 5.6% 0.0%

   Belarus 4 195 69.3% 41.5% 11.9% 6.8% 9.1% 0.0%

   Belgium 4 610 94.3% 33.5% 53.3% 6.5% 1.0% 0.0%

   Bulgaria 2 728 98.0% 10.4% 19.2% 37.3% 31.1% 0.0%

   Croatia 1 519 100.0% 27.3% 11.0% 11.0% 50.7% 0.0%

   Cyprus 323 100.0% 49.0% 18.3% 3.9% 28.8% 0.0%

   Czech Republic 4 503 95.6% 7.7% 12.2% 27.9% 47.8% 0.0%

   Denmark 2 324 100.0% 20.7% 51.1% 5.9% 22.3% 0.0%

   Estonia 546 92.6% 36.4% 33.1% 6.8% 16.3% 0.0%

   Finland 2 561 100.0% 14.1% 63.3% 4.5% 18.1% 0.0%

   France 28 616 98.6% 40.9% 6.0% 28.1% 23.6% 0.0%

   Germany 39 330 85.4% 6.5% 28.6% 44.7% 5.7% 0.0%

   Greece 4 386 100.0% 3.4% 0.0% 26.6% 70.0% 0.0%

   Hungary 4 131 82.7% 17.3% 24.8% 21.7% 18.8% 0.0%

   Ireland 1 647 98.5% 5.6% 16.3% 52.3% 24.3% 0.0%

   Italy 25 149 100.0% 2.4% 0.0% 28.9% 68.8% 0.0%

   Latvia 798 92.3% 21.5% 29.1% 13.7% 28.0% 0.0%

   Lithuania 1 216 84.7% 18.8% 16.8% 7.7% 41.3% 0.0%

   Luxembourg 235 100.0% 25.6% 34.8% 19.9% 19.7% 0.0%

   Macedonia 607 77.9% 19.1% 14.1% 4.3% 40.4% 0.0%

   Netherlands 7 711 92.0% 29.7% 47.8% 10.3% 4.3% 0.0%

   Norway 2 317 99.8% 20.7% 30.9% 28.5% 19.7% 0.0%

   Poland 13 508 88.7% 4.3% 22.1% 48.7% 13.7% 0.0%

   Portugal 4 119 100.0% 44.9% 32.9% 15.6% 6.6% 0.0%

   Romania 7 232 77.9% 1.4% 39.3% 34.7% 2.5% 0.0%

   Russia 56 700 78.1% 12.7% 9.4% 42.1% 13.8% 1.1%

   Serbia 2 354 78.0% 18.5% 21.8% 12.1% 25.7% 0.0%

   Slovakia 1 845 86.1% 16.9% 19.0% 34.0% 16.3% 0.0%

   Slovenia 855 98.6% 39.2% 29.3% 6.3% 23.8% 0.0%

   Spain 18 359 100.0% 22.6% 8.1% 6.0% 63.3% 0.0%

   Sweden 4 636 66.3% 17.6% 14.6% 14.9% 19.3% 0.0%

   Switzerland 3 471 99.6% 43.8% 50.5% 3.5% 1.6% 0.0%

   Turkey 21 082 88.1% 4.7% 4.9% 78.4% 0.0% 11.1%

   Ukraine 16 374 88.1% 0.9% 6.6% 24.4% 56.1% 0.0%

   United Kingdom 27 451 100.0% 9.4% 14.0% 43.0% 33.7% 0.0%

   Total Europe 321 569 90.0% 14.3% 15.9% 34.7% 25.0% 0.9%

   EU1 230 843 93.3% 14.6% 17.8% 30.3% 30.7% 0.0%

   China 421 555 95.1% 27.8% 42.3% 21.6% 3.4% 1.5%

   India 179 173 86.1% 0.1% 42.7% 43.3% 0.0% 0.3%

   Japan 51 232 100.0% 7.8% 56.2% 30.6% 5.3% 0.0%

   United States 121 089 98.0% 8.4% 41.1% 26.1% 22.3% 0.0%

1Without Malta. Source: RTL AdConnect, IHS Markit, local institutes, EURODATA TV - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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Country Population                                                      
in 000

TV HH                                                                   
in 000 Service

Population 
Represented 
by the Panel

in %

Launch of 
People-

meter 
System

Panel Size
HH

Interval 
of Measu-

rement

   Austria 8 773 3 761 GfK Austria, since 1968 100% 1991 1 628 1 sec

   Belarus 9 491 4 195 Real'noe Izmerenie1, since 2008 73.6%2 2010 500 1 min3

   Belgium North 6 041 2 593 Audimétrie S.A., since 1996 100% 1989 750 1 sec

   Belgium South 4 464 2 004 Audimétrie S.A., since 1996 100% 1985 750 1 sec

   Bulgaria 7 102 2 728 GARB Audience Measurement Bulgaria, since 2006 100% 2001 1 045 30 sec

   Croatia 4 154 1 519 Nielsen Audience Measurement, since 2002 100% 2002 810 1 min

   Cyprus 855 323 Nielsen Audience Measurement, since 1998 100% 1998 425 1 min

   Czech Republic 10 579 4 503 Nielsen Admosphere, since 2002 100% 1997 1 833 1 sec

   Denmark 5 749 2 324 Kantar Gallup, since 1992 100% 1992 1 223 1 min

   Estonia 1 316 546 TNS Emor, since 1990 100% 2003 400 1 min

   Finland 5 503 2 561 Finnpanel Oy, since 1975 100% 1987 1 100 1 min3

   France 66 989 28 616 Médiamétrie, since 1985 100% 1989 5 000 1 sec

   Germany 82 522 39 330 GfK Fernsehforschung, since 1985 100% 1985 5 000 1 sec

   Greece 10 768 4 386 Nielsen Television Audience Measurement, since 1988 100% 1988 1 400 1 min

   Hungary 9 798 4 131 Nielsen Audience Measurement, since 1992 100% 1994 1 120 1 min

   Ireland 4 784 1 647 Nielsen TAM, since 1996 100% 1996 1 050 1 min

   Italy 60 589 25 149 Auditel/Nielsen TV Audience Measurement, since 1986 100% 1986 16 192 1 min

   Latvia 1 950 798 Kantar TNS, since 1993 100% 1999 3894 1 min

   Lithuania 2 848 1 216 Kantar TNS, since 1995 100% 2000 490 1 min

   Macedonia 2 075 607 Nielsen Audience Measurement, since 2007 100% 2008 400 1 min

   Netherlands 17 082 7 711 Intomart/GfK & Nielsen Media Research, since 2000 100% 1987 1 220 1 sec

   Norway 5 258 2 317 Kantar TNS, since 2000 100% 1992 1 000 1 min

   Poland 37 973 13 508 Nielsen Audience Measurement, since 1996 100% 1996 1 818 1 min

   Portugal 10 310 4 119 CAEM/GfK, since 2012 100% 1993 1 100 1 min

   Romania 19 644 7 232 Kantar Media, since 2011 100% 1998 1 320 1 min

   Russia 142 257 56 700 Wciom, since 1994 47.2%5 1996 5 000 1 min

   Serbia 7 040 2 354 Nielsen Audience Measurement, since 2002 100% 2002 826 1 min

   Slovakia 5 435 1 845 TNS Slovakia, since 2004 100% 2004 1 200 1 min3

   Slovenia 2 066 855 AGB Nielsen Media Research, since 1999 100% 1999 450 1 min

   Spain 46 528 18 395 Kantar Media, since 1988 100% 1988 4 600 1 min

   Sweden 9 995 4 636 AGB Nielsen Media Research, since 1993 100% 1993 1 350 1 min

   Switzerland (G) 5 163 2 600 Kantar Media, since 2013 100% 1985 1 000 1 sec6

   Switzerland (F) 1 823 865 Kantar Media, since 2013 100% 1985 600 1 sec6

   Switzerland (I) 340 167 Kantar Media, since 2013 100% 1985 270 1 sec6

   Turkey 79 815 21 082 TNS/Kantar Media, since 2012 100% 1990 4 000 1 min

   Ukraine 42 386 16 374 Nielsen Ukraine, since 2014 100%7 1998 2 840 1 sec

   United Kingdom 65 809 27 451 Kantar Media, since 2010 100% 1981 5 100 1 min

   China 1 379 303 421 555 CSM Media Research, since 1997 100% 1999 10 400 1 min

   India 1 281 936 179 073 Broadcast Audience Research Council India n.a. n.a. 33 000 n.a.

   Japan 126 451 51 232 iNEX2 Video Research, since 1962 76.0% 1997 900 1 min

   United States 326 626 121 089 The Nielsen Company, since 1950 100% 1987 42 888 1 min

Overview

Electronic Audience 
Measurement

1Former name: GEVS; 2Urban population 4+; 31 second is technically possible, but 1 minute data is being used; 4Annual average panel size; 5Urban population 4+ in cities with 100 
000+ inhabitants; 6On the basis of 1 second but the system requires 15 seconds to allocate the signal to a channel; 7Crimea is excluded from the measurement. 
Source: EURODATA TV, RTL AdConnect, local institutes, IHS Markit, CIA World Factbook, Eurostat - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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More figures
www.rtl-adconnect.com/tvkeyfacts

Country Foreign 
Channels

Cable 
and Satellite 

Channels
Digital 

Channels
DTT 

Channel
Interactive 

Applications 
in Digital TV

Time-shifted 
Viewing 
Included

Guest 
Viewing 
Included

   Austria Yes Yes Yes Yes Yes1 Yes Yes

   Belarus No Yes2 No No No No No

   Belgium North Yes Yes Yes Yes No Yes Yes

   Belgium South Yes Yes Yes Yes No Yes Yes

   Bulgaria Yes Yes Yes Yes No No No

   Croatia Yes Yes Yes Yes No 3 No

   Cyprus Yes Yes Yes Yes No No No

   Czech Republic Yes Yes Yes Yes No Yes Yes

   Denmark Yes Yes Yes Yes No Yes4 Yes

   Estonia Yes Yes Yes Yes No Yes No

   Finland Yes Yes Yes Yes No Yes Yes

   France Yes Yes Yes Yes n.a. Yes Yes

   Germany Yes Yes Yes Yes No Yes Yes

   Greece No Yes Yes Yes n.a. No No

   Hungary Yes Yes Yes Yes No Yes No

   Ireland Yes Yes Yes Yes Yes3 Yes Yes5

   Italy No Yes Yes Yes No Yes Yes

   Latvia Yes Yes Yes Yes No Yes No

   Lithuania Yes Yes Yes Yes No 3 No

   Macedonia Yes Yes Yes Yes No 3 Yes

   Netherlands Yes Yes Yes Yes No Yes Yes

   Norway Yes Yes Yes Yes n.a. Yes Yes

   Poland Yes Yes Yes Yes No Yes Yes

   Portugal Yes Yes Yes Yes No No No

   Romania Yes Yes Yes Yes No Yes Yes

   Russia Yes Yes Yes Yes No No No

   Serbia Yes Yes Yes Yes No Yes Yes

   Slovakia Yes Yes Yes Yes No Yes Yes

   Slovenia Yes Yes Yes Yes n.a. Yes Yes

   Spain No Yes Yes Yes Yes Yes Yes

   Sweden Yes Yes Yes Yes No Yes Yes

   Switzerland (G) Yes Yes Yes Yes No Yes Yes

   Switzerland (F) Yes Yes Yes Yes No Yes Yes

   Switzerland (I) Yes Yes Yes Yes No Yes Yes

   Turkey Yes Yes No No No No Yes

   Ukraine No Yes Yes Yes No 3 No

   United Kingdom Yes Yes Yes Yes Yes Yes Yes

   United States n.a. Yes Yes Yes Yes6 Yes Yes

Panel Information

1Partially; 2Cable channels only; 3Measured but not included in ratings; 4Viewing on the same day as live (VOSDAL) only; 5Guest viewing included in ratings but not in reach; 6Web TV 
measurement since 2011. Source: RTL AdConnect, local institutes, EURODATA TV / Médiamétrie Médiamat - reproduction forbidden, all rights reserved by MEDIAMETRIE.   
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Advertising

TV share of media expenditure
INCREASED IN 14 
of the European TV markets.

94.6%

BULGARIA

81.0%

LITHUANIA

78.6%

SLOVAKIA

More than 
163 million TV spots 
were broadcast in 
Europe in 2017

2005 60 488 064

99 372 791

156 831 159

163 681 489

2010

2015

2017 +103M
VS 2005

The average spot length in Europe is  21.1 seconds

Source: RTL AdConnect, IHS Markit, local institutes.
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17

HIGHEST TV SHARE IN THE MEDIA MIX

BIGGEST TV ADSPENDERS

TV SPOTS
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More figures
www.rtl-adconnect.com/tvkeyfacts

Top Advertisers

Country
TV Share
of Media 

Expenditure
Trend

   Austria 29.7%  D

   Belarus1 44.5% F

   Belgium 40.3% F

   Bulgaria 94.6%  D

   Croatia 89.0%  D

   Cyprus n.a. n.a.

   Czech Republic 54.9%  D

   Denmark 28.7% F

   Estonia1 n.a. n.a.

   Finland1 20.5% F

   France 41.8%  D

   Germany 48.0% F

   Greece n.a. n.a.

   Hungary 85.7%  D

   Ireland 34.2%  D

   Italy1 63.4%  D

   Latvia 49.7%  D

   Lithuania 81.0%  D

   Luxembourg 10.9%  D

   Macedonia n.a. n.a.

   Netherlands 51.8% F

   Poland 41.4%  D

   Romania1 66.2% F

   Russia1 41.0% F

   Serbia1 55.3% F

   Slovakia 78.6%  D

   Spain1 40.0% F

   Sweden 47.2% F

   Switzerland 30.2% F

   Turkey1 47.8% F

   Ukraine1 45.1% F

   United Kingdom 35.8%  D

   Japan n.a. n.a.

   United States1 33.3% F

   Europe

1 2 3

FERRERO PROCTER & GAMBLE XXXLUTZ 

TV SHOP NESTLÉ PROCTER & GAMBLE

PROCTER & GAMBLE RECKITT & BENCKISER UNILEVER

PROCTER & GAMBLE NATIONAL LOTARY NATUR PRODUCT

T-HRVATSKI TELEKOM AGROKOR PROCTER & GAMBLE

ALPHAMEGA LIDL CYPRUS TEL AUTHORITY

FERRERO PROCTER & GAMBLE RECKITT BENCKISER 

DANSKE SPIL TELENOR BILKA

n.a. n.a. n.a.

n.a. n.a. n.a.

PROCTER & GAMBLE UNILEVER FERRERO

PROCTER & GAMBLE FERRERO L'ORÉAL

n.a. n.a. n.a.

SANOFI-AVENTIS RECKITT BENCKISER PROCTER & GAMBLE 

PROCTER & GAMBLE SKY EIR

PROCTER & GAMBLE FERRERO BARILLA 

RIMI PROCTER & GAMBLE RECKITT BENCKISER

TELE 2 LIDL MAXIMA LT

POST LUXEMBOURG COCA-COLA FIAT

TCCC PROCTER & GAMBLE BREWERY SKOPJE

PROCTER & GAMBLE UNILEVER AHOLD

AFLOFARM USP FERRERO 

ZDROVIT PROCTER & GAMBLE UNILEVER

PEPSI CO NESTLÉ PROCTER & GAMBLE

PROCTER & GAMBLE COCA-COLA AGROKOR

ORANGE SLOVAK TELEKOM LIDL 

PROCTER & GAMBLE Ĺ ORÉAL RECKITT BENCKISER

PROCTER & GAMBLE ARLA FOODS GLAXOSMITHKLINE

PROCTER & GAMBLE FERRERO MIGROS

UNILEVER PROCTER & GAMBLE TURK TELEKOM 

PROCTER & GAMBLE NESTLÉ PHARMAK

PROCTER & GAMBLE UNILEVER BRITISH SKY BROADCASTING

n.a. n.a. n.a.

GEICO PFIZER VERIZON

PROCTER & GAMBLE UNILEVER RECKITT BENCKISER

TV Share of Media Expenditure Top 3 Advertisers

1Net figures. Source: Local institutes, gross figures. Source: Local institutes.
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   Austria FOOD COSMETICS/PHARMACEUTICALS HOME & GARDEN

   Belarus SOFT DRINKS COSMETICS, PERFUMERY, BODY & HAIR CARE TV, COMMUNICATION, MOBILE, PRESS

   Belgium CULTURE, TOURISM, LEISURE ALIMENTATION BEAUTY & HYGIENE

   Bulgaria PHARMACEUTICALS FOOD COSMETICS

   Croatia RETAILERS FOOD COMMUNICATIONS, TELECOMMUNICATIONS

   Cyprus STORES, SHOPS SERVICES FINANCIAL SERVICES

   Czech Republic OTHER PROCESSING INDUSTRY FOOD, DRINKS CROSS-SECTION CATEGORIES

   Denmark OTHER RETAIL CATEGORIES TRANSPORT ELECTRONICS, TELECOMMUNICATION

   Estonia n.a. n.a. n.a.

   Finland FOOD PHARMACEUTICALS TRAVEL

   France FOOD BEAUTY & HYGIENE AUTOMOTIVE & TRANSPORT

   Germany COSMETICS & TOILETRIES SERVICES FOOD

   Greece n.a. n.a. n.a.

   Hungary MEDICINAL PRODUCTS FOOD TRADE

   Ireland RETAIL HOUSEHOLD SERVICES FINANCE

   Italy FOOD AUTOMOTIVE PHARMACEUTICAL

   Latvia RETAIL IN GENERAL FINANCIAL INSTITUTIONS, SERVICES REMEDIES

   Lithuania RETAIL REMEDIES MOBILE COMMUNICATION

   Luxembourg TRANSPORT HOUSEHOLD EQUIPMENT RETAIL

   Macedonia FOOD & NON-ALCOHOLIC BEVERAGES TEA, COFFEE, CIGARETTES & ALCOHOL BEVERAGES COSMETIC PRODUCTS

   Netherlands RETAIL FOOD PERSONAL CARE

   Poland PHARMACEUTICAL PRODUCTS, MEDICINE FOOD RETAIL

   Romania PHARMACEUTICALS & HEALTH FOOD BEVERAGES

   Russia PHARMACEUTICALS FOOD RETAIL

   Serbia FOOD, NON-ALCOHOLIC BEVERAGES RETAIL PHARMACEUTICALS

   Slovakia BANKING, INSURANCE, FINANCIAL SERVICES RETAIL DRUGS, MEDICINAL PRODUCTS

   Spain FOOD BEAUTY, HYGIENE DISTRIBUTION & RESTORATION

   Sweden RETAILERS FINANCIAL ADVERTISING FOOD/BEVERAGE/TOBACCO

   Switzerland FOOD PERSONAL HYGIENE, COSMETICS BEVERAGES

   Turkey FOOD TELECOMMUNICATION COSMETICS & PERSONAL CARE

   Ukraine DRUGS FOOD COSMETICS

   United Kingdom FOOD ENTERTAINMENT & LEISURE FINANCE

   Japan n.a. n.a. n.a.

   United States AUTOMOTIVE MEDICINES & PROPRIETARY REMEDIES COMMUNICATIONS

   Europe FOOD RETAIL PHARMACEUTICALS

Top 3 Advertising Sectors

Source: Local institutes.

Top Advertising Sectors20
17
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More figures
in the online database: www.rtl-adconnect.com/tvkeyfacts

Digital Insights
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20
17 Digital Adspend by Market

DISPLAY

CLASSIFIEDS & DIRECTORIES

PAID-FOR-SEARCH

OTHER

36.2% 29.1% 13.7%

12.8% 18.3% 5.6%

50.5% 52.6% 13.0%

0.5% – –

UK GER
MANY

FR
ANCE

+3.6pp
VS 2016

+26.4pp
VS 2016

-0.6pp
VS 2016

UK

15 885
GERMANY

6 617
FRANCE

5 098

+14.2% VS 2016 +11.2% VS 2016 +10.8% VS 2016

Total online, in €M

Source: IAB Europe and IHS Markit, AdEx Benchmark.

TOP 3 BIG SPENDERS: 2017 SHARE OF MEDIA EXPENDITURE
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More figures
in the online database www.rtl-adconnect.com/tvkeyfacts
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France

UK

Germany

€M 6.62

€M 5.952016

2017

€M 5.09

€M 4.602016

2017

€M 15.88

€M 13.092016

2017

France

UK

Germany

€M 6.62

€M 5.952016

2017

€M 5.09

€M 4.602016

2017

€M 15.88

€M 13.092016

2017

France

UK

Germany

€M 6.62

€M 5.952016

2017

€M 5.09

€M 4.602016

2017

€M 15.88

€M 13.092016

2017

Digital Adspend

0

10

20

30

40

50

2006 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017

48.0

42.5
37.7

32.6

24.8
29.0

22.2
19.1

16.014.7

9.3
6.7

+13.2%

39.0%

2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017

58.6%

8.9%

18.6%

16.5%

11.5%

11.9%

11.6%

13.1%

12.2%

13.2%

20
17

1Gross refers to adspends after the deduction of rabats, before the deduction of agency fees. Source: IAB Europe and IHS Markit, AdEx Benchmark.

TOTAL DIGITAL ADSPEND IN EUROPE, IN 2017 (€BN)

Gross digital advertising expenditure1 in Europe totalled €48.0 billion in 2017. 
The market has doubled in size over the past 5 years.

Growth rates have been stable for the past 6 years 
despite major structural changes in the market – from pro-
liferation of programmatic, social, mobile and video, to an 
increased presence of large platforms. Total variation in 
growth rates between 2012 and 2017 has been 1.7pp. 

TOP 3 
DIGITAL ADSPENDS

AVERAGE DIGITAL ADSPEND
GROWTH IN EUROPE 2007-2017
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More figures
www.rtl-adconnect.com/tvkeyfacts
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22 out of 27 markets
recorded double-digit 
growth in 2017.

The big 5 European markets
apart from the UK – France,

Germany, Italy, Spain – all grew
below the European average.

11 markets grew faster
than the European average.

The fastest growing
markets were in Central

& Eastern Europe, the Nordic
markets, and the UK.

Mature markets like 
the Netherlands grew below  

the European average.

Source: IAB Europe and IHS Markit, AdEx Benchmark.

DIGITAL ADSPEND GROWTH BY MARKET IN 2017 (IN %)
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20
17 Online Video Adspend

Video spend in this study includes in-stream, out-stream and in-feed advertising. ‘Video’ grew its share 
to double-digits for the first time in 2017, up to 11% from 2.2% in 2016. Otherwise, ‘Non-Display’, boosted 
by video, gained 0.7 percentage points of share. Total Display, boosted by video, gained 0.7 percentage 
points of share.

SearchNon-Video DisplayVideo Classi�eds  &  Directories

45.2%

9.2%

30.4%

15.1%

2016

45.7%

11.0%

29.3%

14.0%

2017

€42.5
bn

€48.0
bn

Source: IAB Europe and IHS Markit, AdEx Benchmark.

SHARE OF FORMAT INCLUDING VIDEO IN 2017

Total display: 39.6% Total display: 40.3%

45.2%

9.2%

30.4%

15.1%

2016

45.7%

11.0%

29.3%

14.0%

2017

€42.5
bn

€48.0
bn
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More figures
www.rtl-adconnect.com/tvkeyfacts

-20% 0% 20% 40% 60% 80% 100% 120%

Belarus
Turkey
UK
Ireland
Serbia
Italy
Netherlands 
Sweden
Romania
Poland 
Czech Republic 
Slovenia
Austria 
Russia 
Germany 
France
Bulgaria 
Denmark 
Spain 
Switzerland 
Croatia 
Norway 
Slovakia 
Hungary 
Greece
Finland
Belgium

108.3%
49.9%

46.5%
45.8%

43.9%
41,6%

40,0%
38,7%

36,2%
34,2%
34,2%

30,3%
30,2%

25,8%
24,3%

23,1%
22.8%

22,6%
19,5%

16,8%
14,0%

13,1%
13,0%
12,3%

11,1%
10,1%

-8,4%

Large Western European markets dominate digital video adspend. With the UK ahead, France, Italy 
and  Germany have comparable market sizes.

Growth leaders are both emerging markets like Belarus, but also mature European markets like UK, Italy, 
the Netherlands and Sweden.

Source: IAB Europe and IHS Markit, AdEx Benchmark.

ONLINE VIDEO ADSPEND BY MARKET IN 2017 (€M)
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ONLINE VIDEO ADSPEND GROWTH BY MARKET IN 2017
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Country Focus on Spain 20
17

Source: Atresmedia.

0%
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12%

15%
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PEAK
22:00

PEAK
21:00

2016

2017

Average rating in %

Desktop
35%

Tablet
21%

Smartphone
32%

Smart TV
13%

DEVICES BEING USED FOR ONLINE VIDEO CONSUMPTION1

DAILY USAGE OVER 24 HOURS
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More figures
www.rtl-adconnect.com/tvkeyfacts

ATRESMEDIA TOP ONLINE VIDEO PROGRAMMES (ANTENA 3)
Monthly views

1Figures refer to Atresmedia only. Source: Atresmedia.

Tu Cara Me Suena

Casados A Primera Vista

Alli Abajo Tiempos De Guerra Amar Es Para Siempre

El Secreto Du Puente Viejo Salvados

La Casa De Papel

3 120 000

1 630 000 1 626 000 630 000

1 560 000 1 525 000 1 415 000

2 200 000
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RTL Group, European Leader 
in Online Video

41 billion
 video views per month, H1/2018

Paid subscriber growth (30 Jun 2018 vs. 30 Jun 2017):

+44%
Video view growth (H1/2018 vs. H1/2017):

+42%

1.6
billion
video views of professionally produced 
content in 2017, up 32%  
(2016: 1.2 billion)

Total online video views: 

1.3 billion 
(FY 2017)

(FY/2016: 1.2 billion)

20
17

-2
01

8

H1/2018

More than 22 million 
registered users 

(H1/2017: 17 million registered users)

Close to 116 million 
video views per month on all screens – 

up 4.4% year on year (H1/2017: 111 million)

34% of French viewers 
watched Groupe M6 programmes on their TV 

via 6play over the first half of 2018, 
representing 19.7 million individuals 
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More figures
www.rtl-adconnect.com/tvkeyfacts

Almost 600 million 
video views per month on YouTube 

(H1/2018)

H1/2018

309 million fans 
across YouTube, Facebook, Twitter 

and Instagram (H1/2017: 258 million)

21.3 billion views
(H1/2017: 14.6 billion) 

69 million subscribers 

across 305 channels
(H1/2017: 47 million subscribers 

across 281 channels)

32.7 billion 
monthly impressions (H1/2018)

FY/2017: 341 billion 
video views

1,000 YouTube-primary creators (H1/2018)

27 billion views in 2017

Over 65,000 highly curated influencers 
across all social platforms (H1/2018)

18 billion video views in 2017

300 million subscribers (H1/2018)

900 social influencers (H1/2018)

Total of 2.1 billion
 video views (including RTL MCN) in 2017, an 

increase of 37% year on year (2016: 1.5 billion)

Paid subscriber growth 
(30 Jun 2018 vs. 30 Jun 2017): +122%

Viewing time growth: +204% 
(30 Jun 2018 vs. 30 Jun 2017)

Total of 45 million 
video views in 2017

1.2 million 
subscribers 
(up 11.5% year on year) 
(as of 30 Jun 2018)
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25 Years of TV 
Transformation

Carine Jean-Jean, Communications Director, RTL AdConnect

TV Key Facts is celebrating its 25th anniversary. 
We’ve seen tremendous changes over the past 
25 years, but the biggest ones have of course 
been the digital revolution and the impressive 
evolution in terms of equipment, technology, and 
more specifically, the change in viewing habits. 

This new fragmented experience has impacted the audience in 
unexpected ways. In fact, over the past 25 years, TV viewing 
time has increased by almost one hour!
Whether it’s local fiction or global formats, the past 25 years 
have seen the emergence of so many successful programmes 
exported worldwide, no doubt contributing to the prosperity of 
TV and audience increase.
This incredible boost has also been driven by the exponential growth 
of possibilities and opportunities in accessing video content. With 
the boom of digital, content creation has become accessible for 
everyone, changing the perception we have of content, changing 
the way it’s produced, distributed and consumed. We saw the birth 
of new trends, new genres, new formats, new consumption habits 
considerably impacting audiences, such as the emergence of young 
YouTube talents who attract a powerful worldwide audience, and 
especially influence the younger target groups.
However, whatever the format or the device, the essential key across 
the board to reach audiences remains great content, in any form.  

— AUDIENCES —
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What were the main trends in advertising 
creation this year?
Simon Cook: What became really apparent at the 
festival this year was that the definition of “creativity” 
seems to be expanding. We saw technologists, futurists, 
brands and media owners discussing the many  
facets of creativity, but all very much aligned in  
sentiment. As a tool, creativity is the great differen-
tiator.  
Trust was a big trend this year, along with the need 
and demand for more transparent frameworks and 
ways of working.
Louise Benson: Diversity and inclusion continue to 
be a big area of focus, both in terms of the industry 
and what it produces. Marketers are waking up to 
the fact that diverse teams with inclusive cultures 
make better work that reaches and speaks to more 
people. The many examples that now prove that this 

Creativity at the Core
A conversation with Simon Cook, Director of Creative Excellence, and 
Louise Benson, Executive Festival Director at Cannes Lions: a glance at 
the trends observed at the Cannes Lions 2018, their perspectives on 
why creativity matters today and what they see coming next!

positively impacts the bottom line make it a priority 
more than ever before.
Partnerships are an interesting trend to watch.  
Media fragmentation, ad blocking, time shifted 
viewing, attention scarcity and the influencer econo-
my are all having an impact on traditional business 
models. Brands, media owners, entertainment  
companies, sports property owners, talent agencies 
and advertising agencies are having to move beyond 
buy/sell models of advertising to more complex and 
sophisticated partnership models. These are increa-
singly important, alongside more traditional adver-
tising, for building successful brands. 

Who were the nominees and multi-award 
winners? 
S.C.: This year, we made a lot of changes to the 
awards’ architecture, retired some older Lions and → 

Simon Cook 
Director of Creative Excellence

Cannes Lions

Louise Benson 
Executive Festival Director

Cannes Lions
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introduced some new awards to reflect the rapidly 
evolving landscape. 
We also put a cap on the number of times a piece of 
work could be entered. Our juries were more diverse 
than ever and were very nearly 50/50 in gender  
balance. As a result, we’ve been given feedback that 
the work was of a much higher quality this year, richer 
and more distinct. There were fewer multi-award 
winners because of the focus on specialism.   

What countries distinguished themselves? 
S.C.: With entries from 90 countries across the globe, 
it’s very exciting when a country wins a Lion award 
for the first time. This year Luxembourg won their first 
ever Lions, Morocco won their first Silver and Gold  
Lions and Ireland won their first ever Grand Prix. 

What makes a good ad today?
S.C.: Our experts and juries tell us that it is still about 
simplicity. It’s the big ideas that have the potential 
to cut through because they add real value to  
people’s lives. Sometimes that’s a life hack or 

“Create 

communication 

that people want 

to engage with 

rather than 

beating them 

over the head 

with volume and 

messages that 

don’t add value 

to their lives.  
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something that taps into existing cultural practices 
and rituals. This year, we witnessed a funny ad  
renaissance. Following years of ‘goodvertising’ and 
very sombre subject matter, we saw heritage brands 
take a more light-hearted approach. 
They tapped into the ridiculous, the irreverent and 
the silly to tell stories in a refreshingly honest and  
humorous way. A lot of the award-winning work is 
underpinned by an effective use of data and  
technology; not as a shiny add-on, but as another 
tool of the creative palette. You’ll notice in the really 
successful work that data and tech are an inherent 
part of the work’s DNA. It’s a shift away from tech 
for tech’s sake. 
L.B.: Also, we see more and more brands supporting 
culture and society. Whether they are working with 
talent, supporting talent coming through, or ena-
bling conversations that otherwise might not  
happen, brands are increasingly recognising their  
importance in society and going beyond marketing 
communications to take active roles in trying to  
positively influence how we live our lives.

How do you make people want to watch 
advertising?
S.C.: For traditional advertising it’s still about great 
storytelling. For everything else it’s about work that 
transcends the medium and functions outside of the 
normal advertising framework.
Products, design, transformation and new mes-
sages that enhance or elicit human reaction and 
response. →

“ They tapped into the ridiculous, 

the irreverent and the silly to tell 

stories in a refreshingly honest 

and humorous way. 

#BloodNormal

Cannes Glass Lion: The Lion for Change Grand Prix
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Likewise, you’re more likely to engage with some-
thing if it’s a part of culture rather than an instruction 
to buy. Your question is an interesting one because it 
assumes that advertising is still something that we 
watch, like TV. Increasingly it’s about experience, 
convenience and the customer journey. 
L.B.: Shareability and participation continue to  
deliver engagement when brands get it right, and 
smart brands are looking to provide what is additive, 
rather than interruptive.  

How do you make young people still love 
advertising?
S.C.: They don’t love it or loathe it. There is an indif-
ference or acceptance there. They just don’t think 
about it in the same way that we oldies do. 
They consume it differently and are much more  
willing to tolerate it and engage with it in return for 
something that adds value or access. They are much 
more comfortable with that trade-off than most. 
L.B.: And they are more interested than any previous 
generation in what brands stand for at a corporate 
level. It’s why brand purpose remains really critical in 
the industry.

Effectiveness: How do you measure the 
impact of a creative?
S.C.: As we know, measurement can be a problem. 
One simple way to measure impact is quite simply, 
share price. If you look at all the recipients of our 
Creative Marketer of the Year award (an annual 
award that Cannes Lions gives to a brand marketer 
who has amassed a body of highly creative or  
Lion-winning work over a sustained period of time) 
they were all experiencing an all-time share price 
high at the time when they received that award. 
Also, if you look at the S&P 5001, brands that have 
won a Grand Prix or Gold Lion at Cannes have a  
significantly higher share price than those who don’t. 
So you could say that Lion wins are a useful tool to 
measure the effectiveness of creativity!

What is successful on the big screen and on 
a mobile screen? 
S.C.: This year’s Mobile jury built themselves a very 
simple judging criteria, or lens, with which to judge 
the work: “Is this idea reliant on and better as a  
result of depending on the channel of Mobile?”. As a 
result, they have curated a very tight body of work 

“If you can tell 

your story in 

under a minute, 

do it. You’re 

fighting with 

attention span. 

7 seconds isn’t 

the Holy Grail.

It’s one way of 

communicating. 
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at Cannes Lions now would be unrecognisable to our 
juries 10 years ago!

What are the formats of the future?
S.C.: Experience. Convenience. Commerce. Customer 
journey. Service design. Entertainment in its many forms.

Where do you observe more creativity?
S.C.: Creativity comes from everywhere. The reason 
we have many Lions is because creativity touches 
every channel and specialism. Each specialism is 
valid and needs to be celebrated in order to elevate 
the category. They all contribute to a large multi- 
faceted consumer experience. However, we also 
know that creativity thrives under pressure and in 
situations where there are limitations or restraints. 
Our Health Lions winners embody that. 
L.B.: It’s a fundamental human act, and it’s fasci-
nating seeing it applied in every aspect of what our 
customers do.  
I think it would take several of Cannes Lions’ famous 
jury room all-nighters to even start to answer that 
question. In fact I don’t think our jurors would ever 
resolve that!  →

that says a lot about the key characteristics of work 
that plays out on a personal screen. Check out the 
Mobile winners at lovethework.com.

Can you be impactful with a 7sec format?
S.C.: Yes. It’s all about efficiency. A 7-second time-
frame forces you to distil your idea and brand  
message down into its simplest, most visceral form.  
It’s not dissimilar to the advice we give our entrants. 
The limit for a Case Film is 2 minutes, but 2 minutes 
is not a GOAL! It’s not a window of time that simply 
must be filled. If you can tell your story in under a 
minute, do it. You’re fighting with attention span.  
7 seconds isn’t the Holy Grail. It’s one way of  
communicating. We have juries that quite happily  
sit through a three hour movie because the content 
demands it and the audience are spellbound. 
L.B.: What’s so exciting for all of our customers is 
the infinite range of formats and media at their  
disposal. It can be challenging for some of our juries 
to judge such seemingly disparate work, but creativity 
can take infinite forms and it’s about choosing 
what’s right for your brand and what you are trying 
to communicate. The incredible range of what wins 

The Palau Pledge, a tourism campaign focusing on environmental preservation

won three Grand Prix at the Cannes Lions International Festival of Creativity.
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What about interactivity in advertising? 
Is it the future? 
S.C.: A few years ago we introduced interactive film 
categories. They died out a few years later. The new 
interactivity is about understanding what consumers 
want – quickly – and responding. Interactivity is 
about next-level customer service rather than an 
outdated model that allows you to influence a brand 
narrative. Audiences don’t want to do that. They 
want to trust the content they are watching and 
have very high expectations of the content makers. 
They want it to deliver immediately. If it doesn’t 
they’ll go elsewhere without giving it a second 
thought.  
L.B.: On the other hand, consumers interact with 
brands far more than they ever have. Our touch 
screens have enabled that and it’s what people 
expect at some level. It’s a question of when, and 
how… but most importantly, why?

Ad invasion: native ads, automatic reading 
of ads, how not to be invasive? How do we 
overcome adblockers?
S.C.: I’m told that you can overcome this by intro-
ducing ads, or more importantly brands, that people 
are glad to exist in the real world. Create communi-
cation that people want to engage with rather than 
beating them over the head with volume and  
messages that don’t add value to their lives.  

This year women’s empowerment and pride 
movements seem to be at the core of 
creativity. How does advertising contribute 
to changing mentalities in your opinion?
L.B.: The Glass Lion for Change rewards work that ad-
dresses gender inequality in branded communications, 
and shows where the global bar is currently at. All  
entries and winners are viewable at lovethework.com.  
I would say that people are mistrustful of bandwag-
oning when it comes to brands trying to make a  
positive change, and consumers are looking for  
considered, long-term commitment to equality  
rather than flashy posturing.  
Advertising touches millions of lives across the world 

“I predict that 

brands for Good 

will be expected  

to provide 

increasingly 

meaningful and 

scalable 

solutions.
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and therefore plays a critical role in shaping cultural 
norms. More and more brands are stepping up to the 
responsibilities inherent in that, and are seeking to 
shift perceptions and eradicate harmful stereotypes. 
It’s why we and many of the biggest advertisers  
and agency groups in the world belong to the  
Unstereotype Alliance, the UN Women supported, 
industry-led initiative that is committed to creating 
and celebrating unstereotyped branded content.  
We are currently supporting a big global research 
project looking at how gender stereotyping  
intersects with other forms of discrimination in  
different cultural contexts across the world. We are 
also introducing UA guidelines into our jury briefings 
for Cannes Lions 2019 and beyond.

What do you foresee for next year?
S.C.: We’re excited to see what the shape of work 
looks like in an era of such rapid change. I imagine 
GDPR will have an impact. There are new players in 

the mix now offering creative services. It’ll be inter-
esting to see how their offering develops and what 
manifestations their own version of creativity will 
take. 
I’m sure we’ll continue to see a reassuring resilience 
of specialism and craft. I predict that brands for 
Good will be expected to provide increasingly  
meaningful and scalable solutions, and we’ll see a 
continuing shift towards long term vs. short term 
creative problem solving.
L.B.: I think brands creating and inhabiting enter-
tainment, from film and TV to eSports and gaming, 
is a huge growth area. It’s still early days, and there 
are so many different models, plus it can be really 
hard to get right. But I think there’s a lot of really 
interesting stuff to come, and I look forward to those 
conversations!  

1The Standard & Poor's 500, American stock market index based on the market 
capitalizations of 500 large companies having common stock listed on the NYSE 
or NASDAQ. TV KEY FAC
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International 
Programme Trends

Cécile Bertrand
International Research Manager

Eurodata TV Worldwide

the international market for many years. In 2017-
2018, 2 out of 3 new imports launched in the NoTa 
scope came from the US and/or the UK. These two 
markets have the know-how to create impactful,  
international hits.  
In 2017, among the 8 scripted series which traveled the 
most, 5 were American and 2 British. Among them 
are 2016 dramas This Is Us and Victoria, as well as  
24: Legacy, a 2017 reboot of the well-known franchise 24.
The US and the UK concepts also are well-adapted. 
In looking at the most adapted game shows 
launched after 2014, we can see that the quiz show 
The Wall set a very particular trend. Barely 70 days 
after the US launch, an adaptation of the  
programme was broadcast in France on the leading 
channel TF1. In less than a year, more than 10  
adaptations have been launched in the countries 
covered by the NoTa service.  →

With more than 550 TV channels and SVOD platforms in the 
45+ countries covered by the NoTa service – which tracks newly 
launched fiction, factual and entertainment series – we observed that 
the 2017-2018 season was a productive one. 

Israel, for instance, boosted the market with its  
significantly increased volume of new entertainment 
shows. Netflix also contributed to the global output, 
offering an expanded original catalogue.
Conversely, there were fewer recurrent programmes 
tested in territories such as in Latin America, especially 
in Venezuela due to its political crisis. Factual and  
fiction remained the main genres among newly launched 
series, each representing about 40% of the renewals. 
54% of new series were original concepts, which 
means that 46% of the launches were imported  
concept programmes. Among those, adapted formats 
reached 6% this season, +1 point versus 2016-2017.

International flows driven by two major 
countries and newcomers
Acquisitions are a large part of the new programmes, 
and the US and the UK have massively dominated TV KEY FAC
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Despite the dominating force of these two exporters, 
some other countries have starting to gain ground 
with a boosted output.
Germany, ranking 3rd among the top exporters in 
2017, was also able to create international hits. The 
Same Sky (Der Gleiche Himmel) a mini-series about 
spies in East and West Germany, traveled to many 
European territories like Sweden, Italy and Czech  
Republic but also in English-speaking countries via 
Netflix. The Same Sky is one of the period dramas 
that resonates well with international audiences. 
At the same time, Turkey found new opportunities to 
break into the Latin American market. With 27 new 
Turkish scripted series launched in LATAM in 2017, the 
number of Turkish imports was almost equal to that 
of the US.
For Asian channels, external markets are new oppor-
tunities to expand their business. They want to show 

Adaptations

6%

Factual

42%
Fiction

40%
Entertainment

18%

Finished

40%

that they can offer universal stories without a cultural 
rift. Some shows have already become hits, proving 
the possibility for success. The South Korean reality 
show Grandpas Over Flower and the drama Good 
Doctor are being adapted around the world. Also, 
the Japanese drama Mother has already been 
adapted in Turkey and more recently in South Korea.

New highlighted formats about 
relationships
In terms of worldwide trends, we can see a strong 
emphasis on relationships. 
Dating shows are still not out of date! What’s new on 
the scene, however, is the mix between dating codes 
and talent quest variety shows, adopting a one-
glove-fits-all approach. 
The CJ E&M Corporation format Love at First Song, 
adapted in Vietnam, is a hybrid musical dating show 

REPARTITION OF NEW SERIES LAUNCHES
WORLDWIDE BY FORMAT TYPE AND GENRE

1. United States 2. United Kingdom 3. Germany

TOP EXPORTERS

Originals

54%

58
AU

D
IE

N
C

ES



where contestants looking for love get matched up 
by their musical taste.
The Australian reality Date Night, a Gogglebox-like 
dating show, follows a bunch of singles from the 
comfort of their living rooms, using only a dating 
app and tips from trusty sidekicks. 
Today, the entire relationship cycle is center stage, 
from dating to breaking up, providing a never-ending 
source of material. In the Facebook reality show, 
Make up or Break up, a couple in a time of crisis 
reaches out to the Facebook community to decide if 
they should stay together or call it quits. 
Talpa Global’s format Friendly Divorce, expected on 
SBS6, asks advice from friends and family for couples 
dealing with a divorce. Mentorships are also a way to 
explore relationships. Indeed, we can see an 

increasing number of competitions and talent quests 
involving both professionals and amateurs. 
In the Chinese talent quest show Unlimited Song 
Season (Wu Xian Ge Yao Ji 无限歌谣季), amateur 
musicians come up with their own lyrics and music. 
They submit the material to their professional part-
ner, and the best duo wins. 
Similarly, in Wild, La Course De Survie, outdoor  
novices are paired up with experienced adventurers. 
In this French survivor show, the duo has to reach a 
rally point within 3 days and 2 nights, no matter how 
reluctant the amateurs may be. 

New scripted series on the air
As the subjects and treatments of formats are  
reinvented, scripted series are also transforming.  → 
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genres, won the first-ever Mip Drama Buyers’ Coup 
de Coeur this year. This drama is about broken fami-
lies, politics, crime and spying. This time from 
Norway and part of CanneSeries Festival 2018 selection, 
the period drama State of Happiness tells the story 
of the personal, political and social changes that 
took place in the city of Stavanger, where US and 
Scandinavian cultures converged around an oil field. 
In a highly crowded market, various styles of content 
are brought to the table to grab the attention of  
international audiences, making it harder than ever 
to stand out as an international hit.  
Source: Médiamétrie / Eurodata TV Worldwide / NoTa International TV Trends 
2017-2018 / Relevant Partners.

US networks are offering more popular short  
series based on the cable model. Between January 
and April 2018, 4 out of the 8 first primetime audi-
ence boosters on US networks were non-procedurals. 
And it’s only on the rise, as a large majority of the 
programmes announced to be broadcast within the 
2 next years have less than 13 episodes. 
Of course, some seasons will be extended up to 22 or 
24 episodes, but they’ll come out less dominant.
There is another shift happening in Europe. We all 
know that Nordic Noir has been making headlines 
over the past few years, but a new area is starting, 
with drama mixing politics and social issues.
The Finnish show Bullets, a mash-up of different 
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Love at First Song

Friendly Divorce

Date Night

Married in 12 Hours The Break-Up

Make Up or Break Up

NEW HIGHLIGHTED FORMATS
ABOUT RELATIONSHIPS
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VOD: Customised 
and Unlimited TV

For a decade, the Groupe M6 has been a driving force behind several 
movements in the French media market. Always listening to its 
consumers, M6 was the first broadcasting group to offer replay in 
France, and the first to launch a “meta-brand” uniting the entire 
group’s content on one platform. As the industry continues to evolve, 
it becomes essential for broadcasters to move a step forward and to 
ensure a direct to client model (which means to be in control of 
distribution and access to data and to the client). Thomas Follin, 
Deputy General Director of M6 Web, and Director of Distribution for 
Groupe M6’s Channels and Audio-visual Services, tells us more about 
the digital and innovation strategy at Groupe M6.

What role does 6play have in the French 
digital landscape?
At M6, we have always been pioneers in the digital 
transformation of our output through 6play. Since 
the very beginning, Groupe M6 has given more  
priority to digital evolutions than its broadcasting 
competitors have. Where, in broadcasting, there is a 
significant audience difference between TF1 and M6, 
in digital, M6 is neck and neck with TF1 on commercial 
targets (WRP), and even takes the lead in the 15-24 
and 15-34 age groups. 

6play contributes to more than 4% of Groupe M6’s  
audience, depending on target groups. In comparison, 
France Télévisions and the TF1 group are positioned 
around 2%. Digital has a dominant position within M6.

Is this related to the younger target 
audience of Groupe M6?
Several factors come into play.
6play is known as a successful product in the  
market, and is different from other services. It is an 
easy-to-use product in an elegant setting.

Thomas Follin
Deputy General Director
M6 Web
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What’s more, our communication strategy is orien-
tated around usage. The fact that we listen to our 
consumers allows us to provide a product that  
responds to their requirements.
The nature of our programmes means they are also 
well suited to digital use.

What is the typical profile of a 6play user?
A little younger and more feminine than our linear 
TV viewers. Our core target is women aged 15-34. 
But we nevertheless appeal to an extremely wide → 
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range of viewers. Women aged 35-49, for example, 
are some of the target audience that our platform 
attracts particularly well. We therefore continue to 
perform very strongly in the 35+ bracket. Our TV and 
mobile platforms are also very complementary: 
males represent 40% of our monthly video on  
demand users on the TV screen.

What content can be found on the 
platform?
Today, 6play is the platform that hosts all the  
content from Groupe M6. Among the group’s  
content and channels, there are also paid channels. 
Content on Téva and Paris Première is accessible on 
the platform, but they require paid subscriptions.
In terms of accessibility, several years ago we intro-
duced obligatory subscription to access content. This 
has enabled us to offer a personalized service and 
develop a CRM and very precise targeted advertising. 
We saw this as an important structuring move in  
anticipation of the market development.
For a decade, M6 has been a driving force behind 
several movements in the French market: second- 
screen, enriched television, IPTV, consistently 12-18 

months ahead of the market. And this is a real indi-
cator of what 6play is in France. It is important to 
know that we were the first to offer replay in France, 
and also the first to launch a “meta-brand” uniting 
the entire group’s content on one platform.

What is your policy concerning the data 
acquired from user accounts?
A person who subscribes to 6play provides their email 
address, age, gender, and shares their interests related 
to our channels and content, such as their favourite 
presenters and programmes. It is clear that our  
consumers are comfortable with this process: in 
order to progress to the next step, just three  
examples are required, but the average number  
given is between five and six. The users know that 
their information will result in a better-structured offer.
What’s more, half of our users connect via Facebook, 
from which we collect their interests, their likes etc.
The Groupe M6 also owns multiple portal sites with  
a variety of themes, e.g. Cuisine AZ, on which we  
receive visits from 6play users.
And there is of course all the activity carried out di-
rectly on 6play. We know exactly what device the 
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user is accessing from, how they have been using the 
service and for how long. All this together gives us a 
large quantity of information that we use across 150 
profile types in order to offer personalized  
recommendations. We also create specific custom 
segments designed for targeted ads or CRM 
campaigns to maximize marketing performance 
while ensuring a very smooth user experience. 
The data also helps us to enhance our content strategy 
regarding outside catch-up content. These days, 
over 30% of consumption occurs outside catch-up 

windows. In this 30%, a lot of content is not broad-
cast, and is only available on 6play. We do both the 
acquisition and the production of content. It’s a very 
strong strategy and we believe that, in the next 
months or years, the non-catch-up part will grow to 
more than 50%, and will represent the majority of 
use. So it’s really quite significant. And that’s what 
we work a lot on.

Which content is produced exclusively for 
these platforms?
There is the content we have acquired, like TV films, 
soaps and documentaries. We’ve had enough time 
to test what works and what doesn’t.
In terms of production, following the success of the Les 
Reines du Shopping (Shopping Queens) for example, 
we rolled out the concept and produced Les Reines du 
Make-Up exclusively for the platform. It is the same 
principle, the same producer, but the presenter is dif-
ferent and the show focuses on make-up. It has been a 
huge success! Each 12-minute episode does more-or-
less as well as an episode of Les Reines du Shopping.

Shouldn’t that go on to TV?
It could absolutely go on TV. That’s the whole principle 
of 6play: you’re only going to find television  
programmes. There are no YouTube videos, for example, 
that’s not our angle.

What’s your user recruitment and retention 
strategy?
Today we have 22 million subscribed users. Recruit-
ment is centred on our brands and programmes. 
Each time a programme might be of interest for  
certain profiles, we will push it on these user profiles 
to encourage them to return to the platform, with 
messages that change depending on whether they 
are regular users or not. We have refocused our  
approach to be client-centric, not focused on an 
anonymous viewer we don’t know.
We want to make television that is relevant and intui-
tive, and promote programmes that are adapted to 
the public’s tastes and of-the-moment preferences.  
Television that is customized and unlimited.  →

“6play leads subscription 

platforms with 22 million 

subscribers.
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What are your anticipated short and long 
term developments?
The industry is evolving and, as a broadcaster, it’s 
becoming essential to be in control of our distribu-
tion, our access to data, and to the client. In this  
objective, Salto is truly a strategical move. We’re fully 
invested in it. 
Salto is a French platform where all the content from 
the Groupe M6, TF1 and France Télévisions, as well as 
other types of content, will be available, presented in 
the most efficient way. Salto users will have access 
to a television content offer, and a FVOD offer that 
will promote French and European productions. The 
two services will be complementary.

Have you seen any trends within 
programming? Is there any content coming 
out on OTT?
There aren’t any significant evolutions when it comes 
to TV content.
However, in the digital market, we’re closely following 
what’s happening with long format vertical videos 
(Instagram TV). The podcast is growing too, we’re 
following it, and the French RTL radio stations help us 
in this sector.
For all short formats, we often see the opposite  
effect; the innovators are those who want to move 
into TV broadcasting. Examples include Casa de  
Papel on Netflix, the Premier League on Amazon, 
and even Facebook, which finances information shows...
The major change is the one-to-one relationship that 
broadcasters and publishers develop with the  
consumer, as opposed to the content itself.
Triple play is a truly a distinct feature in France, the 
television screen is the main source of non-linear TV 
content consumption, which is not the case in other 
countries. This changes things completely. 75% of 
6play audiences come from television screens in 
France. In all the other European countries, it is less 
than 10%. Today, on average, we are three times higher 
than our neighbors in terms of consumption volumes. 
France is very ahead of its time in that field.  
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Les Reines du Make-up
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Shopping (Shopping 

Queens), we rolled out 
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du Make-Up 
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Brexit, Alliances, SVOD: 
the Future of TV in the UK

“The one thing that is very clear is that the appetite for TV in the UK, 
even globally, is not reducing. People are really keen on watching 
quality content. I think it’s really important that we don’t lose sight  
of that, and what we have to do is make sure that we transition from 
being a traditional broadcaster to being a data-driven, digital,  
future-facing business.”

What is the state of the UK advertising 
market?
Despite uncertainty in the wider economy and  
concerns around Brexit the TV market over the first 
six months of the year has been remarkably resilient. 
We’re seeing a shift in the sectors our advertisers are 
coming from and a lot of new advertisers are digital 
native brands who are starting to really see the  
positive effects TV is having on their business both in 
the short and long term. 
 
Why do you feel it’s important to give more 
visibility to television?
We’ve always had this very privileged position in the 
advertising market. We were very must-have, televi-
sion was the only place that you could really deliver 

reach and scale, but the world is changing. We’ve 
got a new competitive set and I think it’s important 
for us to collaborate to sell the power of TV and sell it 
as an industry. That’s why we came together with 
Channel 4 and Sky for initiatives such as the Big TV 
Festival which was aimed at the next generation of 
brand-builders from advertisers and media agencies.

What was the outcome of the Big TV 
Festival?
ITV is a market leader and I think it’s market leading 
behaviour to bring an industry together, to sell itself. 
The benefits are that if we are successful in bringing 
more revenue into TV, the whole industry will share 
the benefits. We came away from it feeling that it 
really worked because of the great feedback we 

Kelly Williams
Managing Director of Commercial
ITV
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received from those who attended and requests 
from media agencies to replicate the sessions we  
produced. Out of it came further ideas for us to 
collaborate as an industry around research, data and 
ad-tech and plans to host it again next year are  
already in place.

What are your expectations for your 
partnership with RTL Group through  
RTL AdConnect?
We’ve had a commercial relationship with RTL for  
a number of years now, and we’re looking to 
strengthen it. Where Google and Facebook have  
access to global or pan-European Marketing Directors, 
as a national broadcaster we don’t really get an  
opportunity to influence at a global or European 
level. So for us we see a great opportunity working 
alongside RTL AdConnect to collaborate once again 
to sell the power of television to a wider market and, 
in time, on further mutually beneficial initiatives.

How do you feel about your client-agency 
relationship these days? 
Moving forward we are going to invest much more in a 
direct-to-advertiser strategy. We have really good  
relationships with clients, but we want to scale that up 
as much as we can. Equally, we are looking to invest 
heavily in data and in building an ad-tech ecosystem 
specifically for the television broadcaster VOD market. 

What’s your data strategy? 
Our vision is to try and unite the TV industry around 
a common standard, creating more sophisticated 
target audiences, working with clients and looking to 
see if we can embed their data with ours to create 
more bespoke commercial partnerships. 
In a linear world we control or use industry standard 
partners to build our linear advertising value chain. 
What we want to do is replicate that in our digital 
advertising value chain so that we’re not beholden to 
third-party ad-tech businesses.  →

”TV isn’t going 

anywhere, it’s going 

everywhere. 

Vanity Fair
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What is your content production, 
distribution and diversification strategy?
We’re in a relatively unique position in the UK in that 
we are an integrated producer-broadcaster, so we 
produce and distribute a lot of our own content. 
We’ve grown into a global production business over 
the last 7-8 years.
We’ve launched a business in the US in partnership 
with the BBC called Britbox, which is a British con-
tent SVOD business that has had a successful first 
year we’re seeing subscribers grow. We’ve also 
launched our ITV Hub+ subscription model in the UK 
which again is seeing steady growth and the next 
step in our strategy is to build a more scaled SVOD 
proposition.

What are the prospects for addressable TV 
advertising? 
For us, our priority is building a really sophisticated 
addressable proposition on the ITV Hub. Arguably 
that is addressable TV because over 50% of our views 
on ITV Hub are on big screens. So our priority in the 
short term is to do that really well, because we own 
the data and we will own or control the adtech. 

What is the impact of GDPR on UK 
broadcasters? 
ITV has a data proposition that is, and will be,  
GDPR-compliant. We’re hearing that programmatic 
trading online in the UK has paused as lots of pub-
lishers and agencies are getting to grips with it, so 
that might be an opportunity for us in the short 
term. 

How can we solve the lack of trust in 
advertising?
My personal view is that the decline in trust in adver-
tising is an online issue as opposed to a TV issue.  
In all the research we do, television is the most trust-
ed medium. I think the decline in trust is all around 
ad fraud, viewability, transparency and brand  
safety. We see that as an opportunity because 
television is transparent, fraud-free, viewable and 
brand safe.

What type of data do you collect via the 
ITV Hub platform and  how do you use it?
We now have mandatory registration on the ITV Hub 
on all platforms and we collect some basic fields of 

Love Island
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first-party data. We use third-party data sets to  
create more sophisticated audiences, anonymously 
matching the data and creating bespoke audiences 
for advertisers.

What is your user recruitment and 
retention strategy?
We now have over 26 million registered users on the 
ITV Hub. We had unbelievable success in June and 
July driven by the World Cup and Love Island. If you 
aggregated the views we had on the ITV Hub in July 
alone, it would have been the 10th or 11th biggest tele-
vision channel in the UK. 

What is the recipe for a successful format 
like Love Island?
It’s not often that you find a very successful format, 
they come along once every 5/10 years. With Love 
Island, season one started with half a million viewers 
on linear, and it’s doubled every year. 
I think the reasons why we were getting those kind of 
numbers are because it’s a very young show, and 
was on every night at nine o’clock, so there was a 
real need to either watch it live or catch up quickly.

Do you develop special content for the 
ITV Hub? 
At the moment the ITV Hub is a combination  
of catch-up TV and relevant box-sets. Certainly  
our view is to start moving bespoke short form  
content onto ITV Hub, but I think it may be a while 
before we commission long-form content specifically 
for it. 

Do you see trends on OTT?
Interestingly, we’re seeing significant growth in live, 
simulcast viewing on the ITV Hub. We’re seeing, as  
I said earlier, a lot of views occurring on big screen 
TVs as opposed to mobile.

Is there a different way to promote a 
programme for the ITV Hub platform than 
for TV?
We jointly promote linear and the Hub on our main 

channels. So if you’re watching ITV you’ll see the 
shows coming up, but equally you’ll see promos for 
catch up and box sets. 

What is the typical profile of an ITV Hub 
user? 
It’s difficult to say “typical” because it all depends on 
the content that they’re watching. But in general 
they tend to be younger, compared to linear. 

Where do you stand compared to other UK 
platforms?
I think we are significantly bigger than All 4, and we 
are closing the gap between ourselves and the BBC. 
The BBC is an advertising-free proposition, and 
they’re a much bigger organisation in terms of con-
tent than we are.

How do you see the future of TV? 
I am very optimistic about the future of TV, whether 
you look at it creatively, technologically or commer-
cially. 
Creatively, I don’t think television content has ever 
been as good as it is today. Technologically, TV isn’t 
going anywhere, it’s going everywhere. You can now 
watch television wherever, whenever you want.  
And commercially, we’ve never had more to offer  
advertisers.  

“If you aggregated the 

views we had on the ITV 

Hub in July alone, it 

would have been the 10th 

or 11th biggest television 

channel in the UK. 
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In truth, the leading companies today are those that 
started with a “video-first” strategy, where there was 
nothing else to pivot from. It reminds me of the  
“mobile-first” strategy that was the cornerstone of 
company policy back when there was a mad  
scramble to keep up with the explosive growth of 
smartphones. Whilst the “mobile-first” approach  
resulted in the incredible success stories of Snapchat, 
Uber, Instagram et al., only time will tell who the  
biggest “video-first” winners will be.
Part of the move towards video resulted from the 
success of companies like BuzzFeed, Vice and  
Mashable – all names synonymous with social video. 
In reality, those players are now the incum bents, and 
companies like Jungle Creations, Media Chain and 
LADbible are the new disruptors. Many of these  
disruptor businesses, originally built on the back of 
Facebook video, are now becoming more cross-platform.

The State of Social Video 
in 2018

Denis Crushell
VP of EMEA
Tubular Labs

There are a couple of general themes I’ve noticed so 
far in 2018; publishers are increasingly looking beyond 
viewership towards engagement, and everyone’s  
investing in creating original content. With the 
launch of YouTube Premium, Facebook Watch and 
most recently IGTV, the goal for many is clear: tap 
into platforms’ willingness to pay for premium,  
original content. Here are three broad trends that 
anyone in the social video space, or looking to enter 
it, should be paying attention to:

1. Data 
There has never been so much data to measure and 
learn from. To put this into context, today we track 
almost 5 billion videos across YouTube, Facebook,  
Instagram, Twitch and Dailymotion and have created 
in-depth profiles for over 12 million cross-platform 
publishers.

‘Pivot to Video’ was a phrase thrown around by a lot of publishers and 
broadcasters in 2017, so this year, more than ever, it’s interesting to see 
how the dust has settled: what does that phrase actually mean in real 
terms – and to what extent has it really happened?
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”Publishers are 

increasingly 

looking beyond 

viewership 

towards 

engagement, 

and everyone’s 

investing in 

creating original 

content.

A unique selling point of social video is access to 
comprehensive, real-time data and the extent to 
which you can understand viewer consumption  
habits – particularly versus traditional media which 
typically relies on more limited panel-based forms of 
measurement. 
At Tubular Labs, we help social video publishers  
harness this wealth of data, which enables them  
to better understand how to grow their social 
video audience and to make informed content  
decisions.
Publishers can use a data-driven approach to identify 
content trends and opportunities to shape their  
social video strategy. For example, our data shows 
that on YouTube, kids entertainment is thriving 
across most markets in Europe, growing 2.1x year on 
year in Italy, 1.4x year on year in Germany and 
1.2x year on year in the UK.  → TV KEY FAC
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Whereas on Facebook, we see that Food & Drink and 
Health & Fitness grew across most European mar-
kets. This type of insight is invaluable for publishers 
investing in content. 

2. Language 
Social video publishers wanting to capture attention 
in Europe and beyond need to be thinking about lan-
guage, which means having a language production 
and tagging strategy in place. 
Looking at the creators that generated more than 

1 million views. In June 2018, in addition to the 62.7K 
creators that publish English-speaking videos, there 
were 19.1K Spanish-speaking, 3.2K French-speaking, 
1.9K German-speaking and 1.8K Italian-speaking  
creators.
Our data shows that increasingly younger audiences 
watch videos on YouTube in English because not 
enough creators are producing enough engaging 
content in their own language. This trend is particu-
larly prominent in the Netherlands, where last year 
54% of the top YouTube videos from creators based 
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“For UK sponsored content,  

the science & tech genre grew  

a massive 2,100% on Facebook, 

whereas in Germany, 

 kids’ entertainment experienced 

the highest growth on Facebook 

at 14,791%. 
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in the country were uploaded in English, compared 
to just 37% in Dutch. Germany follows, where last 
year 30% of all YouTube videos from the top  
German-based creators were in English.
What does this mean for publishers, brands, and  
creators? If you are looking to connect with your  
target audience then you need to be aware of what 
language is most suitable for your market. If that 
target audience skews younger in your desired  
region, then you may be able to engage with them 
via English speaking content.  →

FASTEST GROWING GENRES 
ON FACEBOOK ACROSS EUROPE
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But always test the market with a range of content 
to see what works for you, whether that’s working 
with a native-speaking influencer, using multi-language 
closed captions, or creating original market-specific 
content from scratch. 

3. Branded content
Another area to watch in social video is branded 
content. According to Tubular Labs DealMaker data, 
in 2017 there were more than 24 billion views of spon-
sored video published in the US; which equates to 
over $1.2 billion in media value. This number is  
projected to grow to more than $8 billion over the 
next few years as the industry matures.

We’re seeing considerable growth of sponsored con-
tent on Facebook, especially across key European 
markets. In 2018 in the UK alone, we estimate that 
branded content on the platform will be worth $311 
million, up 114% from $145 million last year. 
In Germany, France and Italy, the number of views 
generated from branded content videos on Facebook 
has more than tripled within a year.
We’ve also been able to pinpoint which genres have 
experienced growth. For UK sponsored content, the 
Science & Tech genre grew a massive 2,100% on 
Facebook, whereas in Germany, Kids’ Entertainment 
experienced the highest growth on Facebook at 14,791%. 
This kind of data is useful for both brands and media 

“If you are 

looking to 

connect with 

your target 

audience 

then you 

need to be aware 

of what 

language is 

most suitable for 

your market.
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companies active in the branded content space.
With growth and interest skyrocketing, branded con-
tent represents a huge opportunity for publishers. 
The media companies dominating this space are 
perfect examples of companies that moved fast and 
adapted quickly to capture the attention and imagi-
nation of new audiences on Facebook. However this 
space isn’t restricted to digital first players: traditional 
players are experimenting too, partnering with 
brands to share content to their engaged audiences. 
All publishers should take note and actively explore 
how they can enhance brand awareness, brand 
engagement and ultimately revenue via sponsored 
video.  

The power of content is what we have built our busi-
ness on. The places in which people consume it may 
have changed, but the appetite for quality content 
and great stories, remains.
At Fremantle we work with our broadcast partners to 
create thriving global communities around our shows, 
across multiple platforms and in multiple territories. 
From uploading clips, to driving conversation and de-
bate on Twitter or providing backstage access with 
Instagram – we decided early on that these platforms 
were an opportunity for our shows, not a threat.
Harnessing the engagement of audiences on plat-
forms such as YouTube and Facebook have been  
central to the success of some of our biggest for-
mats in recent years – it’s no longer acceptable or 
wise to ‘forget’ about fans while your show is off-air. 
We know from the communities we’ve built that 
there’s a very real commercial benefit to keeping 
lines of communication open. This year, Britain’s Got 
Talent became the first entertainment channel in  
Europe to break 10 million subscribers on YouTube – 
an impressive milestone. 
Whilst keeping these communities active and  
engaged year-round on these platforms, we also use 
them to extend the reach of our programme brands. 
Global brands such as Got Talent have captured the 
imagination of audiences online, often proving more 
popular outside the territory they were originally 
broadcast in.  →

Robert Cocker
Head of Social & Digital Platforms

 - Digital & Branded Entertainment
FremantleMedia
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Samantha Glynne
VP Branded Entertainment
FremantleMedia

For example, a clip of an Asia’s Got Talent audition 
from winner Sacred Riana, recently become the 
most popular video on Facebook – worldwide. 
We have strong relationships with all these platforms, 
they want our content and we want their consumers to 
be able to see our content. Our relationship with  
YouTube began over ten years ago, at a time when 
content creators were struggling with the role the 
emerging platforms could play in their business strategy. 
Fremantle took a bold approach and embraced the 
virality of that iconic performance by Susan Boyle on 
Britain’s Got Talent – not just reaching viewers in the 
UK but garnering a worldwide audience. Since then 
we have continued to work with YouTube opening  
official channels for new shows and fostering and 
engaging communities on a global level. 

The challenge for production companies such as  
Fremantle is that Facebook is only just starting to roll 
out their Watch tab in more territories than the US – 
until now we have not been able to produce original 
branded content for Facebook with IP at its heart at 
scale. 
There is currently a lot of content on the platform 
funded by brands, but this generally revolves around 
specific campaigns for social media, and often  
involves a mandatory media buy. 
We look forward to the time that we can create  
bespoke content for brands that lives on Facebook 
but has the ability to scale beyond the platform. 
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Connecting Brands & 
Influencers in the Nordics

A the start of 2018, RTL Group, the leading European 
media company in online video, acquired United 
Screens to be a part of its extensive list of MPNs,  
together with StyleHaul, Divimove, BroadbandTV 
and FremantleMedia. 

United Screens was founded in 2013, and 
you were one of the first to join. What was 
the initial idea behind United Screens?
When I left Google for United Screens, I had been 
working as Head of Sales for Google and YouTube for 
five years. During that time I noticed how rapidly 
viewer numbers on YouTube grew, and that its 
audience was dedicated and engaged with the  
content in a completely different way to linear TV 
content. The core idea behind United Screens is to 

empower YouTubers in the Nordics by connecting 
them with advertisers and brands. We make it easier 
for brands to connect with target groups not reached 
by traditional advertising, and in a brand safe and 
premium video environment. 
We’re really happy with the result: not only have  
we carried out many great influencer marketing 
campaigns over the years, but we have also gained 
the trust of many of the largest Nordic online 
video creators and stars, who now work exclusively 
with us.  

Today United Screens works with hundreds 
of online video creators, with more than 
600 million views per month on its YouTube 
network. What kind of genres and content 

We met with Nicole Haman, Global Sales Director at United Screens, 
the largest Multi-Platform Network in the Nordics. Nicole has been 
with United Screens since early 2013. She and her global sales team 
have carried out more than 700 advertising campaigns through online 
video productions and influencer marketing campaigns on platforms 
such as YouTube, Instagram, Snapchat, Facebook, Twitch and blogs.

Nicole Haman
Global Sales Director
United Screens
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do you represent, and how do you choose 
your creators?
We are proud to represent every genre on our premium 
network. The creators we work with have content 
that ranges from lifestyle, beauty and family, to  
fitness, gaming, music and humour. This gives adver-
tisers a broad spectrum to choose from when it 
comes to finding the right content to engage their 
target groups. 
It also gives them impactful campaigns with great 
results. We measure more or less everything. Since 
the start we have been very careful with the kind of 
video content that we represent. We have a dedicated 
team who verify that all the content published within 
our premium network is brand safe. This is win-win, 
both for advertisers and our stars.  → 

“We carried out many great 

influencer marketing 

campaigns over the years.

Sebastian Tadros, United Screens
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Our goal is to ensure that all brand advertising is  
visible in a safe context. 

RTL Group acquired United Screens in 
January 2018. What has happened within 
the company since the acquisition? 
We are so happy for the engagement and support 
we have received from RTL Group and its companies 
since we became a member! We have started several 
successful joint operations and projects, for example 
with FremantleMedia, RTL AdConnect and BMG, and 
we are sure that RTL Group has the knowledge and 
strength to help us become an even bigger MPN 
market leader in the Nordics over the coming years. 

You and a couple of your colleagues worked 
at Google or YouTube before starting 
United Screens. How is your relationship 
with them today? 
We have a great relationship with our friends at 
Google and YouTube; the largest part of our network 
is uploaded on their platforms. We have regular 
meetings and projects with several teams within 

”This confirmation  

of the strong 

relationship 

between YouTubers 

and their huge fan 

base target groups is 

extremely valuable 

for advertisers. 
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Google or YouTube. In order for our creators to be 
even better content providers to the largest online 
video platform, it is important to understand the 
YouTube search engine and continuously provide our 
advertisers with strategic recommendations. We’re 
excited to see what the future has in store with other 
online video platforms such as Amazon Prime Video. 
For instance, Facebook and Instagram are both  
developing their platforms to become more driven by 
online video. We strongly appreciate our relationship: 
for example we hosted a much-enjoyed launch party 
for IGTV (Instagram’s new online video app) together 
with Instagram earlier this summer. 

In spring, you conducted a third-party 
study together with OMD about measuring 
the effects of online video advertising 
within the United Screens premium 
network. Could you tell us about the study 
and the results? 
Together with an independent research company 
within OMD we carried out a study measuring the 
marketing effects of five different brands and their 

online video commercial ads placed on a United 
Screen premium network on YouTube, compared to 
widely on YouTube and external online video catch-
up players. The results are extremely positive, showing 
that target groups who saw commercial ads on a 
United Screens premium network not only had a 
more positive attitude towards the brands, but also 
had much higher purchase intent than those who 
had been exposed to the commercial ads widely on 
YouTube. We now know that our advertisers get  
better marketing results when their ads are shown 
within our brand safe premium video environment. 
Our YouTubers have extremely loyal and  
forward-leaning audiences, a phenomenon we  
recognised from start. This confirmation of the 
strong relationship between YouTubers and their 
huge fan base target groups is extremely valuable 
for advertisers. 
Going forward, the study gives us positive insight 
into the Nordic advertising market when it comes to 
delivering a commercial video inventory: not only is it 
brand safe and actively consumed, but it also  
delivers strong commercial added value. 

Katrin Berndt, United Screens
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Even though the first pioneers came from the USA, 
SUPER RTL started the first full programme of chil-
dren's television in Germany in 1995, albeit with some 
hesitation. The programme served to fill the popular 
early evening with children's programmes, but while 
the rest of the day was mostly occupied by series for 
adults.
Children’s increasing demands finally resulted in a 
change to the entire schedule (up to 8.15pm) making 
it more suitable for younger audiences. That same 
year saw the arrival of Nickelodeon (now Nick) as a 
provider and, in 1997, the children's channel now 
known as KiKA joined as well.
The growing product range of children's programmes 
led to a significant phenomenon: children were 
watching TV content that was made specifically for 

Birgit Guth
Head of Research 
Super RTL

them, classic children's television. They had already 
been watching TV before 1995, of course, but back 
then it consisted mostly of material created for 
adults. Due to the increasing distribution of children's 
programmes, the ratio of time spent watching chil-
dren's TV children aged 3 to 13 grew to 51% (20091) of 
the total, compared to only 25% in 1993. 
It is interesting to note that, against expectations, 
the total time spent watching TV did not increase at 
all. In 1993 the average time spent in front of the 
screen was calculated at 94 minutes, and in 2010 it 
was 93 minutes. These figures suggest that when 
children are offered a programme specifically tai-
lored to them, they use it.
Since 2010, we have observed a reduction in the con-
sumption of linear television among children in 

A look at Children's 
Television from 
TV to YouTube

Looking back 25 years, Birgit Guth, Head of Media Research at Super 
RTL, examines the media usage patterns of young children in Europe. 
Smartphones, tablets and other devices have been in the lives of 
today’s children since even before their first steps. They have impacted 
the way they watch content, they brought new opportunities for 
parents, but also challenges. 
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Europe. For example, the time spent watching TV 
among 4 to 15 year-olds in the UK was 147 minutes in 
2011, but only 101 minutes in 2016. This trend is espe-
cially apparent in Scandinavian countries. Only  
Austria and Italy still achieve the same coverage  
levels for children watching linear television.
Households now contain a comprehensive selection 
of media formats. All homes have a television, a 
smartphone and most also have a PC or laptop.  
Access to tablets (56% of all households with mothers 
of children aged 3 to 13)2 and game consoles (44%) 
further supplement media options at home – figures 
that would have been unthinkable just 25 years ago. 
The ownership of a personal mobile phone, for  
example, was first surveyed in 1999, when just 1% of 
children had their own mobile. Today, 64% of all  
children aged 6 to 13 possess a smartphone or other 
mobile device.3

Most parents (still) restrict access to such devices. 
Not all children are allowed to use tablets or  
smartphones – most only get access when they are 
older. Even so, half of those aged 3 to 13 use YouTube 
to watch videos. Added to that are VoD platforms 
such as Netflix or Amazon Prime. This has created a  
dynamic that needs to be taken seriously and  
monitored.  →

“When children are offered  

a programme specifically tailored 

to them, they use it.
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“The average daily time spent on 

these media by children aged 3 to 

13 is estimated at 136 minutes 

(two years ago it was only 113 

minutes).4

Still today, television is the most significant media 
activity for children aged 3 to 13. But as well as the 
previously-mentioned platforms there are other  
media-based activities such as games and messaging 
apps (WhatsApp for example). These have caused 
children’s use of media to rise noticeably. 
Based on a survey taken by German mothers in 
March 2018, the average daily time spent on these 
media by children aged 3 to 13 is estimated at 136 
minutes (two years ago it was only 113 minutes).4 This 
increase is mostly seen on the smartphone, partly on 
the PC or laptop – but also on the traditional TV. The 
channels most in demand are those for children, 
showing that children’s television is still highly impor-
tant. 
The quality of children's TV has been a point of  
contention from the very beginning. Yet, unlike  
YouTube, subscription-based video-on-demand and 
media libraries, children's channels have to obey  
minor protection directives, advertising guidelines 
and other regulations. The programmes are licensed, 
and copyright issues are resolved appropriately.  
Television channels also employ editors who use their 
professional knowledge expertise to select and  

Viewing of 
 children 3-13 in Germany, in min.

Basis: viewing time in minutes, 3-13 years, 
Monday-Sunday, 3-3 o'clock, Germany, 

panel (D + EU). Source: © AGF, in coopera-
tion with GfK, TV Scope 6.1, Media Research 

SUPER RTL

Children's TV offer  
in Germany, in hours/week

Source: Kids-Report 2015, Ole Hofmann

Children 3-13: TV & digital media usage in 
Germany, in min.

Basis 2018: n = 1,174 mothers of children 3-13 years 
whose child uses the respective device (TV: n = 1,148, 

PC: n = 693, smartphone: n = 496, tablet: n = 369) 
- similar in 2016. Source: iconkids & youth / Media 

Research SUPER RTL / Survey March 2016 and 2018

1995

95

73

2017

231

470

1995 2015

113
136

2016 2018

SUPPLY & DEMAND 
ON CHILDREN'S TELEVISION MEDIA USAGE
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curate the programmes.
The content on YouTube, however, is far from this 
“tame” television. Here you find contests, music,  
tutorials and topics for children that have been 
re-imagined and repackaged. You can quickly find 
compilations of the best goals from yesterday’s 
match or listen to the latest viral song. Unfortunately, 
children can also stumble across unsuitable content 
due to misdirection by automated playlists.
Subscription-based VoD platforms such as Amazon 
Prime and Netflix also need to be looked at in par-
ticular, as they encourage children to watch series in 
infinite loops. Bigger studios (such as DreamWorks) 
currently produce children's series whose episodes 
end with cliff-hangers, encouraging their audience 
to binge watch. 
All this means that children today are presented with 
a situation that is similar and yet very different to 
that of 25 years ago. Most content is still made for 
adults, while children have to pick out the content 
that is meant for them, and be safeguarded from 
unsuitable material. This “safeguarding” used to 
work by giving children their own dedicated channels 
where they could be shown suitable content. But 

how will this work in an era of YouTube, Netflix and 
Amazon, where an algorithm, or a poorly-chosen 
search term, decides the content?
It is true that good platforms offer verified content 
appropriate for children. Each children's channel of-
fers quality children's television in its media library, 
on apps or on video-on-demand platforms. What is 
unfortunate is that children are often unaware of 
these options, and instead frequent platforms where 
they can easily be exposed to unsuitable content. 
Equally unfortunate is the fact that many parents 
don't think about this content issue, and are often 
unable to adequately accompany children as they 
browse. It is therefore imperative that parents and 
children are given help in finding suitable children's 
content with ease. 

1Hofmann, Ole: Kids Report 2015; 2iconkids & youth, representative face-to-face 
Survey March 2018, commissioned by SUPER RTL; n = 1,174 mothers of children 
3-13 years (iconkids & youth, representative face-to-face survey March 2018, 
on behalf of SUPER RTL; n = 1,174 mothers of children aged 3 to 13); 3iconkids 
& youth, Representative face-to-face survey in March 2018, commissioned by 
SUPER RTL; n = 1,174 mothers of children 3-13 years (iconkids & youth, repre-
sentative face-to-face survey March 2018, on behalf of SUPER RTL; n = 1,174 
mothers of children aged 3 to 13); 4iconkids & youth, representative face-to-face 
interview March 2018, commissioned by SUPER RTL; n = 1,174 mothers of children 
3-13 years (iconkids & youth, representative face-to-face survey March 2018, on 
behalf of SUPER RTL; n = 1,174 mothers of children aged 3 to 13).

Ownership of mobile phone/smartphone 
among children 6-13 years, in%

Basis: children 6-13 years. Source: Egmont Ehapa Verlag, KidsVA 1999 and iconkids & youth,  
TrendTracking Kids® 2018

Ownership of PC/laptop among  
children 6-13 years, in%

1999

1

64

2018

13
19

1995 2018

SMARTPHONE AND PC EQUIPMENT
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The Current and Future 
Challenges
in the TV and Content Industry

A discussion with Michael Puopolo, SVP Research at Twentieth 
Century Fox Global Television Distribution about the challenges facing 
TV and content production industries. 

What are the trends you currently observe 
on the US market?
The US market continues to be an experimental,  
dynamic and rapidly evolving video consumption 
landscape. Overall, video consumption is growing 
across all generations of Americans, from Generation Z 
to Baby Boomers. Consumers are making individualized 
choices for what video content they want to watch 
based on time for a completely personalized video 
experience. DMVPDs1 are growing and will allow for 
targeted programmatic advertising directly to their 
subscribers. In the 21st century media landscape,  
attention has supplanted time as our most valuable 
consumer resource.

What do you observe in terms of viewing, 
video consumption in the US?
Consumers are in total control of their viewing  
experience on every device, location or mode of 

transportation. Content is viewed live, on mobile,  
social and on demand. TV was a scarce resource and 
now its ubiquity and proliferation are its greatest 
strengths.

Are measurement tools keeping track with 
the industry changes, the new ways of 
distributing, accessing and engaging with 
content?
Measurement databases are not keeping track of in-
dustry changes, but that is not uncommon. Technology 
will always be ahead of measurement, similar to how 
technology is always ahead of the law. I remain opti-
mistic and encouraged by the meetings I have had 
with both US and international ratings data  
providers and new measurement solutions start-ups. 
There are many smart people continually working on 
new ideation and metrics to clarify measuring  
content engagement.

Michael Puopolo
SVP Research 
Twentieth Century Fox Global Television Distribution
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How do you measure audiences today, 
what are the new metrics?
Trying to measure all forms of consumer viewing  
today is like trying to count all the stars in the sky. 
What our industry needs is a renewed focus on what 
we need to measure. What are the KPIs from our 
consumers, viewers, subscribers or advertisers? The 
future of media measurement will be to define long 
term brand engagement, retention, and time spent 
to create sustainable value.

Disney is currently taking over Fox. What’s 
at stake and how do you see things in the 
future?
Disney is the 1st media company to restructure and 
reorient the company around a DTC division. What 
is the Disney brand in OTT and more importantly, 
what do Disney consumers expect from the Disney 
brand in OTT?  →

“The future of media 

measurement will be to define 

long term brand engagement, 

retention, and time spent to 

create sustainable value.

Deadpool
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Disney has successfully defined their brand and 
generated massive revenue with their theme parks, 
retail stores, linear channels, and even their cruise 
ships. When you see how Disney has successfully  
executed on the Marvel, Pixar and Lucasfilm brands, 
there is no better steward of Fox’s franchises, brands 
and content than the Walt Disney Company.
In every way, this is the most exciting and dynamic 
evolution of media that I have ever seen in my career. 
Technology has forced a dramatic shift from a B2B 
to a B2C model and that shift will prove beneficial 
for consumers and media companies alike. We are 
in the nascent stages of media companies defining 
and/or redefining their brands and consumer  
relationship in OTT. Studios/networks/broadcasters 
need to clearly define for consumers what their 
brand is on mobile, in linear and non-linear. And 
that brand could be differentiated on all 3 platforms.

What are the trends in programming you 
can observe?
For me, 2018 has really been the break out year for 
international TV series. No matter how big of a hit in 
their home markets, international TV series were 
rarely seen outside of their country. Now we are  
seeing great international TV series such as Sacred 
Games, A Very English Scandal, Fauda, Babylon  
Berlin, The Rain, Occupied, Gomorrah and 2018’s 
biggest international TV series  breakout hit – Casa 
de Papel/Money Heist – amass a global audience. 
These incredible international TV shows have always 
been around, but I am thrilled to see them break into 
mainstream popular culture in a way they never 
have before.

Broadcasters counter FAANG players 
regarding video viewing with new 
partnerships, new alliances, new offers  
and new tools. How do you position 
yourself at Fox?
Teaming up is an idea whose time has come in  
every major media market. The US continues to  
have great success with our broadcasters teaming 
up for HULU. 

“Studios, networks and 

broadcasters need to stop 

playing defence and remember 

content curation and discovery is 

in our DNA.

92
AU

D
IE

N
C

ES



HULU has grown into the #2 SVOD service in the US 
with over 20 million subscribers. I am excited for the 
French broadcasters to launch Salto, ProSieben and 
Discovery to team up in Germany, and the BBC, ITV 
and Channel 4 to invest in Freeview. Local broad-
casters have the local series content their viewers 
demand and European millennials are willing to pay 
for multiple OTT/SVOD platforms.
Right now we are trying to play catch-up with tech 
companies, and I think that is a mistake. Studios, net-
works and broadcasters need to stop playing defence 
and remember content curation and discovery is in 

our DNA. Technology companies have gone as far as 
they can with algorithmic recommendations.

Is there a form of collaboration, or is it 
pure competition?
With internet video platforms it can and should be 
both collaborative and competitive. In the end, 
whether we are talking to Netflix, Apple, Facebook or 
Amazon, every single executive I have spoken to at 
all of those platforms are just as passionate about 
great television and movies as anyone at a studio or 
network.  →

POSE
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What is Fox’s strategy to keep on engaging 
viewers, and especially younger viewers?
Fox’s successful viewer engagement strategy has  
always been twofold. One is to give viewers content 
they did not even know they wanted to watch with 
bold new TV shows and movies. And two, Fox is  
dedicated to discovering and nurturing new and  
diverse storytellers as we actively develop the next 
generation of creative artists. Our development and 
creative executives have always sought out risky  
projects resulting in ground-breaking TV shows like 
POSE and 9-1-1, and films such as Avatar, The Greatest 
Showman, Deadpool and Love Simon. 

We look at studies, TV continues to be THE 
medium for mass daily reach in the short 
and long term. RTL Group redefined TV as 
Total Video, putting the content at the 
core and offering it on all devices. Do you 
have a similar approach at Fox?
Exactly. Where TV excels is in long form storytelling. 
TV shows have multi-character casts and seasonal 
arcs that are the equivalent of curling up on your 
couch with a great novel. The viewer satisfaction 
from binge watching a season is the same as when 
you finish a really great book. For the genres con-
sumers value most: sports, news, premium TV and 
theatrical content, consumers continue to gravitate 
towards the biggest screen, the television.

We hear Netflix is in decline, is that 
something you feel on the US market? Was 
it ever a threat to your audience figures?
Although Netflix’s growth has slowed in the US, 
it has not declined. If Netflix can successfully imple-
ment their theatrical features strategy, they can 
re-accelerate growth in the US. We never viewed 
Netflix as a threat, but rather one more platform of 
many in the mix competing for consumer’s time and 
attention. We would not bet against Netflix conti-
nuing to dominate the SVOD space despite ever  
increasing competition.  
1Digital multichannel video programming distributors (Examples from the US: 
DirecTV NOW, Sling TV).
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Babylon Berlin
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— AUDIENCES — 
CONCLUSION

It’s All About 
Creativity!

Content is the key to driving audiences, whatever the device, whether linear or 
on-demand. The search for the next biggest hit is a daily challenge for TV 
channels. 
Of course, live TV is still very powerful, and continues to reach target audiences 
with sports, news or live entertainment shows. Big global formats are still 
highly successful and continue to attract viewers around the world. What's 
more, these shows continue to have a second life on video platforms like  
YouTube.
As OTT consumption is becoming more and more significant in the global 
viewing time and VOD platforms such as Netflix and Amazon develop their 
offer, the challenge for TV channels is now to develop exclusive offers on their 
own VOD platforms.
Content investments have always been a priority, but now exclusivity is the 
next priority, which means own-programme production investments.
To continue to reach audiences, there's no secret recipe, just great storytelling 
and creativity. 
And that’s true not only for fictional content but also in advertising. 
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— AUDIENCES — 
KEY FACTS & FIGURES

$1.2
billion

In 2017 there were more than 
24 billion views of sponsored 

video published in the US; 
which equates to over 

$1.2 billion in media value,  
a number expected to grow 
to more than $8 billion over 

the next few years.

#10
If you aggregated the views 

on ITV Hub (ITV's SVOD 
platform) in July alone,  

it would have been the 10th 
or 11th biggest television 

channel in the UK.

Interactivity
Increasingly it's about 

experience, convenience and 
the customer journey.

4/8
US networks are offering 
more popular short series 
based on the cable model. 

Between January and  
April 2018, 4 out of 8 first 

primetime audience  
bosters on US networks  
were non-procedurals.

Collaboration
The collaboration between 
TV production companies 

and the advertising 
industry can lead to a new 

branded entertainment 
model.

22 million
6play, Groupe M6's online 

platform, counts 22 million 
subscribed users, around

1/3 of the French population.
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2018 is the year of “regulated chaos”, as one of our 
authors describes it. Advertisers, Agencies, and our 
whole industry need orientation and guidance 
more than ever. Since 25 years the TV Key Facts 
is aiming to answer this call for orientation and 
guidance in the video world - with facts, 
figures and real insights from expert authors.

This year in particular our contributors shine a light on complex 
matters like GDPR, brand safety and Total Video measurement 
giving clear orientation and sharing their insights to navigate 
through these pressing topics. In addition we take a close look at 
the industry investments trends, seeing clearly both through IAB 
and IHS pieces that video is conquering the world with the  
highest growth rates. And lastly we re-embrace Television as the 
most important driver for marketing spends profitability in a 
great article from Thinkbox.
Looking at this year’s insight trends, I couldn’t agree more with 
Daniel Knapp from IHS, when he is writing, “change will only 
continue to gather pace”. To me that translates into: another 
great and exciting 25 years ahead for the TV Key Facts to continue 
to give orientation and guidance to the industry in an ever 
changing video world.  

Actionable 
Insights for the 
Total Video Age

Daniel Bischoff, Marketing Director, RTL AdConnect

— INSIGHTS —
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Measuring TV Audiences 
with New Consumption Habits

Alann Kervoelen
International TV Research Manager
Eurodata TV Worldwide

Daily viewing time is significantly different for each and every 
continent in the world. Disparities exists between target groups whilst 
consumption keeps growing. Alann Kervoelen proposes an insight on 
programme's audiences in the world and how they evolve through 
new TV usages and screen measurements.

2017: measuring global daily TV viewing time 
The average daily TV viewing time of the total popu-
lation in 96 countries worldwide reached 2 hours and 
56 minutes per individual in 2017.  
But this global TV viewing time doesn’t reveal the 
strong regional disparities throughout the world, as 
we can see on the map on the opposite page. 
North America remains the region with the highest 
daily TV consumption, while Asia figures in as the 
lowest. On the country level, as seen on the map, 
blue highlights the countries where viewing time is 
higher than the worldwide total.

TV’s changing environment
In 2017, the global average TV daily viewing time 
dropped by 4 minutes compared to last year.
The second chart next page shows the TV viewing 

evolution across the world and in 4 different regions 
(where methodology measurement is comparable be-
tween them) since 1993. This zoomed out timelines 
provides a wider scope of how consumption has 
evolved.
Over the last five years, daily TV viewing time has 
been falling in every analysed region except for South 
America.
But when we look at the larger scale from 1993  
to 2017, the current level of global TV consumption – 
2 hours and 56 minutes – is still on par with that of 
25 years earlier. The picture is even better for Europe, 
where consumption has been decreasing for 4 years, 
and yet, it’s at its steepest point in decades. 
The situation is more complex for North America  
and Asia, but current viewing time in these two  
continents isn’t as low as it was at the beginning of 
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“When we look at the larger 

scale from 1993 to 2017, the 

current level of global TV 

consumption – 2 hours and 56 

minutes – is still on par with that 

of 25 years earlier.

NORTH 
AMERICA
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2h56
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OCEANIA

2h44

Difference between country and worldwide viewing time

Worldwide viewing time

30 min. or more above30 min. or more below 0 to 30 min. below

the century. Most importantly, this decline pattern 
should be put into perspective with the drastic 
changes in programme consumption over the past 
few years: the onset of new screens (computers,  
tablets and smartphones) and the creation of plat-
forms, such as YouTube, creating stiff competition 
with the TV set, which we’ll come back to later on. 
In addition, factoring in more and more countries 
into this viewing time over the years might also  
impact its evolution. For example, adding China in 
2003 and India in 2015 – where TV daily consumption 
is low compared to other big countries – had a  
negative impact on the world viewing time. 

What about young adults?
TV daily viewing time calculated in the young adults 
target (typically defined as people aged 15-30, → 

TV VIEWING TIME AROUND THE WORLD: REGIONAL DISPARITIES

Note: TV viewing time total individuals, aggregated on 96 countries; 2017 Universe = 4.1 billion viewers.

0 to 30 min. above
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depending on the country) in 95 countries reached 
1 hour and 58 minutes per day per individual in 2017 
vs 2 hours and 4 minutes the year before. 
Global young adult average daily viewing time is  
slipping faster than that of total individuals: it only 
represents 67% of the total individual consumption. 
However, there are also strong disparities across  
different regions in this target group’s consumption 
compared to the total population.
The Middle East has the highest young adult TV  
consumption with 3 hours and 36 minutes, reaching 
92% of the total population’s viewing time. This is  
the highest ratio alongside Africa, meaning these  
2 regions have the smallest gap between young 
adult and total individual consumption. 
On the other end of the spectrum, Oceania has the 
lowest young adult TV viewing time and the lowest 
ratio.
In Europe and North America, young adult TV 

consumption is equal to about 60% of the total indi-
vidual time.

Adapting to new TV usage
Over the past few years, TV consumption hasn’t 
stopped evolving all over the world, integrating both 
new non-linear services and added supports to TV 
set. 
In this rapidly changing context, TV audience meas-
urement has to meet the new consumption  
demands, a crucial challenge for the industry. 
All stakeholders need to continuously speak the 
same language through one single metric called  
currency. This currency is key to monetizing TV  
advertising, as well as programming and scheduling.
Originally, currency was a unique, simple figure. Every 
morning, broadcasters and producers looked at the 
same data: the overnight ratings. 
Then, the development of TV catch-up services and 
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hard drives, easily connectable to TV sets via set-top 
boxes, has led to the measurement of non-linear 
viewing. This measurement called time-shifted 
measurement was added to simple live viewing, only 
for TV at the time. 

The rise of time-shifted viewing 
In 2017, out of the 96 analysed countries, 44 of them 
measured time-shifted viewing including TV catch-
up and play back recorded consumption. This  
number of countries is on the rise every year.
Time-shifted viewing boosts TV viewing time and 
maintains its stability. 
In 2017, time-shifted viewing consumption gained  
an average of 17 minutes of live viewing for total  
individuals. This added measurement has been 
climbing since 2015.
Similarly, for the young adult target, we calculated 
an average gain of 13 minutes, also higher than a 

few years ago. The weight of this new usage con-
sumption among young adults is stronger than for 
the total population.
Over all the countries studied in this report, the United 
States benefits the most from time-shifted TV, with 
an added 30 minutes to total live viewing.  
Switzerland is 5th on the list, but benefits the most 
from time shifted viewing in relative figures (weight 
of time-shifting out of live) at 17% of total viewing.  
It’s important to note that, overall, 92% of TV  
viewing is still watched live.

4-screen measurement on the market
A couple of years ago, the industry quickly caught on 
that TV content was consumed on online screens 
more and more, through live streaming and on  
replay platforms. TV consumption rapidly developed 
into 3 new screens: computers, smartphones and 
tablets. →

”Time-shifted viewing 

boosts TV viewing time 

and maintains its 

stability. 

In 2017, time-shifted 

viewing consumption 

gained an average of 17 

minutes of live viewing 

for total individuals.
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Media industry stakeholders also need to be savvy 
about who’s behind each screen platform to improve 
their targeting. These demographics are a goldmine 
for both advertisers and subscribers.
As a result, to allow the market to have a clear scope 
of multi-screen consumers, a powerful new strategic 
tool has been created: 4-screen ratings. 
As the TV context is in constant flux, this new  
measurement will also evolve with time. Many other 
subjects and new fragmentations are in the works. 
It’s also key to mention OTT applications, such as 
Netflix and YouTube, and the creation of previews 
(programmes that consumers can watch on TV plat-
forms before their live broadcast) which can  
generate very high audiences, as in the United  
Kingdom with the programme Top of the Lake in the 
summer of 2017.
This measurement and its consistency will be essen-
tial to: 
• improve the monetisation of non-TV screen  

viewing 

• jumpstart actors into better understanding the ins 
and outs of programme viewing to improve the 
viewer experience through content or broadcasting 
format adaptation on each screen

In a nutshell, we moved from one stream of data de-
livered every morning, to a more complex, data-rich 
environment.  
Today, several countries can measure 4-screen  
ratings, but only France, the Netherlands, Denmark  
and Norway are bringing data to the market (in the 
other countries, 4-screen data is exclusively for local 
institutions).

Top programmes benefitting from 4-screen 
usage
We made a breakdown by genre to highlight the  
impact of this new usage on specific audiences and 
the importance for stakeholders to have access to 
global TV consumption data.
We’ve identified three distinct genres in our analysis 
which particularly boosted their audience thanks to 

Top of the Lake
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“We moved from one stream of 

data delivered every morning, 

to a more complex, data-rich 

environment. 

Homeland

time shifted and 4-screen viewing: Drama, Reality 
and Documentary programmes.
One example was selected from each genre in the  
3 different countries where 4-screen measurement is 
already available.
The Netherlands can give us the best example with 
the Drama series Homeland, broadcast on NP3, 
which gained 174,000 additional viewers thanks to 
new usage.
A closer look at Reality programmes with the  
example of a French reality show Les Marseillais en 
Australie, mainly targeting a young audience, has 
peaked especially due to 4-screens. The audience has 
almost doubled, reaching +84% compared to live TV.
The last example is the Swedish documentary  
Helikopterranet, a hit programme. If we compare 
new media with live TV, we notice there are an  
additional 318,000 viewers. 
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Change Will Only 
Continue to Gather Pace

A discussion with Daniel Knapp,  Executive Director TMT at IHS 
Markit, who specialises in global advertising research. Looking into the 
future of TV and video, innovations and data strategies, he points out 
TV's essential role and resilience. He provides a clear insight into 
technology adoption and investments, questioning the role of social 
media platforms in digital advertising in a context where ad fraud and 
brand safety are key issues for brands.

What are the main advertising industry 
trends you observed in 2017 and 2018? 
There is a simple and a complex story about the past 
two years, and they provide very different conclu-
sions. 
At first glance, the advertising market is in robust 
health and growth is business as usual. Global net 
advertising revenue is set to grow by 6.1% in 2018, the 
fastest pace since 2010. This surge is in part fuelled 
by the Football World Cup, Winter Olympics and 
elections e.g. mid-terms in the US. Political and  
major sports events are typical, reoccurring drivers of 
adspend. These usual suspects are joined by continuous, 
long-term drivers, in particular strong growth in 
Asia-Pacific markets like India and Indonesia, and 
the unstoppable rise of digital.

Yet underneath this simple growth story hides a 
more complex picture. Seismic forces are transforming 
the shape of the advertising industry. We are wit-
nessing a fundamental change in the logic of spend, 
as companies move their investment from working 
media to technology, data and software services in a 
bid to manage an increasingly complex landscape of 
consumers and devices. Non-interruptive forms of 
marketing that frequently escape accurate measure-
ment are also on the rise. As consumers are getting 
oversaturated with a flood of advertising messages, 
marketer’s claims to evoke an emotional connection 
with a brand seem increasingly problematic. Alter-
native ways of storytelling, such as original content 
production, sponsorships, branded content or  
influencer marketing are on the rise.

Daniel Knapp 
Executive Director TMT
IHS Markit
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The market is also impacted by a long-term change 
in the composition of advertisers that underwrite 
media owner revenues. CMOs are under high pres-
sure to deliver business results, not just marketing 
outcomes. They are increasingly measured on more 
units sold, not on the number of clicks or views that 
an advert has received. As a result, marketing ex-
penditure is under severe scrutiny and needs to prove 
that it works. Some of the largest marketing sectors 
like CPG and Automotive adopt zero-based budgeting 
policies that hurt advertising investment. Amidst 
these changes, there is a change of guards as di-
rect-to-consumer brands are increasingly putting 
large incumbents under pressure.
These brands are starting to disrupt every industry – 
while principally focused on the US, they are  → 

”CMOs are 

increasingly 

measured on more 

units sold, not on 

the number of clicks 

or views that an 

advert has received.
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becoming a global phenomenon in 2018. Like Warby 
Parker, Harry’s or Dollar Shave Club, they follow a 
much more data-centric logic in their investments 
than other marketers. While they typically start in 
digital, as these brands scale, they increasingly also 
look to TV.
At the same time, the overall pool of advertisers is 
growing and has never been as large as before. How-
ever, it is largely Google and Facebook who benefit 
from that surge. Small and medium-sized businesses 
which previously only advertised per direct mail, or 
not at all, are flocking to the platforms and are ma-
jor contributors to their performance. Whereas we 
forecast the global digital advertising market to 
grow by 11.3% in 2018, Google and Facebook are set 
to grow 3 times as fast with a blended rate of 33.8%. 
‘Innovation’ is a term endemic to the advertising in-
dustry which always seeks to reaffirm its value to 
marketers. But not each innovation is making an 
equal impact in 2017 and 2018. Programmatic, key 
‘innovation’ of the last decade, has become a tainted 
term in 2018 due to brand safety and fraud issues, 
and many vendors replace it with the label ‘AI’ for 
artificial intelligence. While often this amounts to  
little more than a rebranding, in 2018 the first real 
impacts of AI on the advertising industry are 

gathering pace – applications range from finding 
hidden patterns in consumer behaviour, testing and 
refining creatives, to automating tasks that exceed 
human time and cognition. Another domain of  
innovation is voice. Voice has been hailed as the  
advertising platform of the future as Alexa, Google 
Home and other devices continue to colonise  
consumer households apace. But dream and reality 
are still far apart: campaigns have mainly been 
experimental, and marketers are struggling to find  
a scalable, and non-intrusive model. 

What are the trends you observe in 
equipment and screen penetration and 
usage? What are the main findings looking 
back 25 years?
25 years ago, the last of the MTV generation also  
became the internet generation – the adolescents 
exploring their identities via music TV in the 1990s 
began using dial-up modems to access the world 
wide web. Modes of media consumption were  
distinctly associated with particular devices. The 
world of TV was entirely separate from the digital world. 
Fast forward to the new millennium. The number of 
devices to consume TV and video has exploded, and 
most are now internet-enabled. In 2010, the average 

“In 2010, the average

household in Europe had 

3 internet connected devices, 

doubling to 6 devices 

in 2017 that range from TV, 

PC/laptop, smartphone, 

tablet, games console, 

connected DVD/Blu-Ray 

player, to newer categories 

like smart speakers

and VR headsets.
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household in Europe had 3 internet connected devices, 
doubling to 6 devices in 2017 that range from TV, PC/
laptop, smartphone, tablet, games console,  
connected DVD/Blu-Ray player, to newer categories 
like smart speakers and VR headsets. Yet we are 
moving from a period of device proliferation to a  
period of device stabilisation. Only 1.5 additional  
devices on average will be added to households in 
Europe until 2023. This means that the future of 
audiovisual consumption is largely being played out 
within the device ecosystem available in homes today. 
Remarkably, remnants of that old distinction be-
tween content and devices remain – this time not by 
necessity as in the late 1990s, but by consumer 
choice. Clearly, TV content is now being consumed 
on an array of different devices, and linear consump-
tion on TV sets has slightly declined in all Big 5  
European markets (France, Germany, Italy, Spain, UK) 
in 2017 in favour of on-demand consumption. But within 
on-demand consumption, content type is generally 
tied to device type. Over 50% of YouTube consumption, 
and around 80% of Facebook video consumption is 
mobile. Yet most Netflix consumption takes place via 
the living room TV. Consumers chose the TV set to  
enjoy traditional, TV-like content, whereas shorter  
online content is consumed on mobile devices. 

What will define the future of TV and 
digital advertising?
In a complex advertising landscape, TV is benefitting 
from its continued ability to deliver brand advertising 
at scale. Robust measurement, a safe environment 
and vast reach continue to make TV irreplaceable for 
brand marketers. A broader change in cultural cli-
mate following the Cambridge Analytica scandal 
and allegations of election meddling have tainted 
the reputation of digital advertising.  
Fraud in programmatic does not help either. Many 
marketers consider TV as a safe haven in a digital  
Wild West.  
While Google and Facebook are eyeing TV adspend 
through their video offerings, the relationship be-
tween TV and digital is more complex, and often 
beneficial for TV.  → 

“We are moving from a period of 

device proliferation to a  
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Even digital-first advertisers require TV in order to 
build sustainable brands and connect perfor-
mance-driven campaigns with broad awareness.
Yet the nature of TV is changing as it becomes  
increasingly detached from the classic broadcast dis-
tribution model. Incumbents face competition from 
IP-delivered providers such as digital platforms that 
roll out ever more broadcast-like offerings. New types 
of content creators emerge, and new narrative styles 
proliferate that eschew established 30 to 90-minute 
formats, in particular driven by creative forms coming 
out of mobile video.
From an advertising perspective, enabling seamless 
measurement and buying, as well as flexible ad for-
mats is of vital importance to capitalize on changing 
audience trends and accountability demands from 
advertisers. The combination of linear TV and online 
video inventory advanced by some broadcasters is a 
crucial step. The programmatic model is going to 
sweep further into TV, enabling granular, audi-
ence-based buying and household addressable  
messaging. The US and UK are already advanced in 
this area, and we forecast global programmatic TV 
to grow by 180% in 2018, reaching a total share of TV 
advertising of 8% by 2023. The rise of connected TVs 
presents a huge opportunity to scale programmatic 
and addressable TV offerings. By 2023, we forecast 
that 1.2 billion connected TVs alone will be installed 
in homes across the globe. 
But as strong as individual broadcasters are in 
terms of quality of content, audience reach and ad-
vertising relationships, they increasingly need to 
look for partners, especially in online video. We 
forecast that 12% of TV advertising revenues will be 
generated via online video in Europe by 2023.  
Generating scale through partnerships for inventory 
aggregation, ad monetization and data analysis is 
pivotal for broadcasters to compete with the digital 
behemoths of Silicon Valley. Initiatives like  
RTL AdConnect and EBX in Europe, and Open A.P. in 
the US are vital steps on this path. Another route 
for partnership is the combination of TV, Telecoms, 
and Advertising. AT&T has pursued this through  
acquisitions, but in particular in Europe, partner-

ships and alliances are also viable. 
Lastly, there is a growing gap in the ability to derive 
insight and innovation from data between broad-
casters and global technology platforms. Broadcast-
ers need to see data science investment as a top 
strategic priority. From content recommendation 
over advertising monetisation to using data-driven 
decision-support in all business functions, data  
science is a prerequisite for future success.

What is and will be the role of social media 
platforms in digital advertising, looking 
(25) years ahead?
Time ticks exponentially faster in digital. The forces 
that dominate the digital ecosystem today did not 
exist 25 years ago. Google was founded in 1998, 
Facebook in 2004 and Instagram in 2010. If anything, 
change will only continue to gather pace. This is a 
setting far from ideal for making predictions. Never-
theless, we can identify a number of themes that will 
bear on the mid- and long-term future. 
Although Silicon Valley seems unstoppable in its domi-
nance today, its protagonists are themselves constant 
targets of disruption. No company illustrates this as 
clearly as Facebook. Recent financial results have hinted 
that engagement on the core Facebook platform is 
flat or declining, and user growth in the US and Europe 
is stalling. The acquisitions of WhatsApp and  
Instagram are bets to hedge against erosion of the 
core product. They reflect an image-centric and 

“Robust measurement, a safe 

environment and vast reach 
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retreating into private or semi-private forms of  
communication, which will make platform-based ad 
monetization harder.
The possibility of breaking up monopolistic or  
oligopolistic structures through regulation is the 
biggest threat that social platforms currently face. 
Lastly, its short but rich history suggests that the  
internet evolves in cycles of centralisation and  
decentralisation. 
The social platforms running on cloud infrastructures 
we know today represent a phase of centralisation. 
But new technologies like blockchain and distributed 
computing highlight that we are at the beginning of 
transitioning to a decentralised environment that 
promises greater control and value capture for both 
users and content owners. Any disruption of control 
over data and audiences, monopoly on advertising 
supply, and erosion of scale is a threat to social 
media platforms and would alter their role in digital 
advertising.  

video-native way of communication (Instagram), and 
the trend among younger users to replace public  
communication on social networks with private or 
semi- private exchanges in closed groups (WhatsApp). 
In essence, even global platforms have to stay on 
their toes constantly and defend themselves against 
disruptors. However, in contrast to other companies, 
their cash reserves are so large that defence has 
mainly become a question of where and when to  
allocate the needed capital. These platforms are in 
the unique position to buy into their future markets 
and products. We therefore must understand these 
companies also as investment vehicles, not purely in 
terms of the products they represent today. 
Yet social platforms have also become protagonists 
in a digital backlash. Brand safety issues, lack of 
transparent measurement, stricter data protection 
regimes and the weaponization of social media by 
bad actors has changed consumer perception and 
increased regulatory scrutiny. Young media users are 

” The programmatic 
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Growth
The first and perhaps most obvious trend to observe is 
the continued growth of digital. In 2017 digital adver-
tising grew by 13.2% and indeed this is the twelfth con-
secutive year of growth observed in the study. Only 
once has that growth dropped below 10% - in 2009, a 
market low year for the entire advertising industry.
If we look back at 2006, digital was still in an emerg-
ing phase standing at €6.7 billion in value. Since then 
it has increased by €41.6 billion, doubling in size over 
the last five years alone. Digital has emerged from 
being a new format, the new kid on the block, to 
being the driver for overall growth as other media 
progress on their own digital journeys.
The AdEx Benchmark Report enables us to see the 

Trends in Digital 
Advertising across Europe

Alison Fennah
Executive Business Advisor
IAB Europe

The European digital advertising market is now worth €48 billion 
according to IAB Europe’s AdEx Benchmark study which has been 
measuring the size of the market and analysing key trends since 2006. 
The AdEx Benchmark Report demonstrates the scale of the 
contribution made by digital advertising to the European economy 
and highlights the role of innovation in delivering growth to this 
constantly-evolving industry.

breadth and variety of the European digital advertis-
ing markets. The largest market is the UK, standing 
out as an example in terms of size and continued 
growth, yet also providing an indicator of the poten-
tial for other markets to follow given the appropriate 
structural and economic conditions. The top ten 
markets in the study represent over 85% of total 
spend, yet the smaller remaining 17 markets outpace 
the leaders with a doubly high growth rate. 

Formats
Digital advertising falls into three categories: display, 
search and classified. These formats grew strongly 
on desktop in the early years but now the growth 
has shifted to mobile.  Display advertising shows the 
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strongest current growth with a €2.5 billion net addi-
tion in 2017 to total €19.3 billion. Media consumption 
is of course shifting to mobile and the majority of 
this display growth came from increased investment 
in mobile display formats, surging by 41.8% in 2017 to 
€8.1 billion. In effect, within twelve months mobile 
display increased its share of total display from  
approx. 1/3 to over 40% of the market. 
Social is also important as a key driver of display, and 
has grown this year from 55% share of display to 68%. 

Video
There has been a recent strong emergence of digital 
video display advertising accounting for over 10% of 
total digital advertising for the first time this year. → 

”In 2017 
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“ 

Digital video display advertising 

accounting for over 10% of total 
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With an annual growth rate of 35% video display is 
growing at around four times the pace of non-video 
display. Looking at the two different types of video,  
in-stream and out-stream, out-stream has shown 
the strongest growth and overtaken in-stream this 
year as the dominant format (55% share this year 
compared with 42% last year).

Search
Search advertising totalled €21.9 billion in 2017, its 
performance-based model showing resilient growth 
yet again. As seen in display, mobile was responsible 
for growth; mobile search increased by 31.1% to €8.6 
billion. This was driven by both improved ad rates for 
mobile, which have traditionally lagged behind desk-
top rates, and greater volumes of mobile search que-
ries by consumers as search habits shift further to 
mobile devices. On average mobile search is still 
slightly lower as a percentage of total search (39.3%) 
than mobile display as a percentage of total display 
(42%). However, four markets are now mobile search 

first (in that the mobile share of their search market 
exceeds 50%): Serbia, Ireland, Turkey and Russia.

Programmatic
According to IAB Europe’s European Programmatic 
Market Sizing Report the programmatic advertising 
market reached a value of more than €8 billion in 2016 
which means that half of European display ad revenue 
is now being traded programmatically. Programmatic 
is now a key imperative for advertisers, agencies and 
publishers alike and IAB Europe’s Attitudes to Program-
matic Report shows how programmatic is being used 
for competitive advantage and how attitudes, adop-
tion and strategies are evolving. Drivers for the buy-
side to invest in programmatic have evolved from fac-
tors such as targeting efficiency and lower cost of 
media acquisition to reflect a more sophisticated use 
of programmatic in order to achieve better data  
quality and increased control of media and inventory. 
On the sell-side, nearly three quarters of publishers are 
now investing in programmatic due to client demand 

“The programmatic 
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“ 

There is no doubting 

the fact that digital media 

consumption is still growing 

and ever changing.

and half of publishers see programmatic as an oppor-
tunity to gain competitive advantage.

Brands
There is no doubting the fact that digital media  
consumption is still growing and ever changing. In the 
2000s advertisers sometimes struggled to embrace 
the pace of change and take advantage of the  
opportunities to engage with consumers in this new 
world. Yet now they are developing much more 
sophisticated techniques: creating digital-first ads 
whether short or long form, using data in a more  
sophisticated way to reach their intended audiences, 
providing an improved user experience with  
better-curated content, and facilitating an easier 
user journey, from e-commerce sites to their own 
websites for example.

A quality future
During this extended period of growth, the data 
available to advertisers has multiplied and ad-tech → TV KEY FAC
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“ 

There is a major focus on 

delivery of quality both inside the 

industry and in terms of 

delivering a quality product for 

the consumer.

tools and services have burgeoned. This has brought 
both opportunities and challenges and the industry 
has taken steps to educate the market and to build a 
sustainable future. As regards data protection, IAB 
Europe has created a Transparency and Consent 
framework to support the digital advertising ecosys-
tem in meeting requirements relating to user con-
sent under the General Data Protection Regulation 
(GDPR). 
There is a major focus on delivery of quality both 
inside the industry and in terms of delivering a quality 
product for the consumer. Data validation tech-
niques have improved and so have methods of pro-
cessing and interpreting that data. Stakeholders 
have moved towards traditional brand metrics such 
as brand awareness and purchase intent as well as 
quality metrics such as targeting accuracy, brand 
safety and viewability. Industry-wide independent 
accreditation and verification systems continue to 
broaden, and initiatives such as the European  
Viewability Initiative have taken first steps towards 
creating a harmonised quality environment across 
the region. 
Great content and user experience together with 
transparency and choice are now the benchmark for 
this industry in its quest to deliver value to the con-
sumer and support the European digital economy.  
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This alone should make advertisers of all shapes and 
sizes at least pause for thought – and then, hopefully, 
grab their media plans and start making changes 
accordingly. But there is good news for other media 
in “Profit Ability” too; it isn’t just about TV. The study 
showed that almost all forms of advertising work 
when you look at longer-term performance (with the 
notable exception of online display).
The study was commissioned by Thinkbox in response 
to a worrying climate in advertising: with effective-
ness in free-fall driven by increased short-termism; 
an over emphasis on marketing efficiency; and an 
over reliance on fast, easily visible metrics to judge 
performance. 
This climate was damaging advertising in general, 
blunting its edge. But it is especially dangerous for 

Profit Ability: the Business 
Case for Advertising

Matt Hill
Research and Planning Director
Thinkbox

First things first: TV delivers 71% of the total profit generated by 
advertising, at the greatest efficiency and for the least risk. TV 
advertising is pre-eminently powerful and cost-effective, as well 
as being the safest advertising investment a brand can make. 
That is the conclusion of “Profit Ability: the business case for 
advertising”, by Ebiquity and Gain Theory.

brand-building media like TV. So Thinkbox set out to 
change the conversation about marketing invest-
ment, re-focus attention on the value of brand  
building, and make the case for the long term –  
although not to the detriment of short-term targets; 
both are important.
Also, alongside the effectiveness crisis is advertising’s 
long-running problem in the boardroom. The Insti-
tute of Practitioners in Advertising (IPA) has identi-
fied the need to talk the language of the boardroom 
better, and we need to have advertising recognised 
as an investment, not a cost.
Ebiquity and Gain Theory were the perfect partners. 
Their guaranteed impartiality and media neutrality 
were crucial to the study’s integrity – as was the fact 
that it was a combined perspective from two normally 
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“For the first time, 

it quantified the impact that 

different forms 

of advertising have 

on the bottom line 

in both the short 

and the longer term. 

competing companies.
Using their pre-existing databanks of client-funded 
data, the study analysed over 2,000 advertising 
campaigns across 11 categories. For the first time, it 
quantified the impact that different forms of adver-
tising have on the bottom line in both the short and 
the longer term. 
Importantly, this comprehensive data provided 
a view of the average case; there was no cherry-picking 
of successful campaigns. Category level detail en-
sured that it was relevant to advertisers’ own busi-
nesses. 
What emerged was a compelling case for re-thinking 
advertising investment and hard evidence of what 
businesses can trust to deliver growth. Here’s what 
Ebiquity and Gain Theory found:  → TV KEY FAC
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58% of advertising’s profit return is 
overlooked when ignoring the long term
Less than half of advertising’s profit impact happens 
in the short term. Businesses optimising their adver-
tising investment based solely on these more easily 
visible short-term returns are hugely undervaluing 
the total profitability driven by advertising. They are 
not maximising the growth and value of the company.

Advertising is a powerful business 
investment
Looking at total profit ROI over 3 years, the average 
campaign delivers a profit ROI of £3.24 per pound 
spent. This varies by channel, but all forms of adver-
tising, except online display, deliver profitable returns 
when you look at their long-term impact.

Focus on volume and scalability
In the short term, TV is responsible for 62% of all  
advertising-generated profit at an ROI of £1.73 for 
every pound spent, the highest of any media. In the 
longer term, TV advertising creates 71% of total  

advertising-generated profit at an ROI over 3 years 
of £4.20 for every pound spent, also the highest of 
any media.

TV delivers scale of return
TV drives the most profit because its scale and  
popularity enable it to deliver efficient profit return 
at high volumes of spend. Businesses can increase 
investment in TV to a higher level than other media 
and it will continue to generate a profitable return 
before diminishing returns kick in.

Advertising can be risk assessed
In the long term, 72% of advertising campaigns cre-
ate profit. Advertising is a safe business investment. 
TV is the ‘safest’ medium as it is most likely to create 
advertising-generated profit, both in the short and 
long term. In the short term, 70% of TV advertising 
campaigns deliver a profitable return. During the  
3 years after ad campaigns finish, this increases  
to 86% of TV advertising campaigns delivering a  
profitable return.
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It’s time to reassess the return that 
advertising can generate
Businesses can now reassess the potential return 
that can be generated by different forms of adver-
tising. For example, the study concludes that adver-
tisers may be missing out on maximising advertis-
ing-generated profit by under-investing in TV. 
Currently, TV accounts for 54% of advertising spend 
among Ebiquity’s database, yet it is responsible for 
71% of total advertising-generated profit.
“Profit Ability” has transformed the conversation 
about advertising and put it toe-to-toe in the board-
room with other investments. It bridges the gap be-
tween the marketing and finance departments with 

compelling evidence that quantifies advertising’s 
ability to deliver shareholder value. This unprece-
dented new study does a powerful, evidence-based 
job for all forms of advertising, but particularly TV, 
which emerges as vital to business success.  
It has thankfully been welcomed across the advertis-
ing industry and has armed businesses with bench-
marks for what they can trust advertising to  
deliver.
I’ll leave the final words to Alex Hesz, adam&eveDDB’s 
Chief Strategy Officer: “If TV didn’t exist and some-
thing new turned up with these numbers, the indus-
try would abandon everything else (especially online 
display).” 

Source: ‘Profit Ability: the business case for advertising’, November 2017. Ebiquity & Gain Theory. 
NB: Online Video includes Broadcaster VOD, YouTube, Facebook video & online programmatic video.
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GDPR: 
a Tale of Two Stories

Juliette Valains
VP Global Operations Management – Digital & Diversification
RTL Group

Since the General Data Protection Regulation (GDPR) entered into 
force on 25 May 2018, much has been said about its negative impact 
on digital advertising. Let’s take a look at how our media industry is 
coping with the GDPR and turning a regulatory burden into an 
opportunity to take a more consumer-centric approach to data-driven 
online advertising. 

How it all started
The GDPR was adopted in April 2016 after 4 years of 
preparation and thousands of amendments. The aim 
of EU legislators was to “harmonise” data privacy 
laws across Europe, providing greater data protec-
tion and rights for European citizens. The severe data 
breaches that became public scandals in the months 
leading up to the GDPR implementation further un-
derlined the need for a change in legislation.   
Some months have passed since the GDPR was im-
plemented in the EU. It is time to take a step back 
and assess its impact on our media industry to date. 

A regulatory chaos
The GDPR replaced the old Data Protection Direc-
tive, dating back to 1995. The goal was to ensure a 

full and consistent adoption of data protection rules 
by all 28 EU Member States. Unfortunately, the com-
plexity of the text and its associated guidelines has 
opened the door to a host of interpretations by EU 
institutions and national authorities, resulting in a 
regulatory chaos.
One particular source of confusion for our media in-
dustry is the inconsistent application of the so-called 
“legitimate interest” as a legal base to process per-
sonal data for targeted advertising. Legitimate inter-
est is a valid legal base for data collection and hav-
ing this in the regulation protects European 
ad-supported publishers and the pluralistic media 
ecosystem they foster. However, some EU data pro-
tection authorities have challenged the lawfulness of 
this legitimate interest in the specific case of  → tar-

12
2

IN
SI

G
H

TS



TV KEY FAC
TS 2018

123



geted advertising and made clear they would  
require consent for such a purpose. 
Another issue is the definition of “consent” under 
GDPR. In a world in which more and more advertising 
is sold, within milliseconds, on programmatic  
platforms, it is almost impossible to match the  
various requirements of valid consent. How do we 
ensure consent is “specific” and at the same time 
“informed”, when virtually hundreds of companies in 
the ad-tech value chain might be considered as con-
trollers and therefore need to be individually named 
at the time consent is obtained? How do we make 
sure consent can be demonstrated along the adver-
tising value chain while fostering data minimisation? 

A drag on the EU digital single market vision
Such regulatory uncertainty resulted in major US 
websites going dark in Europe as they scrambled to 
comply with the GDPR, and US small businesses  
(including tech start-ups, video game makers and 
ad-tech businesses) pulling out of the EU rather than 
risk a very costly compliance breach. Many small  
European businesses also decided to shut down their 
websites given the complexity and cost of imple-
menting the GDPR. It also resulted in Google taking 
a strict consent-based approach, cutting 25 to 40 
per cent of online ad market demand overnight. So 
much for “bringing down barriers to unlock online 
opportunities”, the official motto of the European 

Commission’s Digital Single Market strategy...
More importantly, the difficult debates in the first 
months of 2018 regarding the applicability of legiti-
mate interest pushed a lot of publishers towards a 
consent-based approach, at the very last minute. 
The result? A consent click-through marathon for 
confused European citizens dealing with all shapes 
and forms of consent management interfaces as 
they were trying to access their favourite online con-
tent. Transparency alone doesn’t result in trust: only 
17 per cent of German citizens believe their data is 
now better protected than it was before. 

Embracing the uncertainty
The GDPR is here to stay and our industry is still  
getting to grips with its short-term revenue impact 
and more uncertain mid-term consequences. Mean-
while, the Council of the EU is struggling to reach a 
joint position on the proposed ePrivacy Regulation 
(ePR). As it is currently drafted, the ePR overlaps with 
the GDPR and will likely only cause more disarray and 
confusion. It will also likely further increase the con-
centration of aggregated user data in the hands of a 
few global digital platforms who have built data 
ecosystems allowing them to easily obtain consent in 
exchange for access to their services. In this context, 
we have no choice but to buckle up and embrace the 
uncertainty, focusing on the original intents of these 
regulations: the protection of data and privacy rights 

“Only 17 per cent 

of German 

citizens believe 

their data is now 

better protected 

than it was 

before.
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“ We believe there is a 

bright future for the online 

ad-supported economy.

of EU citizens and the sustainable growth of European 
online businesses.
Re-establishing trust in the data-value exchange 
between consumers, publishers and advertisers is 
critical for the digital advertising ecosystem to thrive 
in the years to come. With 69 per cent of European 
online users saying they would allow their browser 
data to be accessed in exchange for a free experience 
over paying for content, we believe there is a bright 
future for the online ad-supported economy. Indeed, 
that same survey revealed that European online  
users are more interested in being informed about 
the use of data than preventing it from being  
accessed – but information notices and opt-out  
settings must be easy to find and understandable. 
As an industry, we must collaborate across the  
advertising value chain to create simple and secure 
solutions that support the growth of the online 
ad-supported economy while complying with data 
protection and transparency requirements. With  
initiatives like the netID Foundation in Germany, we 
are at the forefront of a more consumer-friendly  
approach to data protection and consent manage-
ment. As the local competitive environment is 
changing and digital giants are dominating the  
online advertising market, it is time for economic 
regulators to re-assess competition rules. It should 
be facilitated for media companies to engage in 
joint initiatives at local and European level 

– otherwise, competition with US platforms remains 
impossible as local EU media companies cannot 
re-create the so-called “network effect” that fuels 
the mechanics of the platform economy. We are 
convinced that with the appropriate regulatory 
framework, local collaborations will foster a diverse 
and vibrant media and entertainment ecosystem for 
the benefit of European consumers.   

1June 2018 European netID Foundation survey of 1,081 German adult respondents 
aged between 16 and 59; 22017 study from research firm GfK on behalf of IAB 
Europe that surveyed 11,020 people across 11 European countries, including 
the U.K., France, Germany and Spain; 3An open industry standard initiated by 
Mediengruppe RTL Deutschland, Pro Sieben Sat.1 and United Internet, with 
which every website in Europe can offer its users a secure login pursuant to data 
protection regulations.
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There is no doubt that brand safety is a topic that continues to grow in 
importance and relevance in the advertising industry. With a steady increase in 
extremist content, fake news and unsavoury content on the internet, it is not 
surprising that brand safety is of utmost importance to most, if not all brands. 

Source: IAS Media Quality report.

increasingly concerned about the detrimental brand 
impact of risky content. Ad impressions that are 
flagged on pages that post potentially harmful con-
tent contribute to the term “brand risk” – the levels 
of harm can vary from page to page. Risk is based 
on seven core content categories: violence, hate 
speech, illegal downloads, adult content, offensive 
language, illegal drugs and controversial news.
In the UK, brand risk fell by 6% from Q1 2017.  
The most significant categories of risk in the UK  
include: illegal downloads, illegal drugs, and violent 
content. Out of this category, alcohol and adult  
content decreased the most between Q1 and Q2 
whilst hate speech and illegal drugs grew the most 
proportionately. It is interesting to note that UK  
desktop video sees the most brand risk, measuring 
12.2%, compared to the US (10.6%) and the rest of 
the world (10.3%). 

Brand fraud across desktop video in the UK
Advertising fraud is also a growing concern in today’s 
advertising industry. Any deliberate activity that pre-
vents the proper delivery of ads to real people is an 
act of ad fraud. 
UK desktop video saw reductions in fraud across all 
buy types, decreasing from 6.4% in Q1 to 4.7% in Q2. 
This decrease can be attributed to the growing ca-
pabilities of ad fraud prevention technology available 
to advertisers. As predicted, the use of this technology 
sees significant decrease in ad fraud rates, with 
non-optimised fraud at 4.7% vs. optimised fraud meas-
uring a mere 0.9% in the UK across desktop video.  

This increasing relevance means improvements in 
this domain are growing fast. Advertising verification 
technology allows advertisers the ability to address 
growing concerns around brand safety. In addition to 
this, verification technically also reveals media 
environment risks, and offers granular reporting such 
as viewability and fraud rates.
To better understand the trends and the benchmarks 
that shape today’s digital advertising industry, Integral 
Ad Science (IAS) has conducted significant research 
into 2017’s digital media trends, analysing almost 
500 billion global impressions to draw valuable  
conclusions for advertisers and marketers alike. 

Viewability across desktop video in the UK 
Due to continued improvements in ad verification 
technology, viewability has increased across desktop 
video formats throughout the United Kingdom. 
According to the Media Rating Council (MRC), a video 
ad impression is “viewable” if the ad is played with at least 
50% of its pixels on screen for more than two seconds.
Video ads are staying in view for longer across all buy 
types (direct and programmatic), with viewability  
increasing by 14.6% between Q1 and Q2 2017. Interest-
ingly, video campaigns bought via direct service see 
approximately 15% higher viewability in comparison 
to programmatic buys. This trend is also true when it 
comes to brand risk, with publisher-direct being almost 
3% less likely to run in risky media environments. 

Brand risk across desktop video in the UK 
It has become apparent that advertisers are 

Keys to Understand 
Viewability and Brand Risk 
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1Viewability: 50% of its surface must be displayed at least 2 seconds consecutive to be considered visible; 2Brand Risk: 7 categories of contexts potentially inappropriate for the 
brand: alcohol, adult content, hate speech, drugs, language offensive, illegal downloading and violence; 3Global refers to UK, France, Germany, Spain, Italy, US, Brazil, Australia, 

Hong Kong, South East Asia, Japan,  Nordics, Taiwan & Canada. Source: IAS Global Video Media Quality Benchmarks.
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GDPR: Focus
on the French Market

2018 has come with GDPR’s drastic measures of restriction. This new 
regulation involving consent and transparency has led companies to 
reorganise their way of gathering private information. Guillaume 
Charles explains how the French broadcaster M6 evolves with GDPR, 
pointing out the pitfalls to avoid with data collection.

What are the challenges raised by the GDPR 
in France?
We’re navigating through an uncertain world, with a 
set of standards that haven’t yet been fully estab-
lished. What is striking today is that we have differ-
ent interpretations and varying methods of imple-
mentation depending on the players involved.
Thankfully, M6 has not been seriously affected, but 
the context surrounding GDPR has shown the  
market in general how dangerous it is to be overly 
dependent on an internet giant. By depending on 
certain players, one becomes dependent on their  
legal interpretation of this kind of rule application, 
and we have seen how this can have significant  
consequences on revenue. 
It is essential to diversify tech solutions in order to avoid 
this sort of issue, which can become a serious problem. 

The key word for me is “interoperability”, and it’s a mes-
sage which should be passed on to advertisers. It means 
diversifying one’s tech products to avoid this kind of 
trouble, for example with DSP buying technology, we 
recommend – where possible – a variety of technologi-
cal solutions so as not to find oneself in such a situation.
In concrete terms, at M6, we made significant  
efforts to be GDPR-compliant by the day of its  
roll-out, in preparation. From a legal point of view, 
this involved the appointment of a DPO to oversee 
the migration more than a year beforehand, and on 
a tech level by the installation of a consent platform 
in compliance with the new regulations.

What are your data supply sources?
We have several, but the main ones are 6play on one 
hand, and our internet sites on the other.

Guillaume Charles
Deputy CEO in charge of Marketing, Studies & Digital
M6 Publicité
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Has GDPR changed anything for you?  
Did you have an acceptance form before?
Yes, we did have a form but because we also work on 
the data with programmatic partners or third-party 
players, consent needs to be collected for these third 
parties. Before, there was a consent, but you weren’t 
obliged to share the fact that you had this consent 
with the entire technology chain. That’s the principal 
change for us.

How does this work, in concrete terms?
The idea is to keep the consent form for us, but also 
in the name of the third-parties who will use the 
data. There is a technical connection to set up so 
that these third-parties, by using the data, are aware 
that they are using consent-given data. We are put-
ting this in place across our various different sites.  → 

”At M6, 

we made 

significant 

efforts to 

be GDPR-

compliant by 

the day of its 

roll-out.
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From a consent point of view, we need to therefore 
interconnect the entirety of the advertising value 
chain online.

Who are the third-parties?
They are the DSP – Demand Side Platform, or the 
buyers – who use the data, the SSP – Supply Side 
Platform, or the sellers –, and certain DMP – Data 
Management Platform – advertisers who have a 
data handling agreement with us, and for whom we 
have to be sure that we have consent.

Were there any repercussions at M6?
Not really. At M6 we saw very clearly that we had 
been considerably less affected than other players, 
who experienced a drop in revenue of up to 40%.  
On 6play we have a clean and simple data environ-
ment with either in-house or third-party partners, so 
we are not that dependent on online giants. 
This is why, although we acknowledge that we have 
to use the online giants, we shouldn’t be completely 
dependent.

What are the next steps?
To finalise some of the legal and technological as-
pects of the “consent passages” dossier. To do this, 
it’s important that the publishers take over our data 
usage.
The key messages are, firstly, the takeover of control, 
which is to say that we are responsible for consent - we 
ask for it. And secondly, interoperability, in other words 
not being dependent on a single technological partner, 
whether that be on the advertising or publishing side.

And what about e-privacy?
These days we are campaigning so that consent is 
not just in the hands of the web browsers, otherwise 
once again the risk is in becoming too dependent on 
certain players, and we lose control over the ability 
to collect consent.
As for opt-out – people who don’t want targeted ad-
vertising – the good news is that a forewarned con-
sumer does not refuse targeted advertising. We have 
very weak opt-out rates.
Sure, the GDPR is a restriction, but we should contin-
ue to explain that targeted advertising is better  
that non-targeted advertising because it is more  
relevant.

How are you campaigning?
We are making the public authorities aware about 
how important it is that consent is not only given  
in the browser, simply because there’s an issue  
with technology and objectivity around data 
collection.
Television, on catch-up or future addressable  
advertising, is a very fluid environment. There are 
fewer intermediaries, and consent is given on a single 
device.
With regards to this data context, the simplicity of 
the advertising services including ads served on the 
television monitor means fewer problems than with 
an internet advertisement, open to a multitude of 
players and therefore with significant technological 
and legal complexity. 
There will be a legal context on data-driven advertising 
in television which will be a lot safer. 

“There will be a legal context 

on data-driven advertising 

in television which will be 

a lot safer.
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— INSIGHTS — 
CONCLUSION

Time to Act – 
Seize the Video 

Momentum
There has never been a time greater for video than today. The facts are clear 
and are all aligning into the same direction: video is dominating consumption, 
leading the ROI playing field, and advertisers are adjusting their advertising 
spends accordingly. 25 years of TV Key Facts also underline Television's position 
as the real core of Total Video.
If facts lead to actionable insights, there can only be one conclusion to this 
year’s TV Key Facts: it’s time to win in the Total Video game. Everything is laid 
out for advertisers on the playing field – research, measurement initiatives, 
and data – essentially facts. Looking ahead another 25 editions of TV Key 
Facts one can only guess if in retrospect 2018 will be considered the year when 
Total Video gained full traction with advertisers. In any case the future is filled 
with uncertainty, but must be dealt with. Let’s leave it to a great mind to  
conclude this chapter with a 22 year old quote: “We always overestimate the 
change that will occur in the next two years and underestimate the change 
that will occur in the next ten. Don't let yourself be lulled into inaction.” 
(Bill Gates, the road ahead, 1996).
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— INSIGHTS — 
KEY FACTS & FIGURES

£4.2
The total ROI that Television 

delivers in the long-term, 
making it almost twice as 

efficient as print.

12.2%
UK desktop video sees the 
most brand risk, measuring 
12.2%, compared to the US 
(10.6%) and the rest of the 

world (10.3%).

138 minutes
Children 3-13 media usage in 

Germany in 2018.

80%
Of the video consumption 
on Facebook is done via 

mobile devices.

13.2%
In 2017, digital advertising 

grew by 13.2%, the 12th  
consecutive year of growth. 
Only once has that growth 

dropped below 10% - in 
2009, a market low year for 

the entire advertising 
industry.

$1.2 billion
The estimated amount of 

connected TVs to be 
installed by 2023 globally.

69%
Of European online users say 

they would allow their 
browser data to be accessed 

in exchange for a free 
experience over paying for 

content.
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Tapping into the thriving digital world, the 
broadcast industry works every day on 
solutions towards simplification, globalisation 
and centralisation in the market.

FAANGs players and the change in media consumption habits 
have pushed the broadcast industry to adapt and find new ways 
to meet advertisers’ higher expectations, especially for targeting 
and granularity in performance metrics.
While adtech players are working on making the total video 
world a safer, easier-to-buy and more transparent place for  
advertisers, TV is in constant evolution as a technology platform. 
Innovations in TV advertising are flourishing every day: AR, VR, 
branded content, addressable TV, and programmatic buying.
There's a definite shift in the way consumers are watching  
content. With the convergence of digital and TV, we're seeing 
more cross-screen, interactive, personalised and immersive  
advertising experiences, designed for a better customer experience.
In many cases, the ‘TV set’ is still the place to watch premium 
content. But now, there's a new set of rules to play by, with the 
merge of digital and traditional TV. In redefining these rules 
together, we need to broaden our scope for the best market 
solutions. 

Bring Simplification 
to a Complex Media 
World

Anna-Maria Vujinovic, Director of Digital Sales & Business Development, 
RTL AdConnect

— SOLUTIONS —
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“TV formats such as 

Got Talent, Idols and 

The X Factor, are conceived with 

great care, design to 

have a long lifespan and 

international appeal.

This is the business of international television  
production, where scalability of content is key. The 
strongest TV formats are created with the potential 
to travel across seasons, territories and platforms. 
Each format becomes a brand in its own right. It 
may evolve and adapt to the nuances of the local 
market, but it has the same identifiable structure 
and values at its core. These TV formats, such as  
Fremantle’s Got Talent, Idols and The X Factor, are 
conceived with great care, de signed to have a long 
lifespan and international appeal. 
FremantleMedia’s IP shows are nurtured to keep 
them evergreen. They attract huge, highly engaged 
audiences who actively choose to spend time with 
them. → 

Samantha Glynne
VP Branded Entertainment 
FremantleMedia

Ideas That Scale
How to Create a Global TV Format

Imagine a single advertising campaign, so powerful that it lasted for 
over a decade, worked in more than 50 countries, was successful 
across TV, digital and social media and won multiple awards. And now 
imagine that the brand did not need to pay for the campaign because 
broadcasters around the world funded every cent of it. And the more 
the campaign travelled, the more money it recouped, making it a 
highly profitable business. Do I sound like a raving lunatic?
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Before the festival itself, I watched over 12,000 entries, 
ranging from social media campaigns to VR activations, 
from TV series to full-length feature films, submitted  
from every corner of the planet. It was an inspiring and  
exhausting experience.
In June 2017 I arrived in Cannes and met my fellow jurors,  
a collection of 20 experts from the worlds of advertising, 
brands and talent agencies. While the rest of the advertising 
community drank rosé in the sunshine, we were locked in a 
dark, airless room in the Palais for 6 days, to discuss the 
shortlist, and eventually to award a select number of  
entries prestigious Cannes Lions. 
Our Jury President, the wonderful PJ Pereira, began with 
the premise that “we weren’t there to teach anyone, but to 
listen. To learn on behalf of the industry, so we can share 
what we see and feel as we browse through thousands of 
ideas by the best agencies in the world.”
And so we did. I call those days in the judging room my 
MBE, or Masters in Branded Entertainment. The discussions 
we had were incredibly insightful and moved my dial on 
what Branded Entertainment was, and could be in the  
future. When it came to deciding the winners, the jurors 
took less than half an hour and were unanimous in their 
decision. Somehow, despite coming from disparate 
industries, we had all arrived at the same place. I am proud 
that the Lions we chose truly reflect the power of  
collaboration between agencies and brands. 
Several months later, PJ Pereira sent all the judges a 
WhatsApp message, suggesting that we record all the dis-
cussions we had in the jury room by writing a book on 
Branded Entertainment. It would be the first book ever 
written by a Cannes Lions Jury, and each one of us would 
author a chapter based on our expertise.
And so The Art of Branded Entertainment was written and 

published in a matter of months. It immediately went to 
Number One on amazon.com for Media and Communications 
publications, and we launched it at Cannes Lions 2018 
with a great party and a festival panel.
My chapter deals with the business of branded entertain-
ment and is called “Ideas that Scale: how to create a TV 
format”. I’m not going to give too much away as I hope 
you will buy your own copy of the book (a portion of the 
proceeds from sales of will benefit the 4A’s Foundation, 
which is committed to cultivating diversity in advertising), 
but here is a teaser of what you can expect from the book. 

“  In 2017 I had the honour of 

serving as a juror on the Cannes 

Lions Entertainment awards. 
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They maximize an initial investment to become  
profit centres. This is because their lifeblood is their 
Intellectual Property, or IP.
Wouldn’t it make creative and economic sense to see 
global brands such as McDonalds or Nike create their 
own branded entertainment in the form of long-run-
ning international hits? To evolve “I’m Lovin’ It” into a 
family entertainment format, to turn “Just Do it” 
into a global competitive reality show? After all,  
Redbull took “It Gives you Wings” to create the 
world’s biggest branded content powerhouse. They  
embraced and grew their IP. I believe that Branded 
Entertainment has the potential to own IP and  
become a self-financing way to reach the hearts and 
minds of audiences who choose to spend time with 
content, regardless of whether or not it has been 

funded by a brand. The collaboration between TV 
production companies and the advertising industry 
can lead to a new Branded Entertainment model. 
With the growth of OTT platforms, the terms “TV”, 
“digital” and “branded” are now beginning to merge, 
and the only true requisite is that people want to be 
entertained.
Having worked both sides of the business - in TV and 
advertising - I am aware of the different values that 
both entities revere. In advertising, annual  
campaigns mean that the pressure is on to refresh 
and renew. 
Sometimes the greatest creative ideas are adapted, 
convoluted and even obliterated to make way for the 
next big, shiny idea - and the only thing left is a copy 
line, which has its own sell-by-date.  

“With the growth 

of OTT 

platforms, 

the terms “TV”, 

“digital” and 

“branded” are 

now beginning 

to merge, and 

the only true 

requisite is that 

people want to 

be entertained.
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Original and groundbreaking work is awarded, but 
little credence is given to the lasting power of a  
returnable message. Plus, the constrictions of  
a 30-second spot don’t usually allow the flexibility  
for local nuance and language. 
But I still raise the challenge to agencies and brands 
to join hands with IP creators and nurture a new, 
long-term way of doing business.
More and more brands and agencies are beginning 
to see the financial potential of branded content. 
Unilever founded U Entertainment, BBH has  
Blacksheep Studios and Dentsu has grown Storylab. 
They are investing in scalable projects in which they 
own part of the IP, so when the show travels, they 
make a profit. Meanwhile, TV production companies 
are starting to see the benefit of working closely  → 

“More and more brands and 

agencies are beginning to see the 

financial potential of branded 

content. Unilever founded U 

Entertainment, BBH has 

Blacksheep Studios and Dentsu 

has grown Storylab. 
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with agencies and are becoming increasingly willing 
to share their IP. The synergies between the two  
industries are growing.
There are still a number of obstacles in creating  
lasting IP and many of them are inherent in the 
structure of the advertising business. Budgets may 
be released on an annual rather than longer-term 
basis. Autonomous local business units mean that 
global strategies are difficult to implement. And it’s 
always much less risky to pay for that cup on the 
desk in an existing format such as American Idol 
than to create your own new talent show. It can be 
precarious, you might not get it right first time, and 
you’d be mistaken to think that a healthy ROI is  
automatically guaranteed. 
Partnerships can be precarious without trust. TV  
production companies, brands and agencies all  
differ in their culture and business structures. So it’s  
important that each party does what they do best 
and sticks to it: agencies and brands, we love your 
vision, your creativity and your commercial drive, we 
really enjoy collaborating with new partners in  
refreshing ways… but please trust us TV types to get 
on with what we know best – making long-form  
content for devoted audiences and selling it to  
broadcasters around the world.
It’s time for the industry to move into factual and 
entertainment. I can’t wait to see the next Big Brother, 
The Voice or The Price is Right co-owned by a brand. 
To date, there hasn’t been a global Branded  
Entertainment reality series, game show or shiny-
floor programme.
In the meantime, the best we can do is keep on  
experimenting, innovating, collaborating… and  
that kernel of a creative idea may turn into a global 
mega hit.  

“It’s time for the industry to move 

into factual and entertainment.
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Inception works closely with selected brands to  
create immersive storytelling experiences that  
engage their audiences. Whether the content is for a 
product launch, an announcement, an event or to 
create a ‘wow’ experience for potential customers, 
we work to carefully assess the needs and develop an 
experience using the right balance of VR and AR to 
help tell their stories.
What is clear is that there is a spectrum that spans AR, 
VR and MR - for ease, we will refer to them collectively 
as XR - and that this spectrum provides an opportunity 
for so much more than immersive video games, but 
will impact every vertical from medicine to real  
estate, from entertainment to education.

The Advertising 
of the Future
How XR Technologies Will Change 
the Way We Interact with Customers

Benny Arbel
CEO & Founder
Inception

While VR and AR have been around for a long time, the last three
years have seen massive development and mass access to both 
technologies. When Inception was founded in 2016, we knew that  
we were on the cutting edge, the wild west, of immersive technologies. 
Seeing them grow and change over the last three years has shown  
us just how valuable they can be as storytelling tools. Today, Inception 
operates one of the most successful VR entertainment apps and  
is developing an array of AR and VR solutions.

2018 in particular has been an interesting year; as 
Jeremy Dalton of PwC says: “We’ve built a strong 
foundation this year and launched some great  
content. We’ve also learnt a lot about what works in 
VR, and this motivates us to produce better and 
richer content that will appeal to everyone.” 
Hardware is developing, with the current market 
comparable to the current generation of games 
consoles: PlayStation, Microsoft, Oculus and HTC 
are competing to lead in the living room, while the 
mobile headset market is being led by Samsung 
and Google. New standalone headsets have been 
released this year from Oculus and HTC, which have 
brought technology to a new level of experience → 

14
2

SO
LU

TI
O

N
S



Virtual Reality (VR)  

– Immersion in a simulated environment that 

creates a complete world for the user to 

experience.

Augmented Reality (AR) 

– Superimposing images on the real world to 

combine them with, or change, reality.
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and accessibility. Perhaps even more so, AR has ex-
ploded in 2018, with almost all mobile phones being 
AR-enabled.  
This gives AR a kick start, and enables massive reach 
in the lead up to the mass availability of AR head-
sets. Microsoft’s Hololens has already been released, 
and Magic Leap’s long awaited headset is due for  
release some time in 2018. Even as these headsets 
and others start to gain popularity, the reach that 
mobile AR provides will bring AR into a more main-
stream content consumption position. 

Immersive technologies
As we move forward, it’s clear that immersive tech-
nologies will change the way we create content – 
for both entertainment and advertising. With the 
emotional connection and immersive experience 
that VR and AR bring to the table, creators are starting 
to understand that these technologies, coupled with 
creative knowhow and storytelling expertise, are  
excellent ways to connect with audiences and  
customers. 
Virtual Reality has already begun to revolutionize the 

“ 

As we move forward, it’s clear 

that immersive technologies will 

change the way we create 

content – for both entertainment 

and advertising. 

ways in which consumers experience entertainment 
content and the entertainment industry engages 
with its consumers. VR content is immersive by  
definition and is therefore more interactive and 
 engaging than standard content. VR provides  
viewers with the freedom to explore different angles 
and perspectives within a specific entertainment 
 experience, changing the way in which footage is 
recorded, produced, and experienced.
We see an array of approaches to help companies 
reach their target audiences in an impactful way.  
We have generated branded placements in VR, VR 
commercials and AR campaigns for a wide array of 
companies such as Toyota, David Intercontinental, → 

WEB 
AR

Surimposed images 
on users view 

of the real world.

MIXED 
REALITY

Hybrid reality merges 
real & virtual worlds. 
Physical and digital 

objects co-exist 
and interact.

AUGMENTED 
REALITY

WEB VR
(360)

Simulated environment 
that immerses users 

in a new world.

VIRTUAL 
REALITY

THE XR SPECTRUM
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created event and virtual tours for Cisco, and  
completed additional projects for Universal Studios, 
HP, Just Eat, and more. 

XR campaigns
Our campaign for Cisco to bring a new spin to their 
annual event included VR elements to welcome  
attendees to the event and set the tone, AR elements 
allowing visitors to explore different Cisco offerings in 
a new immersive way, as well as an AR Camera Filter 
for Facebook which encouraged attendees to share 
photos of themselves across the social network. 
In our work with Grey Goose, we created a 360 expe-
rience that captured the spirit of an exclusive event 
they held at the Tel Aviv Museum called #FlyBeyond. 
This campaign proved to be very successful in the 
end, with 95% positive brand recall, 10x more reach 
than page population, and 8x more reach than other 
page videos. The piece was so successful that we 
have been commissioned to produce a second brand 
storytelling VR experience for the Grey Goose brand 
which will be released in the coming months. 
What’s important to understand is that the KPIs to 
measure these campaigns are different. In the short 
term these campaigns generate a buzz. It’s not 
about direct conversions and more about image,  
virality and PR. That said, we are already seeing 
campaigns starting to move from the innovation box 
to mainstream advertising and we believe 2018-19 
will see this trend continue and grow. 

“ 

Virtual Reality has already begun 

to revolutionize the ways in 

which consumers experience 

entertainment content and the 

entertainment industry engages 

with its consumers. 

ABOUT INCEPTION

Inception is a leading 

next-generation immersive

(VR/AR) content network, 

combining unique proprietary 

technology, 

a best-in-class creative studio, 

and a cross-platform destination 

app. Inception has received 

a strategic investment from 

RTL Group and is the

 VR/AR arm of the Group. 

Inception's state-of-the-art 

production studio produces VR 

content for our consumer-facing 

cross-platform VR app, as well as 

XR content for leading brands 

around the world. 

Many of these experiences are 

award winning, with traditional 

award ceremonies like Cannes and 

the Oscars having already awarded 

prizes to VR productions.
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SCREENS OF THE VIRTUAL WORLD
CREATED BY INCEPTION FOR A CISCO CAMPAIGN

The VR Travelator — Visit Superhero City!

AR Activation Points — Meet the Superheroes!

AR Facebook Effects — Be the Superhero!
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The iPhone moment
The last twelve months have been characterized by 
a tectonic shift of interest from VR to AR.
VR has grown at a much slower pace than anticipated, 
at fewer than 10 million headsets. Current devices 
are cumbersome, while high quality content is 
scarce. 
The market is still looking for the first mass market 
VR device: the iPhone moment. In this environment 
of deflated expectations, we tend to forget that  
VR is advancing on many fronts: gaming,  
location-based experiences and in-store activations.
On the other hand, AR has just gone through its  
iPhone – and Android – moment. 1 billion mobile 
phones will be AR-enabled in 2019 thanks to new 
mobile AR platforms. Starting from simple Snapchat 
filters, AR is expanding to the customer journeys of 
companies like Zara, and is set to become the new 

VR, AR and the RTL Group: 
Pioneering a New Medium

Extended reality is the new way to engage audiences for marketers in 
search of immersive and interactive customer experiences. While Virtual 
Reality and Augmented Reality are expanding in the customer journeys 
of many brands, we see them becoming a real medium of their own.

search and computing platform of our mobile-first 
future. 

An extension to Total Video
Extended reality is still a nascent technology and 
medium. While it is hard to predict future consumer 
adoption, nobody doubts its revolutionary nature for 
media companies. 
VR will enable us to engage audiences at an unprece-
dented level through immersion, interactivity and  
social viewing. AR will extend our formats with  
real-world elements and into our viewers’ living rooms. 
They both expand our reach to new devices and 
headsets that may become mainstream in the future. 
For all these reasons, VR and AR are natural exten-
sions to RTL Group’s Total Video strategy. In 2017 we 
decided to prepare for the long-term and invested in 
Inception XR, a company that combines leading → 

Christos Schizas 
Vice President, Business Development and Group Synergies

RTL Group
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technology with an award-winning immersive  
content studio and a top VR destination. The insights 
from this collaboration will enable us to:
• build the technical and storytelling capabilities 

needed for these new media;
• learn about user behaviour through Inception’s  

distribution platform;
• create new Total Video advertising formats,  

extending TV and digital to VR and AR.

The quest for ROI
Advertisers also need to prepare for the future, but 
they do have an immediate opportunity. AR is not an 
innovation project anymore, it is a medium that 
drives engagement and sales, reaching 1 billion  
people across the world.
AR is revolutionizing the mobile shopping experience. 
Consumers can test and visualize products wherever 
they are. This is why platforms such as Snapchat and 
Facebook are focusing on AR advertising, while a lot 
of work is put into standardization. 
While VR cannot be used to for mass reach yet, it is 
the most immersive tool for physical activation.  
Airlines, auto makers and others are already  
redesigning their customer interactions around this. 
It should be in the minds of all marketeers designing 
in-store experiences.  

“ 

1 billion mobile 

phones will be 

AR-enabled in 2019.
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The Future of TV Buying 
a US Perspective from clypd 

Doug Hurd
Co-Founder, EVP Business Development 
clypd

The digitalization of media consumption and distribution, along with 
the skyrocketing advertising businesses at Facebook, Google, and 
Amazon have pushed the United States TV industry towards data-
driven advertising solutions. Industry reports indicate that data-driven 
TV advertising will account for 20% or nearly $15B of US television 
adspend in 2021. Data-driven linear advertising solutions have 
become a critical tool for media owners and buyers alike as they 
navigate the new media landscape. Let's take a look at some of the 
components driving the industry's success.

Automation
In an effort to create a more digital-like ad buying 
experience for their advertisers, TV media owners are 
investing in technology to automate the end-to-end 
workflow of TV advertising. Historically, this has been 
a very manual process hindered further by legacy 
sales systems with closed architecture. Over the past 
few years, the industry has leapfrogged in progress, 
with external technologies integrating into media 
owners’ sales and trafficking systems. On the buy-
side, new industry standards such as the TVonTap 
(TVOT) open API spec allow for digital buying plat-
forms to extend into the $72B US TV ad market.

Workflow automation and connectivity between the 
media owner and buyer systems are imperative for 
data-driven TV advertising to scale.

TV forecasting and campaign optimization
Several critical inputs such as inventory availability, 
rates and estimates are required from media owners 
to help power a sell-side optimization platform. These 
three inputs provide the foundational drivers but a 
critical element remains - the ability to forecast  
advanced targets, or audience segments which  
extend beyond age and gender. The clypd platform 
uses sophisticated techniques to forecast future 
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viewership against advanced targets. These forecasts, 
along with campaign specifications and inventory 
availability and pricing, are fed into the clypd scheduling 
engine to generate an optimized plan that meets 
the requisite campaign parameters while maximizing 
against the advanced target. Hundreds of plans 
generated by clypd clients have shown an average 
40% performance lift over conventional TV plans.

Industry standards
As data-driven linear optimization tools began to 
scale in the US, it was evident there was a need for a 
common set of standards and frameworks to enable 
more rapid and consistent adoption of advanced  
audiences to be transacted in linear TV. 
In August 2016, the Advanced Target Standards 
Group (ATSG) was founded, a consortium of 
industry -leading network TV programmers. With 
clypd chairing the consortium, other participants  
include Discovery Inc., Disney | ABC, CBS, ESPN, A+E  
Networks, AMC Networks Inc., Fox Networks Group, GSN, 
The Weather Channel, 20th Television, Omnicom Me-
dia Group (OMG), and the Coalition for Innovative 
Media Measurement (CIMM). This group has created 
open-source standards and calculation principles  → 

”Workflow 

automation and 

connectivity 

between the media 

owner and buyer 

systems are 

imperative for 

data-driven TV 

advertising to 

scale.
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that have been broadly adopted across the industry.
 
Sales models 
As data-driven linear advertising has become more 
mainstream in the US, a handful of marketplaces, 
each with unique business rules, have emerged,  
including private, open and semi-private market-
places. Private marketplaces are typically deployed 
with large network groups such as Discovery, Fox and 
A+E, as an arrangement between the media owners 
and their buyers, providing them enhanced control 
over inventory access and pricing. Open marketplaces 
typically consist of co-mingled inventory from multi-
ple media owners. Open marketplaces provide scale 
and attract buyers that wish to execute advanced 
audience campaigns across a diverse portfolio of 
networks. Lastly, semi-private marketplaces have 
curated inventory based on a single buyer’s needs. 
Typical users of the semi-private marketplace are 

agencies that wish to transact advanced audience 
campaigns across a select group of inventory at 
pre-negotiated rates.  

What about Europe? 
Market forces that are driving data-driven linear in 
the US are starting to spark in Europe. Of course, 
each TV market in Europe is drastically different and 
the economics of supply and demand vary greatly.  
In Germany for example, the power skews in favor  
of the buy-side. Little data is utilized by the media 
owners to determine the underlying value of the  
inventory and ultimately the rates they provide to 
buyers. In France and the Netherlands, on the other 
hand, some media owners have invested in data and 
optimization tools to unlock the value of their 
inventory and develop new pricing strategies. 
Recent developments in Europe, such as GDPR com-
pliance and the staggering $5 billion anti-trust fine 

“Data-driven linear 

solutions may prove 

to be the perfect 

balance of better 

targeting and 

automation without 

the messiness, 

complexity and 

concerns that 

surface in digital 

such as ad blocking, 

transparency, ad 

fraud, viewability 

and now GDPR 

regulation.
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from the European Commission to Google, may  
deter the hyper-growth of digital digital adspend. 
Data-driven linear solutions may prove to be the 
perfect balance of better targeting and automation 
without the messiness, complexity and concerns 
that surface in digital such as ad blocking, trans-
pa rency, ad fraud, viewability and now GDPR  
regulation.
End-to-end data-driven ad solutions will likely be 
slower to evolve across the European TV market, but 
modular components of the overall solution such as 
forecasting will play a critical role in this emerging 
opportunity. European media owners are beginning 
to recognize that investments in forecasting technology 
and industry collaboration on methodologies for 
forecasting is increasingly valuable. 
A sizeable opportunity exists for companies that are 
first to market and will create the best defense 
against the digital competition. A phased approach 

that starts with investments in data and forecasting 
tools is a sound and shrewd strategy.

What’s next?
Much of the efforts to incorporate data into the TV 
advertising process has focused on the planning, 
pricing and execution. The next few years will include 
further investments across the front-end of the 
workflow, but also a new focus will be placed on  
attribution as a way to prove the efficacy of these TV 
ad innovations. The continued convergence of digital 
with TV will demand cross-screen advertising  
solutions to allow for holistic buying and selling  
processes across media.
Television remains the most powerful marketing  
medium and the early investments by the advertis-
ing stakeholders have been fruitful, but the game  
is not over. Look for continued innovations in this 
space! 

“The continued convergence 

of digital with TV will demand 

cross-screen advertising 

solutions to allow for holistic 

buying and selling processes 

across media.
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The Future of TV is Now
A new generation of software platforms and data solutions that unify 
linear TV and digital media advertising is playing a crucial role in 
making the dream of Advanced TV a reality.

Despite the inflammatory headlines about declining 
ratings and measurable drops in adspend1, TV  
remains one of the most compelling media for 
 consumers, and thus the advertisers that want to 
reach them. 
Nielsen found that adults in the US spend the major-
ity of their time (roughly 4 hours and 46 mins2) 
watching linear and time-shifted TV vs. just 46 minutes 
watching on a “TV connected device,” and  
10 minutes each on a desktop or mobile phone. 
But there’s a strong push for data-driven insights  
and TV audience targeting that goes beyond simple 
age and gender demographics, or even just time  
spent watching a show on a mobile device vs. a big 
screen TV. 
Marketers want to know more about their audiences. 
And given that linear TV buys can be some of  
the most expensive line items on a media plan,  
they’re increasingly focused on getting granular per-

formance metrics on campaign effectiveness  
and ROI. 
Meanwhile, with increased competition from  
the likes of Netflix, Google, and Facebook, and an 
overall assault on people’s attention from all fronts, 
the pressure is on for broadcasters and MVPDs3  
in particular, to change the narrative around the 
future of linear TV. 
That’s where data, and the technology platforms 
that can parse it, comes in. 
Data is key to making the dream of Advanced 
TV4 a reality for the entire video ecosystem – from 
the aforementioned broadcasters and MVPDs,  
to OTT providers, Smart TV manufacturers 
and advertisers. And that’s also why advertising 
technology platforms – or the “pipes” through  
which all this data flows and is activated – 
are a crucial new component of this overall  
ecosystem. 

Nicholas Chakalos
SVP & GM, Data & Emerging Products Division
VideoAmp
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If data is the Advanced TV oil, technology 
platforms are the refineries 
Intel CEO Brian Krzanich famously called data “the 
new oil5,” and while other industry6 thought-leaders 
quibble7 with the quote for a variety of reasons, at a 
high level, it’s applicable when it comes to thinking 
about the audience data that powers Advanced TV. 
Like oil, audience data is valuable. Like oil, audience 
data can be hard to extract, refine and otherwise 
make useable. 
But just like oil, once audience data is aggregated, 
cleansed and processed, it has the potential to  
power a variety of Advanced TV products and  
services - from programmatic algorithms that allow 
advertisers to bid on specifically-targeted inventory, 
to audience insight platforms that help broadcasters, 
OTT providers and MVPDs better segment, package 
and sell access to those audiences through specific 
shows. 

Clearly, the excitement around Advanced TV is war-
ranted. But without technology platforms that can 
make sense of the audience data, the reality will 
never live up to the hype. 

From crude data to refined content and 
audience insights 
As previously noted, audience data is messy – just 
like oil. In terms of Advanced TV, it’s difficult to  
develop actionable insights from the deluge of linear 
TV and digital data sources currently available. 
Making linear TV data actionable, for example,  
requires a platform that can refine three specific 
types of data, each with their own benefits and pitfalls: 
 
• Panel-based (or logs of what a consumer 

household has viewed) 
As the original source of audience data, panel-based 
insights are used and trusted by advertisers worldwide.  → 

”There’s a strong push for data-driven 

insights and TV audience targeting 

that goes beyond simple age and 

gender demographics.

Linear and 
time-shifted TV 

TV connected 
device

Desktop

Source: Nielsen.

46 min.

ADULTS AVERAGE VIEWING TIME IN THE US

4h46 

10 min.

Mobile 10 min.
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Yet, because of the (relatively) small sample size, this 
audience data can be difficult to scale from  
a demo or household across an entire population (or  
nation). Never mind the difficulty of a consumer 
remembering what they’ve watched for panels 
based on hand-recorded logs. 

• Set-top box-based (or devices that record the 
content being transmitted) 

Set-top box data delivers the largest footprint in 
terms of scale, and there’s no need to ask viewers to 
remember the content or advertising that they were 
exposed to. The caveat is that most people don’t 
turn off their set-top or cable box, so the device will 
continue to record and deliver “viewership” data, 
even if the TV is off and everyone has left the room. 
There are also no standard data collection standards 
so that each operator collects different consumer 
actions, records them differently, and interprets 
them differently.

• Smart TV/ACR-based (or devices that report 
what content has been displayed on the 
screen) 

ACR audience data is relatively new and exciting, 
since Smart TV providers have invested significantly 
in being able to determine (and communicate) the 

actual programming that viewers are seeing on the 
screen. But the current ACR footprint isn’t nearly as 
large as the set-top box or panel-based audience 
pools, and so the process of making broader predic-
tions based on the data is precarious. 

With IronGrid, Videoamp is poised to power 
the Advanced TV revolution 
And with all that, we still haven’t covered the task of 
marrying this cleaned, refined and aggregated linear 
TV data with digital audience data that typically 
comes in the form of cookies, Device IDs and even 
custom audience segments that vary according to 
provider and brand. 
Making this deluge of data useful is the hardest 
problem to solve in Advanced TV, but advertising 
technology companies have the “pipes” and analytics 
that can do it. That’s why we brought the IronGrid 
Data Services platform and team into the VideoAmp 
family. 

“Marketers are increasingly 

focused on getting 

granular performance 

metrics on campaign 

effectiveness and ROI.
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Our mission is to power the convergence of the linear 
TV and digital video ecosystems with a complete 
measurement, planning and audience solution.  
The IronGrid team, with its best-in-class TV data  
processing platform, fit into our culture and overall 
vision and is enabling us to support the  
audience-based buying that will revolutionise TV  
advertising. 
The “future of TV” requires a combination of soft-
ware and data solutions that will enable marketers 
and content owners to holistically plan, transact, 
and measure deduplicated audiences across digital 
video, OTT, connected and linear TV advertising, and 
we’re excited to be driving that future forward. 
1https://www.nytimes.com/2018/05/13/business/media/television- 
advertising.html; 2https://www.broadcastingcable.com/news/linear-tv- 
dominates-time-spent-watching-video-nielsen; 3Multichannel video program-
ming distributor; 4Essentially, advanced television is the ability to serve one ad 
to one household as opposed to broadcasting the same ad to all households : 
https://www.iab.com/news/advanced-tv-targeting-guide/; 5http://fortune.
com/2018/06/07/intel-ceo-brian-krzanich-data/; 6https://hbr.org/2018/01/
is-your-companys-data-actually-valuable-in-the-ai-era; 7https://www.cio.com/
article/3250697/big-data/data-is-not-the-new-oil-and-it-s-not-the-infrastruc-
ture-of-the-digital-economy-either.html

“Audience data 

is messy – just like oil. 

In terms of Advanced 

TV, it’s difficult to 

develop actionable 

insights from the deluge 

of linear TV and digital 
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Blockchain offers a way to rationalise multiple  
aspects of the new advertising experience and  
responds to the specific challenges faced by the  
media industry, while also contributing to a fairer 
and more accountable environment. 

6 problematic challenges in the media 
advertising industry that Blockchain 
could end.

1. No more intermediary fees
About 47%1 of publishers’ revenue is currently  
being lost to multiple intermediaries when processing 
the ad through the programmatic value chain. 
A Blockchain peer-to-peer model would allow  
advertisers to directly and simultaneously deliver a 
single request to all publishers, thus removing any 

How Blockchain Could 
Disrupt the Advertising 
Industry

Damien Berger
Head of Strategy & Innovation
Axionable

With the advent of programmatic, the media industry has experienced 
dramatic changes in terms of ad volume, player numbers and 
technologies. Blockchain, while still at a developmental stage, is one of 
these innovative technologies which could definitely trigger a genuine 
paradigm shift in the advertising business.

need for intermediaries. This would result in higher 
profitability for both publishers and advertisers 
thanks to lower delivery costs.

2. Accurate accounting between 
intermediaries
When publishers and ad serving platforms, ad  
measurement or ad verification tools try to consolidate 
their impressions, it often leads to discrepancies and 
unsatisfying compromises.
With Blockchain, every impression is recorded in  
a shared ledger, solving the problem of tedious 
reconciliations.

3. Standardized taxonomies
At least two forms of taxonomy could be positively 
affected by Blockchain. Firstly, brand designation: at 
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“ 

Ad fraud will represent an 

estimated $19 billion loss  in 

20182 for advertisers, of which 

63% is driven by video ad fraud3 

and around 20% is attributed 

to OTT.4

the moment a brand can be recorded under different 
names when dealing with a partner, which is not 
able to efficiently reconcile information, for example, 
from “CocaCola” and “CocaColaCo”. Secondly, the 
audience taxonomy for vendors, sellers and partners 
rarely matches: the same information might be 
called “HEADCOUNT” in one place, and “Household 
Head Count” in another. Blockchain enables a  
consensus-based taxonomy, resulting in much more 
fluent and efficient communication between  
ad-tech players. 

4. Ad fraud prevention
Ad fraud will represent an estimated $19 billion loss in 
20182 for advertisers, of which 63% is driven by video 
ad fraud3 and around 20% is attributed to OTT.4  → 

SHARED LEDGER
One single truth deployed, 

decentralized and easily 

auditable

SECURED
Security of identity 

and ownership 

guaranteed

SMART CONTRACTS
Transactions 

automatically triggered 

by chosen events

CONSENSUS
Immutability guaranteed  

by a consensual method  

of approval

4 PRINCIPLES OF BLOCKCHAIN WHICH 
COULD CONSIDERABLY BENEFIT AN ADVERTISING INDUSTRY IN DESPERATE 
NEED OF DISINTERMEDIATION, CONTROL, TRANSPARENCY AND SECURITY
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aggregating multiple individual channels would  
be laborious, too costly and too challenging  
for smaller advertisers. 
A Blockchain-based advertising marketplace  
completely disrupts this paradigm by moving the 
current advertising channels out of a silo: in a  
Blockchain open market all publishers and  
advertisers are just one single request away from 
each other. Favouring one channel over another 
 is meaningless because they are all accessible  
at once. Blockchain thus offers brands a straight-
forward and competitive alternative to the duopoly’s 
as-yet unrivalled reach. 

Promising use cases focus on video 
advertising rather than display

While display and video advertising work very  
similarly, the latter presents some structural features 
which make it an even better fit for Blockchain  
technology.

Through its transparency, immutability and its  
consensual ledger, a Blockchain-based environment 
is fraudless by design.

5. Consumers’ identity and data 
connection
Correctly reconciling data with a specific user ID is a 
complex process, given that IDs vary across the  
different providers of the programmatic value chain. 
By relying on a unique and anonymous ID,  
Blockchain offers a 100%-identity match, allowing 
for the perfect reconciliation of users’ disseminated 
data, while also granting secure and open access. 

6. Balance Google and Facebook’s 
domination over digital advertising
Google and Facebook’s cumulative digital advertis-
ing market share hit a staggering 58.5%5 in 2017.  
The main reason is that they offer marketers the 
ability to reach vast audiences through their  
pro prietary channels. Achieving similar reaches by 

“Numerous 

recent projects 

have been 

launched that 

offer the full 

value of 

Blockchain 

technology 

to both 

publishers and 

ad-tech players.
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2. Shared taxonomies, definitions and standards are 
a prerequisite to agree on in order to enable “smart 
contracts”.
3. The implementation’s success might require adop-
tion and participation from many players in the OTT 
ecosystem.

Nevertheless, pros outweigh cons here, and the  
video domain seems quite promising. As a result,  
numerous recent projects have been launched  
that offer the full value of Blockchain technology  
to both publishers and ad-tech players: from  
intermediaries (Freewheel’s BlockGraphTM), and  
innovative browsers or video players (Brave and  
Verasity), to completely disruptive marketplaces 
(XCHNG or NYIAX).  

Sources: 1Programmatic: Seeing Through the Financial Fog, ANA, 2017; 2Forrester.
com. (2018). Forrester : Marketing : Poor-Quality Ads Cost Marketers $7.4 Billion 
Last Year; 3WIRE, B. (2017). Juniper Research: Ad Fraud to Cost Advertisers 
$19 billion in 2018, Representing 9% of Total Digital Advertising Spend; 4Loech-
ner, T. (2018). Programmatic video ad fraud: Over 20% of OTT impressions are 
invalid. [online] Blog.pixalate.com; 5eMarketer. (2018). 
Data Suggests Surprising Shift: Duopoly Not All-Powerful - eMarketer. 

Advantages of implementing Blockchain for  
digital video / OTT inventory over display  
advertising include:
1. A lower volume of transactions per second which is 
more in line with current Blockchain treatment  
capacity.
2. Standards and transactional processes are  
better established in a market with fewer and better 
identified suppliers, leading to easier implementation 
and potentially faster deployment. Plus, the content 
delivery networks involved in the advertising supply 
chain are already shaping a peer-to-peer network.
3. Players’ interest in innovating is fostered by the 
youth of the market and the higher profit margins of 
video inventories.

However, a few challenges need to be raised and 
addressed:
1. Because of these higher margins, convincing  
publishers of the benefits of cutting out intermediaries 
is not as straightforward as with display advertising. TV KEY FAC
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— SOLUTIONS — 
CONCLUSION

Bring Simplification 
to a Complex 
Media World

TV achieves fast and mass reach and provides an optimal visibility on the  
coverage. Digital offers extremely precise targeting and calculates an exact 
and immediate ROI. Mix up both for an optimised use of TV and Digital!
Thanks to information collected on websites, advertisers can identify and  
profile the individuals the most engaged with their brands, and improve client 
knowledge by using technologies such as “TV tracker”. 
Addressable TV is rising in Europe, helping crossing the bridge between TV and 
digital a bit more. It allows advertisers to collect thousands of data about  
linear consumption of TV households and on the top, feed their DMP to  
optimise advertising campaigns. We see this as a starting point to reach  
advertisers’ expectations of better measurements for their campaign’s net 
coverage across-publishers.
Even though the journey has only just started yet, all efforts from ad-tech 
companies such as clypd, Videoamp, SpotX or Smartclip are done to make the 
video world more transparent and easy to buy, with a better experience for 
consumers, buyers and publishers. 
Google or Facebook have been doing that for a while now, offering a  
simplified access to their whole inventory. What they didn’t find was a correct 
way to reduce the gap between traditional TV and their video ecosystem. 
Initiatives are emerging all across Europe and worldwide, and we can already 
foresee TV will never be the same in a close future. Innovations such as VR are 
flourishing for the sake of advertisers in the view of creating always more  
engagement and interactivity with clients. Discussions around scalability, 
simplification, transparency and brand safety are more and more prevalent 
today, no matter the device.
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— SOLUTIONS — 
KEY FACTS & FIGURES

10 minutes
The average viewing time of
Adults in the US on mobile

phones. 

Branded 
entertainment
Branded entertainment has 
the potential to own IP and 

become a self-financing way 
to reach the hearts and 
minds of audiences who 

choose to spend time with 
content, whether or not it 

has been funded by a brand. 

$15 billion
Data-driven TV advertising 

will account for 20% or 
nearly $15B of US television 

adspend in 2021

47%
About 47% of publishers’ 
revenue is currently being 

lost to multiple 
intermediaries when 

processing the ad through 
the programmatic

value chain. 

XR campaigns
It’s not about direct 

conversions and more about 
image, virality and PR.

1 billion
AR is not an innovation 
project anymore, it is a 

medium that drives
 engagement and sales, 
reaching 1 billion people 

across the world.

TV KEY FAC
TS 2018

165



Special Thanks
TV Key Facts 2018 was produced 
by the RTL AdConnect sales 
houses and RTL Group. 
The project was supervised by 
Stéphane Coruble, Managing 
Director of RTL AdConnect.

Special thanks to our world partners 
Analytical Centre NSC LLC (Anna Vorontsova, 
Pavel Kovalev), ARBOmedia Vilnius (Remigijius 
Miksys), ARMA (Costin Juncu), AVMU (Emilija 
Janevska, Vladimir Gjorgjieski), ComScore 
(Charlotte Crampton, Peter Bernschneider, Alex 
Gevers), GARB Audience Measurement Bulgaria 
(Doroteia Dervisheva, Iva Gamari), Kantar TNS 
Latvia (Martins Tauberg), IAB Europe (Marie-
Claire Puffet, Alison Fennah), IAS (Angela 
Bernett), IHS Markit (Daniel Knapp, Irina 
Kornilova, Aled Evans), ITV (Tony Mawer, Daryl 
Leigh), Kantar Sifo (Lars Näsström), Kantar TNS 
Finland (Orvokki Tervo, Marija Honkaniemi), 
Kantar TNS Lithuania (Giedre Juroniene, Lina 
Petraitienė), Kantar Media Slovakia (Tatiana 
Böhmerová), Kantar Media Poland (Wanda 
Świętek), Kantar Gallup Denmark (Rolf B. 
Thompsen, Anne-Line Skreden), Magna Global 
(Michael Leszega, Vincent Letang), Magnet 
Media Ltd. (Ivars Bebrišs), McCann-Erickson 
Universal (Maria Yaznevich-Khasenvich), Media 
Master (Martin Procházka), MTG Denmark 
(Kristian Arnaa), MTV Oy (Taina Mecklin), Nielsen 
Audience Measurement Cyprus (Maria 
Mavrommatis), Nielsen Audience Measurement 
Macedonia (Simeon Lavciski, Maja Martinoski), 
Nielsen Audience Measurement Serbia (Silvija 
Atijas-Ristić), PMT s.r.o. (Vladimir Fatika), 
Publitalia ´80 (Giulio Bello), RTÉ (Paul Cantwell, 
Mariya Zhabska), Television Industry 
Committee (Olena Mironova, Iryna Grebinska), 
TVB (Ron Salmon), TVP (Laura Lencka), 
Universal/McCann Turkey (Dogan Albayrak).

To our local IPs and other RTL group 
companies
Atresmedia (Rosa Riestro Sastre), Goldbach 
Media (Iréne Durrer), RTL Belgium (Christine 
Pirmez-De Kempeneer, Nicolas Schönau),  
IP Österreich (Nadine Aigner, Reinhard Gubesch, 
Sebastian Mackowitz, Christian Sattler), 
IP Luxembourg (Laurent Friob), Mediengruppe 
RTL Deutschland (Armin Bluhm, Holger Brock, 
Simone Seewald, Philipp Schlichting), R-Time 
(Frigyes Ur, Dominika Szabó, Zoltán Arcasi),  
RTL Croatia (Ana Anđal, Vedran Škrinjar),  
RTL Nederland (Cindy Borrenberg).

To the contributors
Benny Arbel (Inception), Louise Benson (Cannes 
Lions), Damien Berger (Axionable), Cécile 
Bertrand (Eurodata TV Worldwide), Nicholas 
Chakalos (VideoAmp), Guillaume Charles (M6 
Publicité), Robert Cocker (FremantleMedia), 
Simon Cook (Cannes Lions), Denis Crushell 
(Tubular Labs), Alison Fennah (IAB Europe), 
Thomas Follin (M6 Web), Samantha Glynne 
(FremantleMedia), Birgit Guth (Super RTL), 
Nicole Haman (United Screens), Matt Hill 
(Thinkbox), Doug Hurd (clypd), Alann Kervoelen 
(Eurodata TV Worldwide), Daniel Knapp (IHS 
Markit), Michael Puopolo (FOX), Christos 
Schizas (RTL Group), Juliette Valains (RTL 
Group), Kelly Williams (ITV).

Thanks also to
Olivier Fahlbusch, Bert Habets, Katerina 
Kapsani, Laura Leszczenski, Andreas Meier, 
Rhys Noelke, Isabell Ostermann, Stephanie 
Papa, Emily Ruck Keene, Zarifa Schmitt, 
Cordelia Wagner, and the RTL AdConnect team 
for their endless support on this project.

A huge thanks to all the people that 
contributed to the TV Key Facts over the 
25 past years!

16
6



Imprint

Stéphane Coruble, Managing Director
RTL AdConnect SA
45, Boulevard Pierre Frieden - L 1543 Luxembourg
 
Carine Jean-Jean, Communications Director
Coraline Sainte-Beuve, Corporate Communication Manager

Daniel Bischoff, Marketing Director
Yvonne Eschbach, Media and Markets Analyst 

Emilie Demarquay - emilie@demarquay.com
Carolina Spielmann - carolinaspielmann@gmail.com
Printvallée - 26 rue de l'Industrie - F 92400 Courbevoie - France

Publication 
Director.

Editors-in-chief
& Communications.

Data Research 
& Marketing.

Graphic Design.
Illustrations.
Printing.

Photo credits.
Your Face Sounds Familiar ©Anton Toshkov; America's Got Talent - Season 12 ©Trae Patton/NBC; The Voice Kids ©Wil-
liam Rutten; Eurovision ©Reuters Jessica Gow.tif; Tu Cara Me Suena ©Jose Irun; La Casa De Papel ©Jeosm ©Roberto 
Garver; El Secreto Du Puente Viejo ©Pedro Valdezate; The Lion for Change Grand Prix 2018: “Blood Normal” Cam-
paign ©AMV BBDO for ®Libresse; Cannes Lions Grand Prix 2018 ©Palau Pledge; This Is Us ©FremantleMedia; State Of 
Happiness ©Canneseries; Les Reines du Make-up ©M6; Vanity Fair ©Mammoth Screen for ITV Vanity Fair; Love Island 
©ITV; Sebastian Tadros ©United Screens; Katrin Berndt ©United Screens; Deadpool ©20th Century Fox; Pose ©2017, FX 
Networks. All Rights Reserved; Babylon Berlin ©Fox; Zoella ©StyleHaul; Top of the Lake ©Parisa Taghizadeh; Home-
land ©Showtime; The X Factor ©FremantleMedia; Take Me Out ©FremantleMedia; Unsplash: ©Nicole Honeywill; 
©David Clode; ©Diego Ph; ©Lawrson Pinson; ©Anthony Delanoix; ©Oliver Schwendener; ©Ben Hershey; ©Victoria 
Heath; ©Ruben Engel; ©Laurence Cruz; ©Element5 Digital; ©George Coletrain; ©Mike Meyers; ©Hello Im Nik;  
©Kristopher Roller; ©Rawpixel; ©Daniel Cheung; ©Lemur; Stock Adobe: ©Yanukit; Fotolia: ©Tortoon ©Roman  
Pyshchyk, ©SteveHarvey.

Price: € 950. ISSN 2227-1945. Copyright RTL AdConnect and RTL Group, September 2018. All rights reserved. No part of this publication may be reproduced in any fashion 
whatsoever without the publisher’s prior written permission. While every effort has been made to ensure accuracy of the information in this publication, neither RTL AdConnect 
nor RTL Group accept responsibility for errors or omissions.

TV KEY FAC
TS 2018

167



RTL AdConnect is the international Total Video sales 
house of RTL Group and beyond. It provides interna-
tional advertisers a simplified access to a global  
premium and brand-safe total video inventory  
ensuring that the right media decisions are made for 
pan-European campaigns.
Thanks to its media partners from RTL Group and 
beyond, RTL AdConnect reaches around 165 million 
potential consumers in Europe every day and  
accumulates 53 billion monthly video views across its 
digital platforms (VOD, MCNs, websites and apps). 
RTL AdConnect offers exclusive solutions around 
high quality content across an extensive portfolio of 

media partners consisting of more than 100 TV 
channels, 300 digital platforms and 30 radio stations 
in 12 countries.
With 360-degree solutions, RTL AdConnect supports 
brands on every step of the way, offering full support 
from start to finish, ensuring high reach, deep  
market insights and cross-screen solutions. 

For more information, 
please visit rtl-adconnect.com
follow RTL AdConnect on Twitter @rtl_adconnect
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RTL Group is a leader across broadcast, content and 
digital, with interests in 61 television channels and  
30 radio stations, content production throughout the 
world and rapidly growing digital video businesses. 

The television portfolio of Europe’s largest broadcaster 
includes RTL Television in Germany, M6 in France, the 
RTL channels in the Netherlands, Belgium,  
Luxembourg, Croatia, Hungary and Antena 3 in 
Spain. RTL Group’s families of TV channels are either 
the number one or number two in eight European 
countries. The Group’s flagship radio station is RTL in 
France, and it also owns or has interests in other  
stations in France, Germany, Belgium, Spain and 
Luxembourg. 

RTL Group’s content production arm, FremantleMedia, 
is one of the largest international creators, producers 

and distributors of multi-genre content outside the 
US. With operations in 30 countries, FremantleMedia’s 
comprehensive global network is responsible for 
more than 12,500 hours of programming a year and 
distributes over 20,000 hours of content worldwide. 

Combining the on-demand services of its broadcasters, 
the multi-platform networks BroadbandTV, StyleHaul, 
Divimove, United Screens and FremantleMedia’s 
more than 300 YouTube channels, RTL Group has  
become the leading European media company in 
online video. RTL Group also owns the advanced  
video ad serving platform SpotX. 

For more information, 
please visit RTLGroup.com 
follow RTL Group on Twitter @rtlgroup 
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Magazine, Database, Conferences
Our TV Key Facts are available under multiple 
and complementary formats. Exclusive insights 
and key figures are presented during our  
worldwide conferences. Contact us if you want 
more information on the tour dates.
tvkeyfacts@rtladconnect.com
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