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TV KEY FACTS 2019

What trends can we expect in television, brands and 
advertising in the 2020s? RTL AdConnect CEO
Stéphane Coruble shares his thoughts.

Sustainability, 
influencers 
and the enduring 
popularity of TV

Stéphane Coruble
CEO,
RTL AdConnect
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RTL AdConnect is the international advertising division of  

the multinational broadcast, digital and content company 

RTL Group.

Future-proofing our business and yours
There’s never been a more complex media landscape, it’s 

harder than ever for brands to stand out, and brands have  

never been more susceptible to being ‘called out’ by audiences. 

Sustainability is something that brands need to pursue for 

themselves. The publishers we represent create programming 

and content that educates, entertains and informs audiences. 

They produce accessible video and are wholeheartedly 

committed to providing premium content in brand-safe  

environments. As experts in audiences and brand placement, 

RTL AdConnect are in a unique position to support our brand 

partners to deliver their messages in the best context. 

Future-proofing has therefore become a huge part of how we 

collaborate with our clients. We help brands to speak to the 

right audiences at the right time and ensure they don’t find 

themselves unwittingly appearing alongside dangerous or  

offensive online content.

Content’s reign goes on
Which brings me to the first trend we are observing: the enduring 

power of content. It’s easy to see why content is becoming a 

common fixture in marketing strategies. People want to be  

entertained. But what they want has grown more complex. 

People want the big international TV series everyone’s talking 

about, but they also want great local productions. They want 

30-second clips that make them smile, but they also want a  

13-hour series that makes them think. And wanting content 

doesn’t mean viewers don’t want ads any more, it means they 

want entertaining ads. Strong and powerful content is what 

everyone will be working towards in the 2020s with more  

and more money invested in production for linear and SVOD 

offerings. 

Former rivals will form alliances
The second trend follows the first: the rise of subscription vid-

eo on demand services. This will have significant impact on 

what we’ve previously thought as free-to-air broadcasters,  

especially the big groups. And it will lead to alliances between 

brands that have previously been the fiercest of rivals – the 

likes of M6, France TV and TF1 to create Salto in France,  

for example, and ITV and the BBC teaming up to create BritBox 

in the UK.

Influencers get serious...
Influencers are an intriguing part of many brands’ strategies. 

We’ve been considering what role influencer marketing will 

have in the coming decade and we predict a bright future for 

influencer content and marketing – so long as they are authentic, 

relevant and professional. 

Addressability is the new grail …
Thanks to new ad tech developments and growing OTT services, 

marketeers have more and more capabilities to hyper-target 

their consumers with personalized media campaigns.  

This technology is still very much scattered across markets, 

but we predict that some technology – like HbbTV – will develop 

further, and the future will not be necessarily be lesser ads but 

better ads.

… but linear TV is still massive
Change is everywhere. But let’s not forget what stays the same: 

people still love television. On a global basis, we each watch an 

average of nearly three hours of TV each day. And when special 

events are broadcast, they unite people worldwide. In 2018, 

the FIFA World Cup Final drew 187 million viewers. Meanwhile, 

some 21 million of us tuned in to watch the always entertaining 

(if somewhat baffling) final of the Eurovision Song Contest.  

As ever, we share some of our key findings throughout this  

publication, along with key insights and forecasts for the  

coming decade. 

More and more of us have TV sets that are connected to the 

internet and, incredibly, 95 out of 100 Europeans have at least 

one smartphone. So what we do predict with 100% certainty is 

that throughout the 2020s, people will be increasingly hungry 

for great content to watch on all these screens. 

So, what’s next?
The world feels particularly precarious at the moment and, as 

we stand on the verge of a new decade, it’s natural to wonder 

what to expect. 

At RTL AdConnect, we’re excited and we’re a bit trepidatious, 

but we’re also confident – confident that, with our commit-

ment to collaborating with you, we’re going to produce some 

of our most effective, creative partnerships to date.  /
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Understanding the consumer in 2019 is as easy as it ever was 
– if you are willing to take an unbiased look at the facts and if 
your brand is prepared to engage with a more informed, 
more challenging consumer, with more choices than ever 
before. So, buckle up, get the right facts and start the great 
journey to these new consumers.

The great void: 
belief and reality 
about consumers 
in 2019

CONSUMERS

INTRODUCTION
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Looking at consumers in 2019, one could use one word to describe 
it: empowerment. Never, in the history of the relationship between 
media and consumers, has there been more media platforms to 
choose from, more content to consume and more possibilities to 
engage. 
Yet this golden age of consumer empowerment leaves the indus-
try, and especially brands, dazzled with questions. How can I still 
reach my consumers at scale? Which technologies do I need to use 
to engage with them? How do they perceive my brand? A lot of the 
answers our industry – and some of its leading thinkers – come up 
with, are biased and lack grounding in actual facts. In this year’s  
TV Key Facts chapter on consumers, we address the most pressing 
of these questions head on, to give an un-biased view of the  
consumer in 2019. 
We look at the reality of media consumption, technological plat-
forms and drivers and finally the responsibilities brands have to 
demonstrate in 2019 to resonate with consumers’ expectations. 
We hope you find it enlightening – be prepared to conquer some 
of your own (biased) beliefs.  /

Daniel Bischoff
Chief Marketing & Operations Officer,

RTL AdConnect
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Consumers
Total video 
trends

The X Factor
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KEY FIGURES

1Only South Africa and Morocco are measured on a people-meter basis; 2Only Armenia, Azerbaijan, Israel, Lebanon and Turkey are measured on a people-meter basis. Source: Local institutes,  
EURODATA TV - One Television Year in the World 2019 issue - reproduction forbidden, all rights reserved by MEDIAMETRIE.    

Significant daily 
TV consumption 
at global scale
Total individuals

TV viewing time in the countries compared with the world average

More than 30 
minutes above

From 0 to 30  
minutes below

Average

From 0 to 30  
minutes above

More than 30 
minutes below

n.a.

North 
America

3h54

Middle 
East

3h46

South
America

3h40

Europe

3h45

Africa

3h38
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Europe
UNIVERSE: 613 MILLION, 37 COUNTRIES
Austria, Belarus, Belgium (North), Belgium (South), Bosnia & Herzegovina, Bulgaria, 
Croatia, Cyprus, Czech Republic, Denmark, Estonia, Finland, France, Georgia, Germany, 
Greece, Hungary, Iceland, Ireland, Italy, Latvia, Lithuania, Macedonia, Moldova, 
Netherlands, Norway, Poland, Portugal, Romania, Russia, Serbia, Slovakia, Slovenia, 
Spain, Sweden, Switzerland (French), Switzerland (German), Switzerland (Italian), 
Ukraine, United Kingdom.

2018 3h45
Asia
UNIVERSE: 2.6 BILLION, 15 COUNTRIES
Bangladesh, Cambodia, China, India, Indonesia, Japan (Kansai, Kanto, Nagoya), 
Malaysia, Mongolia, Philippines, Singapore, South Korea, Sri Lanka, Taiwan, Thailand, 
Vietnam. 

2018 2h28
North America
UNIVERSE: 396 MILLION, 3 COUNTRIES
Canada, US, Mexico.

2018 3h54
South America
UNIVERSE: 134 MILLION, 15 COUNTRIES
Argentinia, Brazil, Chile, Colombia, Costa Rica, Dominican Republic, Ecuador, 
Guatemala, Panama, Paraguay, Peru, Puerto Rico, Trinidad & Tobago, Uruguay, 
Venezuela.

2018 3h40
Africa1

UNIVERSE: 101 MILLION, 6 COUNTRIES
Algeria, Côte d'Ivoire (Abidjan, Bouaké), Morocco, Senegal (Dakar), South Africa, Tunisia.

2018 3h38
Oceania
UNIVERSE: 29 MILLION, 2 COUNTRIES
Australia (Regional), Australia (5 main cities), New Zealand.

2018 2h21
Middle East2

UNIVERSE: 145 MILLION, 16 COUNTRIES
Armenia, Bahrain, Egypt, Iraq, Israel, Jordan, Kazakhstan, Kurdistan, Kuwait, Lebanon, 
Oman, Qatar, Saudi Arabia, Syria, Turkey, United Arab Emirates.

2018 3h46
Worldwide
UNIVERSE: 4.1 BILLION, 94 COUNTRIES

2018 2h55

Worldwide

2h55

Asia

2h28

Oceania

2h21
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KEY TABLES

Viewing time 
per individual

1Including guests; 2Data not comparable to previous years; 3Data for 2015/2016; 4Data for 2016/2017; 5Data for 2017/2018; 6Weighted average without Estonia, Greece, Norway, Portugal, Slovenia, 
Sweden, Turkey; 7Weighted average without Malta; 8Weighted average without Estonia, Greece, Portugal, Slovenia, Sweden; 9Kanto region. Source: RTL AdConnect, own calculations, EURODATA TV, 
local institutes, One Television Year in the World 2019 issue - reproduction forbidden, all rights reserved by MEDIAMETRIE.

Country

Target Group  

Individuals

2016

Mon-Sun

2017

Mon-Sun

2018

Mon-Sun

Daily Reach

in % , all day

Maximum Peak

Mon-Fri

Viewers during 
Peak

Mon-Fri

   Austria 3+ 168 175 180 63.1 20:45 3 035 763

   Belarus 4+ 233 225 215 64.9 21:15 2 368 436

   Belgium North 4+1 197 198 195 74.6 20:30 2 644 776

   Belgium South 4+1 244 243 236 72.2 21:15 1 684 608

   Bulgaria 4+ 236 249 250 76.2 21:15 2 530 968

   Croatia 4+ 266 260 261 65.4 21:15 1 666 126

   Cyprus 4+ 204 209 209 68.0 21:30 328 836

   Czech Republic 4+ 211 211 210 70.0 20:30 3 976 383

   Denmark 3+ 160 162 157 63.9 20:30 1 947 756

   Estonia 4+ 226 231 229 n.a. n.a. n.a.

   Finland 4+ 172 168 165 66.5 20:45 1 848 366

   France 4+ 223 222 216 73.7 21:15 24 930 048

   Germany 3+ 223 221 217 67.6 21:00 30 121 436

   Greece 4+ 258 262 266 n.a. 22:30 4 227 916

   Hungary 4+ 282 282 280 74.5 20:45 4 277 760

   Ireland 4+ 1862 175 167 66.5 21:00 1 423 378

   Italy 4+1 248 244 248 73.2 21:30 25 032 021

   Latvia 4+ 195 177 176 65.9 21:00 666 900

   Lithuania 4+ 225 236 224 64.6 21:00-21:15 1 030 636 

   Luxembourg 12+ 1613 1484 1455 65.05 21:00 211 277

   Macedonia 4+ 275 274 277 64.6 21:15 760 303

   Netherlands 6+ 183² 164² 156² 68.5 20:30 6 045 655

   Norway 2-79 155 138 113 n.a. n.a. n.a.

   Poland 4+ 262 259 257 67.9 21:00 14 761 148

   Portugal 4+ 287 284 284 n.a. 21:45 4 609 584

   Romania 4+ 329 317 313 74.4 21:15-21:30  7 939 456

   Russia 4+ 248 242 230 67.8 21:00 22 369 206

   Serbia 4+ 317 313 3322 72.3 21:15 3 297 070

   Slovakia 4+¹ 235 237 237 70.9 20:45 2 119 385

   Slovenia 4+ 215 215 219 n.a. n.a. n.a.

   Spain  4+ 230 225 228 70.3 22:30 17 270 649

   Sweden 3+ 148 140 133 n.a. n.a. n.a.

   Switzerland (G) 3+ 124 121 118 63.4 21:15 1 540 242

   Switzerland (F) 3+ 144 139 132 64.2 21:15 577 024

   Switzerland (I) 3+ 171 163 170 74.6 21:30 132 719

   Turkey 5+ 263 261 258 n.a. n.a. n.a.

   Ukraine 4+ 248 242 232 68.1 21:00 12 474 638

   United Kingdom 4+ 212 203 192 71.2 21:00 23 662 895

   Total Europe 234 231 227 69.96

   EU7 230 227 223 70.58

   China 4+ 146 134 124 n.a. n.a. n.a.

   India 2+ 142 152 164 n.a. n.a. n.a.

   Japan9 4+ 262 282 279 n.a. n.a. n.a.

   United States 2+ 270 256 242 n.a. 21:15 96 934 350

CONSUMERS
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KEY FIGURES

RokuFlat screensDVR

Google

Blu-Ray 
disc

Facebook

XBox 360

YouTube

HD TV sets iPhone
Apple TV

Netflix

Smart 
TVs

199619951994 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010

1Viewing time for all individuals; 2Data not comparable due to a change of measurement. Source: RTL AdConnect, local institutes, IHS Markit, RTL AdConnect's own calculations, viewing time for adults 
in Europe.

Changing screen habits
TV viewing time for adults (1994-2018)

TV KEY FACTS

Europe

3h08

US

4h031

Daily viewing
time 1994
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Snapchat 
Amazon 

Instant Video

PeriscopeiPad

Hulu Plus
Instagram

Ultra HD TV sets
XBox One

PS4
Chromecast

2011 2012 2013 2014 2015 2016 2017 2018

Blu-Ray player 31.2%

DVD player61.5%

Smartphone95.4%2

Tablet25.5%

38.7% Connected TV

Digital TV90.9%

TV HD85.0%

Europe

4h01

US

4h36

Daily viewing
time 2018

+53 min
over the last 
25 years

+33 min
over the last 
25 years
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KEY FIGURES

TV, queen of audiences

Events generate huge audiences around the world 
Biggest audiences in 2018

187m 
viewers

The FIFA World Cup Final 2018 drew the 

biggest worldwide audience for a sports 

event. The final match, broadcast on 

July 15 in 21 countries, reached 187 million 

viewers, surpassing the Super Bowl very 

successfully.

21m 
viewers

1Total individuals. Source: RTL AdConnect, local institutes, EURODATA TV Worldwide, CSM Media Research, Video Research Ltd, Eurodata TV, Broadcast Audience Research Council, The Nielsen 
Company  - One Television Year in the World 2019 issue, relevant partners - reproduction forbidden, all rights reserved by MEDIAMETRIE.   

2018 average daily viewing time1

155m 
viewers

The 2018 CCTV Spring Festival in China 

on channels CCTV 1, CCTV 3 Arts

 & Entertainment, Hunan TV Sat 

and Dragon TV, reached 155 million 

viewers on February 15.

The Eurovision Song Contest Final 

drew the biggest worldwide audience 

for a singing competition. 

The final show was seen by 21 million 

viewers in 12 countries.

3h45

Europe

4h02

US

2h04

China

4h39

Japan

2h44

India
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Source: RTL AdConnect, local institutes, EURODATA TV Worldwide - One Television Year in the World 2019 issue, relevant partners - reproduction forbidden, all rights reserved by MEDIAMETRIE. 
  

69.9%

Europe has some of the 
highest T V viewing times

Biggest increases in T V viewing time

2018 average 
daily T V reach 

in Europe

Peak TV prime time

Earliest

watch T V during 
prime time
in Europe
Excl. Estonia, Norway, 
Slovenia and Sweden.

258m
viewers

Serbia Romania Portugal

5h32 5h13 4h44

Switzerland
(Italian part)

+7
min.

Austria

+5
min.

Greece

+4
min.

Italy

+4
min.

Slovenia

+4
min. 22:30 

Greece 
Spain 

20:30 

Netherlands
Denmark
Czech Republic 
Belgium North 

Latest

Belgium North  18.1%

Switzerland (German)  18.0%

Switzerland (Italian)  16.0%

United Kingdom  15.2%

United States  12.1%

Japan  6.1%

China 1.6%

Switzerland (French)  19.1%HIGHEST

Top 5 biggest share of time-shifted T V viewing
Share of time-shifted viewing vs total TV viewing in %

Excl. Estonia, Greece, Norway, Portugal, 
Slovenia, Sweden and Turkey.
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KEY FIGURES

Japan

China

India

US

12.1%

2012 2014 2016 2018

22.0%

31.1%

38.7%

56.9%
52.2%

37.0%

2.4%

Source: RTL AdConnect, IHS Markit, local institutes.

Connected T V

Almost two thirds of European households 
receive broadband internet

Broadband househould penetration in Europe in 2018

Europe
+7.6pp

vs 2016

10 

European countries are

100% 
Digital 

(Croatia, Cyprus, Denmark, 

Finland, Greece, Italy, 

Luxembourg, Portugal, 

Spain, UK).

20 
European countries have 

an all-digital TV-share

above 
94.3% 

(average of all 

countries in the EU). 

Growing technology 
adoption encouraging 
advertising innovations

Connected TV sets increased further 
in Europe to reach 38.7%.

66.2%Europe

83.1%US

51.0%China

64.6%Japan

6.7%India

35.4%
of the digital TV households in Europe 
receive their signal by satellite
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

97.4% 
of European households own at least one TV set

US 98.9%  Japan 96.5%  China 84.6%  India 63.4% 

8.9%
2012 9.5%

2013 10.6%
2014

12.8%
2015

13.2%
2016 14.3%

2017

Source: RTL AdConnect, IHS Markit, local institutes.

Almost all T V households in Europe are digitalized

IPT V penetration in Europe

The only country that still 

uses analogue terrestrial 

diffusion is Turkey.

IPTV is widely used in Cyprus, Portugal and Switzerland.

In 2018, 90.9% of European TV households 

received a digital TV signal.

In the EU the penetration 

was even bigger with 94.3%.

Turkey 
10.6%

2010

55.0%

2011

66.5%

2012

72.5%

2013

76.2%

2014

81.1%

2015

87.9%

2016

87.7% 90.0%

2017 2018

90.9%

2018 
15.0%

Cyprus

52.5%

Portugal

48.5% Switzerland

46.2%

95.4% 
Number of smartphones as per 100 people 

US 101.8%  Japan 84.5%  China 82.7%  India 33.8% 
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KEY TABLES

Country

Population  

in 000

Households

in 000 

TV HH    

in %

TV HH    

in 000

IPTV

in % of TV HH

Broadband

in % of HH

   Austria 8 822 3 916 97.4% 3 896 9.5% 63.8%

   Belarus 9 492 3 859¹ 99.0% 3 820 47.5% n.a.

   Belgium 11 399 4 770 97.1% 4 632 34.5% 78.6%

   Bulgaria 7 050 2 708 99.3% 2 689 11.6% 55.8%

   Croatia 4 105 1 474 99.2% 1 462 27.6% 65.1%

   Cyprus 864 327 97.0% 317 52.5% 93.4%

   Czech Republic 10 610 4 760 95.8% 4 721 9.0% 56.6%

   Denmark 5 781 2 402 95.8% 2 301 19.8% 95.2%

   Estonia 1 319 611 97.0% 564 38.2% 70.4%

   Finland  5 513 2 677 96.8% 2 659 14.2% 73.7%

   France 66 926 29 803 97.2% 29 685 40.7% 71.5%

   Germany 82 792 40 806 97.2% 40 679 6.9% 81.2%

   Greece 10 741 4 384 99.7% 4 430 4.3% 70.6%

   Hungary 9 778 4 125 99.0% 4 084 19.4% 68.4%

   Ireland 4 830 1 842 93.0% 1 796 5.9% 70.6%

   Italy 60 484 25 925 98.0% 25 804 2.7% 58.8%

   Latvia 1 934 854 96.8% 822 21.8% 62.8%

   Lithuania 2 809 1 322 98.6% 1 234 21.3% 84.7%

   Luxembourg 602 252 99.8% 239 27.8% 96.1%

   Macedonia 2 075 567 95.3% 540 20.4% n.a.

   Netherlands 17 181 7 834 98.9% 7 748 30.1% 84.8%

   Norway 5 296 2 377¹ 99.5% 2 347 20.8% 90.0%

   Poland 37 977 14 609 98.0% 13 799 5.2% 51.8%

   Portugal 10 291 4 145 99.4% 4 120 48.5% 83.8%

   Romania 19 531 7 494 95.8% 7 179 1.4% 67.0%

   Russia 142 123 54 663 96.1% 59 509 13.6% 44.1%

   Serbia 7 001 2 417 97.0% 2 344 18.8% n.a.

   Slovakia 5 443 1 888 97.9% 1 848 17.9% 61.9%

   Slovenia 2 067 887 97.3% 884 41.0% 64.5%

   Spain 46 658 18 581 99.6% 18 507 23.1% 72.5%

   Sweden 10 120 5 239 98.9% 4 712 20.2% 81.8%

   Switzerland 8 484 3 675¹ 96.8% 3 619 46.2% 97.0%

   Turkey 80 811 23 585 95.8% 22 537 5.5% 42.4%

   Ukraine 42 217¹ 14 986¹ 98.0% 14 686 1.0% n.a.

   United Kingdom 66 274 29 016 98.0% 28 144 9.0% 89.6%

   Europe 809 400 328 780 97.4% 328 357 15.0% 66.2%2

   EU 275 554 118 237 637 97.8% 233 641 15.1% 73.4%

   China 1 384 689 431 0324 84.6% 514 611 36.5% 51.0%

   India 1 296 834 264 660  63.4% 289 466 0.1% 6.7%

   Japan 126 168 52 570 96.5% 53 018 7.9% 64.6%

   United States 328 082 126 224¹ 98.9% 123 749 8.2% 83.1%

1Data from 2017; 2Weighted average without Belarus, Macedonia, Serbia, Ukraine; 3Without Malta; 42016 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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Country

Tablet PC

in % of Pop.

Smartphones
Number 

per 100 People

Mobile

in % of Pop.

PC

in % of HH

Connected TV

in % of TV HH

   Austria 29.2% 107.5% 159.8% 87.5% 42.8%

   Belarus n.a. n.a. 122.9% n.a. 18.8%

   Belgium 29.1% 99.0% 107.5% 75.4% 38.7%

   Bulgaria n.a. 91.5% 145.7% 58.3% 24.1%

   Croatia 3.1% 86.9% 120.1% n.a. 22.3%

   Cyprus n.a. n.a. n.a. n.a. 34.4%

   Czech Republic 20.2% 96.0% 144.3% 77.4% 38.2%

   Denmark 49.5% 136.0% 164.9% 90.2% 48.9%

   Estonia n.a. 101.7% 159.4% 74.0% 40.9%

   Finland 54.2% 87.9% 180.3% 86.5% 41.0%

   France 37.4% 80.1% 121.3% 91.0% 44.6%

   Germany 37.3% 105.6% 142.7% 87.7% 55.5%

   Greece 7.0% 110.5% 153.3% 64.5% 29.5%

   Hungary n.a. 87.2% 116.6% 76.5% 34.8%

   Ireland 28.6% 86.2% 105.3% 85.2% 39.1%

   Italy 14.1% 108.2% 133.3% 70.3% 40.7%

   Latvia n.a. 96.9% 144.3% 78.1% 33.5%

   Lithuania n.a. 101.8% 151.6% 66.0% 17.6%

   Luxembourg n.a. n.a. 133.4% 99.2% 58.6%

   Macedonia n.a. n.a. 106.3% n.a. 22.1%

   Netherlands 37.1% 86.3% 114.2% 97.2% 45.1%

   Norway 26.9% 90.7% 98.5% 90.7% 52.0%

   Poland 23.4% 100.4% 128.3% 69.0% 37.1%

   Portugal 14.2% 116.8% 164.8% 95.0% 31.5%

   Romania n.a. 93.7% 139.6% 59.0% 32.0%

   Russia 11.8% 101.5% 174.9% 63.1% 32.9%

   Serbia n.a. n.a. 128.2% n.a. 30.3%

   Slovakia 18.2% 89.7% 123.1% 82.7% 42.8%

   Slovenia 17.2% 81.5% 103.0% 76.8% 34.7%

   Spain 17.4% 94.0% 111.3% 74.6% 38.9%

   Sweden 35.6% 114.1% 146.7% 86.3% 47.1%

   Switzerland 21.2% 106.7% 127.4% 92.4% 47.1%

   Turkey 15.0% 77.0% 96.3% 52.8% 30.6%

   Ukraine n.a. 68.4% 133.2% n.a. 8.8%

   United Kingdom 56.4% 102.7% 127.5% 93.2% 46.1%

   Europe 25.5%¹ 95.4%² 135.2%³ 76.7%4 38.7%

   EU 275 31.6% 96.4% 131.6% 82.1%6 41.2%

   China 12.3% 82.7% 105.3% 64.5% 37.0%

   India 2.6% 33.8% 63.6% 22.5% 2.4%

   Japan 30.1% 84.5% 137.1% 89.4% 56.9%

   United States 49.8% 129.4% 101.8% 86.2% 52.2%

1Weighted average without Belarus, Bulgaria, Cyprus, Estonia, Hungary, Latvia, Lithuania, Luxembourg, Macedonia, Romania, Serbia and Ukraine; ²Weighted average without Belarus, Cyprus, 
Luxembourg, Macedonia, Serbia; ³Weighted average without Cyprus; 4Weighted average without Belarus, Croatia, Cyprus, Macedonia, Serbia, Ukraine; 5Without Malta; 6Weighted average 
without Belarus, Croatia, Cyprus, Macedonia, Serbia, Ukraine. Source: RTL AdConnect, IHS Markit, local institutes, Eurostat, CIA World Factbook, Eurodata TV – reproduction forbidden, all rights 
reserved by MEDIAMETRIE.
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www.rtl-adconnect.com/tvkeyfacts







KEY FIGURES

Short-form video 
consumption trends 
on YouTube

Platform over view1

Almost 
two thirds

of users are male 
Total gender split on YouTube2

More than 60% of YouTube users
 are aged 18-34 and almost 

a third (32.4%) are 25 -34
Audience breakdown on YouTube2 (in %)

Uploads in M/ videos 
included with 10+K views

Views in T/ videos 
included with 10+K views

More than 60% of YouTube

users are aged 18-34

Almost a third (32.4%) 

of users are 

25-34 years old

13-17 25-34 55+18-24 45-5435-44

681m

29.0tn

5.45.5
10.0

20.317.7

10.9
12.1

5.7

2.3 2.2

1Data is based on all available data to date for uploads with 10+K views on according platform. Data retrieved on 5th of July, 2019; 2Data for 2018 for uploads with 1 000+ views.
Source: Tubular Intelligence. 

35.8%

63.5%

4.6
2.6

Male Female

YouTube

YouTube
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Age and gender split for top three YouTube genres 2 
(in %)

The audience is predominantly 

male (63.2%) and between 

18-34 years old (71.9%).

The audience is predominantly 

male (61.1%) and between 

18-34 years old (62.8%).

1Channels originate in this country, which does not necessarily mean that they operate in the according language or that their audience is from that country; Data is based on all available data 
to date for uploads with 1 000+ views for creators, who uploaded videos in 2018. Data retrieved on 4th of July, 2019; 2Genre attribution made by Tubular; Data for 2018 for uploads with 1 000+ 
views.Source: Tubular Intelligence.

1.4tn
views

1.0tn
views

755.8bn
views

4.8

4.6

4.9

4.6

9.5

12.5

19.6

19.4

17.7

10.6

4.6

2.9

2.8

2.5

12.7

9.4

12.8

17.0

5.7

10.6

2.2 2.1

2.72.7

Music & Dance

Other Entertainment

Kids Entertainment

13-17

13-17

13-17

25-34

25-34

25-34

55+

55+

55+

18-24

18-24

18-24

45-54

45-54

45-54

35-44

35-44

35-44

4.44.37.221.123.32.9

1.8

15.1
12.4

3.6
1.8 1.8

Male Female

Top three YouTube channels1

Cocomelon - Nursery Rhymes, USA

Kids Entertainment & Animation

18.5bn channel views

183.3m views per video

T-Series, India

Music & Dance

15.7bn channel views

14.1m views per video

Like Nastya Vlog, Russia

People & Blogs

7.4bn channel views

36.3m views per video

The split between gender is more 

or less even. The audience is 

predominantly between 25-44 

years old, indicating parents 

watch the videos together with 

their kids.
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TRENDS & INSIGHTS

Television’s global 
evolution and the 
new measurement 
challenges 

Health of global television in 2018
The main reference indicator that’s used to 
analyse the health of the industry is the dai-
ly average viewing time by individuals. In a 
market that sells time, this KPI allows the 
industry to emphasise the proportion of al-
located time to TV by an individual during 
one day. The worldwide average viewing 
time in 2018 (aggregated over 94 countries 
across the world) reached 2h55 per individual. 
This consumption has remained stable at 
just one minute less than in 2017 (we will 
come back to this evolution later). However, 
this global figure hides disparities at the continental level 
and even more on a country-by-country basis. 

A reduction in traditional live television viewing time, together 
with increasing demand for “TV anytime, anywhere”, 
are two topics that spark intense discussions amongst media 
stakeholders. But, looking beyond the industry debate, 
what do the actual figures say?

Alann Kervoelen 
International TV Research Manager,

Eurodata TV Worldwide
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On the map above, we can see that the average viewing 
time is much higher in most continents than in Asia. For 
example, the average in North America is 3h54, the highest 
in the world, and South America is 3h40. 
Both are way above the global average viewing time. We find 
the same trend in Europe, Africa and the Middle East. The 
only two areas that pull the global daily viewing time down 
are Oceania and, especially, Asia where the very highly popu-
lated countries have a big impact on the global KPI (which is 
balanced by the size of the population of each country). TV 
consumption thus still occupies a big part of our leisure 
time, but how can we know if the viewing times are high  
or low, good or bad? The only way to answer this is to  
compare the figures with those from previous years. It’s  
become accepted knowledge that TV consumption has 
fallen in recent years. Yet, that doesn’t tell the whole story.   b

Signif icant daily T V consumption at global scale

South
America

3h40

Europe

3h45

Africa

3h38

Middle 
East

3h46

Asia

2h28

Oceania

2h21

TV viewing time across regions compared to the world average

More than 30 
minutes above

From 0 to 30  
minutes below

Average

From 0 to 30  
minutes above

More than  
30 minutes below n.a.

Based in total individuals, total day. Computed on 94 countries. Guests and time-shifted viewing included when included in national audience currency. Averages are 
weighted with the country’s TV universe for total individuals. Source: Eurodata TV Worldwide / Relevant Partners - All rights reserved.

Worldwide
daily average

2h55

North 
America

3h54

The worldwide 

average viewing time 

in 2018 (aggregated 

over 94 countries 

across the world) 

reached 2h55 per 

individual.
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The global daily viewing time has been quite stable this 
year with only -1 minute than 2017.   
But the real question is, do we consume far less TV than  
10, 20 or even 30 years ago?  In the graph above, we have 
reconstructed globally, and on continents where TV 
measure ment is the most robust, the watching times for 
total individuals over the last 30 years. Over the last four 
years, we can indeed observe a general decrease. But, in 
the long run, the world and North American statistics are 
both relatively flat. The picture is even better for Europe 
and South America with a steady upward trend and a rise 
in TV consumption from that of 20 and 30 years ago (+36 
minutes and +49 minutes respectively in 2018 vs 1995).
Finally, Asia which, as we have seen, pulls the global  
average viewing time down, has always registered lower 
figures than the other continents and is the only one in 

In the long run, daily T V viewing time remains the same
or even increases

1993 1994 1995 1996 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017 2018

5:00

4:00

3:00

2:00

1:00

Source: Eurodata TV Worldwide / Relevant Partners - All rights reserved.

North
America EuropeSouth

AmericaWorldwideAsia

 
TV consumption 

Europe (2018 vs 1995)

+36 minutes
South America (2018 vs 1995)

+49 minutes
Asia (2018 vs 2017)

+3 minutes
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While TV has been 

facing big challenges 

and new competition 

over the last 

few years, 

consumption 

remains high.

In Europe and the US, the proportion of time-shifted 
viewing has doubled in seven years
vs total viewing

which daily viewing time increased in 2018 (+3 minutes).
To put it in a nutshell, while TV has been facing big chal-
lenges and new competition over the last few years, the 
consumption remains high, especially compared with  
previous decades. That doesn’t mean, however, that it’s 
time for complacency – TV needs to constantly adapt to 
continue to thrive in the years to come.

Measuring new ways of consumption
One prominent example of TV’s ability to evolve, is the  
development of new ways of consumption. The more his-
torical route is non-linear, or time-shifted viewing, which has 
become a mainstream way of viewing. Most developed coun-
tries measure this form of viewing and 40 countries include it 
in their currency.  As we can see in the graph above, this 
non-linear viewing can reach very high proportions.  b

25%

20%

15%

10%

5%

0%

Based on the total individuals total day. Spain data do not include guests.Source: Eurodata TV Worldwide / Relevant Partners - All rights reserved.

2011 2012 2013 2014 2015 2016 2017 2018

22.5% UK - Young Adults

5.9% France - Young Adults

4.0% France - Individuals

15.2% UK - Individuals

16.5% Netherlands - Young Adults

12.5% US - Young Adults

4.1% Spain - Young Adults

2.6% Spain - Individuals
1.9% Italy - Young Adults
1.4% Italy - Individuals

12.1% US - Individuals

11.0% Netherlands - Individuals
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For instance, in the UK it is 22.5% of the TV set audience for 
young adults. In Latin countries, the proportion is lower, 
but the habit began to develop later and only surrounds 
specific programmes. But, for all the countries, we can see 
a constant and linear increase that is set to grow in the 
next few years.
In addition to this time-shifted viewing, another non-linear  
alternative is also growing in the shape of pre-broadcast 
viewing, which is the online viewing of a specific TV pro-
gramme before its live broadcast. Currently it’s only the UK 
that can measure this on a programme level. Among all 
programmes for which this viewing option is available (see 
graph above), this new way of consumption accounts for 
21% of the audience in the UK. This is almost as strong  
as time-shifted viewing (24%), which is already well  
developed in the UK, as we saw earlier.
A relevant example of the impact of these new consump-
tion patterns is the audience for the series Killing Eve.  
For this series, local currency only counts for 54% of the 
global performance. All the rest is due to the “new ways of 

consumption”. Pre-broadcast viewing was the main one 
with 37% of the global performance. Released one year 
ago, the online screen consumption completes the audience 
with 9% (700,000 additional viewers per episode).  
The online screen viewing (which only concerns the online 
consumption of TV programmes and not SVOD or AVOD 
ones) is the final example of new ways of consumption. 
Here we find that figures are rarely available and while 
measurement in this area is expected to grow, it will be 
complex to proceed.
Currently, only five countries provide “four screen” data to 
the market: Denmark and Norway (where this data is  
included in the currency), France (where it will be included 
in the currency in 2020) and Singapore and the UK. Several 
other countries should follow in the coming years. 
Indeed, while online screen consumption still accounts  
for only a small proportion of total TV viewing, different 
types of programmes on different types of channels may 
strongly benefit from this new habit as we can see on the 
next page.  /

Total programme with Pre-Broadcast : scope 27/08/2018-17/03/2019. Pre-Broadcast is a programme which is available online before its broadcast on live. 
Killing Eve: Broadcast on BBC 1 between the 15/09/2018 and the 03/11/2018 (episode 7 excluded). Ratings on total individuals including complete 4-screen data up to 28 days.
Source: Eurodata TV Worldwide / BARB / Kantar Media – All rights reserved.

Pre-broadcast viewing is the new time-shifted viewing
UK

UK: programmes with
pre-brodcast available

15/09/2018
03/11/2018

TV
Pre-broadcast

TV
Live

TV
Time-shifted

Online
Screens

49% 24% 6%

29% 25% 9%

21%

37%
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Period of study:  01/09/2018 – 31/05/2019. Duplicates, Programmes shorter than 5 minutes and 4-screen audiences under 1 million viewers were excluded. 
Source: Eurodata TV Worldwide / Mediametrie / BARB / Kantar Media – All rights reserved.

Online screens: boosting audiences

UK

White Gold

Comedy series

20/03/19, BBC Two

+51%
online screens vs live TV

UK

Love Island: The Christmas Reunion

Reality competition

17/12/18, ITV 2

+81%
online screens vs live TV

France

Football Ligue 1: Paris SG - Lyon

Sport

17/12/18, Canal+

+16%
online screens vs live TV
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Netflix, Amazon Prime, Hulu, HBO and many other 
streaming video on-demand services (SVODs), have 
transformed our viewing habits. According to re-
search firm, Ampere Analysis, at the end of the first 
quarter of 2019, the average US household has ac-
cess to more than nine years' worth of content 
available on over 300 SVODs. 
But with so much content available, finding the 
right thing to watch is difficult. For every hit show, 
such as Game of Thrones or The Crown, there are 
thousands of duds and navigating your way through 
them can be challenging.
Management consultancy, Deloitte, says in its 2019 
Digital Media Trends Survey, that for many consumers 
“a good show is hard to find.” It says that 47% of consumers 
“are frustrated by the growing number of subscriptions 
and services they need to piece together to watch what 
they want” and, with so much content available, it is diffi-
cult to discover the best. It reports that “43% of consumers 

The paradox 
of choice – is too 
much, a bad thing?
Back in 1992, Bruce Springsteen wrote a song called 57 channels 
(and nothin' on). Now consumers have so many ways in which to 
view, and there is so much on, they are increasingly paralysed by 
indecision.

TRENDS & INSIGHTS

By RTL AdConnect

The Crown
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say they give up on the search if they can’t find something 
to watch within in a few minutes.”
Influential psychologist, Barry Schwartz, identified the 
problems caused by having too much choice in his book, 
The Paradox of Choice: Why More is Less. He says that too 
much choice, whether that is breakfast cereals, mobile 
phones, pension plans, air fresheners, or indeed, TV shows, 
is overwhelming. Instead of making us feel good, it increases 
our levels of anxiety and depression and gives us a sense of 
time wasted.
An abundance of choice over what to watch, and how, is 
growing exponentially. In the US, 70% of households have 
at least one SVOD service – the average subscriber watches 
3.4 services. In the UK, 40% of households have at least 
one subscription, in Germany 25% of households sub-
scribe to at least one service, and in France, one in three 
people uses an online streaming service.
According to Deloitte's research, one of the main reasons 
consumers choose a particular streaming video service is 
because it enables them to access shows and movies that 
they cannot get elsewhere. “In 2018, 57% of paid streaming 
video users said they subscribed to access original  
content. This number is even higher among millennials, at 
71%”, it says.  b

In the US, 

70% of households 

have at least 

one SVOD service – 

the average 

subscriber watches 

3.4 services.

Game of Thrones
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Sky's streaming service, NowTV, says it saw “a record addi-
tion of streaming subscribers” in 2019, mainly driven by  
the final series of Game of Thrones and Sky Original hit, 
Chernobyl. But with Game of Thrones at an end, Sky, needs 
a replacement and is investing £500m in original scripted 
programming this year – up 25% on last year.  
Sky's CEO Jeremy Darroch says the company is looking at 
developing “European stories at a scale we've never really 
seen before,” and added that “Game of Thrones was shot 
mainly in Europe and featured mostly European actors 
while Chernobyl is a European story.”
Netflix is the world's biggest provider with a subscription 
base of about 130 million, built in part on original content, 
although it still pays heavily for content produced by  
others. According to figures from the New York Times,  
Netflix will pay around $100 million for the rights to conti nue 
to show Friends through to the end of 2019. The company 
spent $12 billion developing original shows last year  
and released 88% more original programming in 2018 than 
in 2017.
It plans to build its business across Europe through an  
increased focus on European content such as Germany's 
Babylon Berlin, and Spain's Money Heist – the third season 

The streaming wars 

are about to hot up 

and consumers will 

soon be faced with 

yet more options.

TRENDS & INSIGHTS
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of which clocked up more than 34 million viewers in its first 
week of airing, making it one of the most watched Netflix 
series and the highest non-English language show ever. 
Netflix will invest approximately $1 billion in original 
productions and co-productions across Europe in 2019, 
giving subscribers even more content to choose from.
Meanwhile, the company's long-term debt reached  
$12.6 billion by the end of June 2019.  It is continuing to 
spend vast sums on new content, and on the rights to air 
popular shows such as Friends and The Office, in a bid to 
attract and retain subscribers in the face of new competition.
The streaming wars are about to hot up and consumers 
will soon be faced with yet more options as Disney, 
Apple, Warner Media, HBO and NBC Universal have all an-
nounced that they will launch their own streaming services 
this year. 
But how many streaming services are consumers willing to 
pay for? A recent report  from Hub Research says that 36% 
of US respondents said that they'd would drop “at least 
one” of their streaming TV subscriptions if they were to 
subscribe to a new one. The winners, will be those media 
organisations offering the best range of content. Apple, for 
example is investing $6 billion in origi nal shows and movies 
for its new service which launches in the US in November.

Too much already?
Research firm Nielsen’s Total Audience Report for Q1 2019, 
says that for many media consumers the biggest challenge 
is to find something to watch. 
It says that viewers spend a lot of time – on average, 9.4 
minutes for adults aged 18-34 and 8.4 minutes for adults 
aged 35-49, looking at previews and trailers, trying to find 
something that engages them. 
58% of subscribers are likely to go back to their favourite 
traditional channels – they like what they know and are 
comfortable with. Meanwhile, 44% like to scan through  
traditional channel options, 39% scan programme listings 
and 31% browse their DVR recordings. Perhaps surprisingly, 
21% say they'd simply stop watching anymore content  
altogether.
This chimes with a growing movement of digital detox, as 
people choose to disconnect from technology to recon-
nect with the things that matter to them. There is also an 
increasing recognition that too much screen time isn't 

good for people's mental health. Tristan Harris, a former 
design ethicist at Google, is behind “Time Well Spent,” a 
non-profit organisation, which is campaigning to make 
technology more human and to reverse the “addiction,  
social isolation and misinformation” that it says tech is  
responsible for. It’s attracting a great deal of attention, not 
least, in Silicon Valley. 
While digital detox is gaining some momentum – particu-
larly amongst millennials who are beginning to consider 
whether binge watching an entire weekend of reality shows 
is the best use of their time – really great content will al-
ways find an audience. And, rather than causing social iso-
lation, it can in fact bring people together. It has long been 
argued that appointment to view TV – where millions of 
people sit in front of their TVs at 9pm to watch the same 
show at the same time – is dead. However, there are still 
shows that are an appointment to view, that grab public 
attention, take social media by storm and become an 
event in themselves. For the final episode of Game of 
Thrones people gathered in bars and at parties to experi-
ence it together.
In the fight for viewers, the winners will be those with great 
content, and importantly, focus on refining recommenda-
tions and menus so that viewers can actually find it.  /

Viewers spend a lot 

of time – on average, 

9.4 minutes for 

adults aged 18-34 

and 8.4 minutes for 

adults aged 35-49, 

looking at previews 

and trailers, trying 

to find something 

that engages them. 

37
TV

 K
EY

 F
AC

TS
 2

01
9



INTERVIEW
CONSUMERS

Is the world watching as one? 

About two billion people watch online video every month 
and we’re not just seeing content consumed country by 
country, it’s a truly global audience. One piece of research, 
for example, found that of all the content uploaded by peo-
ple in the UK, 72% is viewed by people in other countries.

Who are the main online video consumers?

Europe, North America, Latin America and Asia Pacific are 
all very large consumers, but growing at different rates.  
Of course, it depends on the platform. YouTube is huge in 
the US, the UK, France, Germany, Italy and Spain, and 
growing massively in Asia – especially India, where huge 
numbers of people are coming online. For Facebook, some 
of its largest audiences are in Brazil, Indonesia and the 
Philippines, as well as the US and parts of Europe. It’s an 
interesting time – some new platforms, like TikTok, have 
very large audiences in the Asian markets, and Latin America 
as well, but aren’t so well known in Europe... not yet anyway.

Video content is everywhere. Denis Crushell, 
Managing Director International at Tubular Labs 
shares his thoughts on the trends that brands 
and media companies should be aware of now 
and in the years to come.

Denis Crushell
Managing Director International, Tubular Labs

What is 
the world 
watching?
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What are the biggest trends? 

One thing we’re finding is that consumers want longer con-
tent. This applies to Generation Z – our research recently 
found that this age group engage most with videos that are 
over 10-minutes long on YouTube – but also in other age 
groups, with the rise of categories 
such as workout videos and longform 
documentaries. Instagram Stories 
are also very big at the moment.

How does Tubular help 
provide a clear picture of 
what is being consumed? 

At Tubular we’ve analysed every sin-
gle video that has been uploaded on 
YouTube, Facebook, Instagram, Twitter 
and Twitch, and we’re helping media 
companies and brands understand 
what works in online video, and how big the potential  
audiences are. For media companies, we’re focusing on 
what formats work best. With brands – we work with the 
likes of Adidas, Mattel and Microsoft – we look at how they 
can reach consumers at a large scale and with meaningful  
engagements.

How does a media plan succeed? 

One related trend we’re seeing for advertisers is to build a 
two-way dialogue and listen to audience feedback. 
Then with their media plans, it’s interesting to look at  
the biggest global properties in online video – things such 

as Fremantle’s America’s Got Talent – 
and how to improve reach and fre-
quency with these audiences.

What big video trend should 
we expect in the 2020s? 

It’s at the intersection of influencers, 
branded content and the way 
emerging and established platforms 
work in the space. 
Facebook and Instagram are really 
starting to understand branded con-
tent while we’re seeing SnapChat 

and ByteDance change their propositions. 
It will be interesting to see how brands scale branded con-
tent with influencers, and companies that are in that space, 
such as Divimove, BroadbandTV and M6’s Golden Network 
in France.  /

Consumers want longer 

content. Generation Z 

engage most with videos 

over 10-minutes long on 

YouTube.

America's Got Talent
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FIFA Women's World Cup 2019
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OPINIONS

Reaching young audiences is critically 
important in many categories, such 
as game publishers, toy manufacturers 
and film studios. There are also 
many other marketers who believe 
that habits, brand affinities and aspi-
rations formed in youth will continue 
through life. For example, the desire 
for a luxury car or watch is built over 
years and not precisely at the mo-
ment the consumers can afford to 
make such a purchase. For all of 
these marketers, reaching audiences 
when they are young is important, 

Staying 
relevant to
younger 
generations

Brian Wieser
Global President, Business Intelligence GroupM
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with older ones. However, despite 
the changes that are occurring within 
each medium, audiences – including 
young ones – are still reachable.
It’s just that specific media owners, 
tactics or measurement may change.
With that context, an important 
question a marketer should always 
consider is whether any given medium 
can help satisfy their goals better 
than the next-best-alternative. Typi-
cally, TV in its various forms continues 
to outperform on metrics such as a 
campaign reach, or on contribution 
to sales or brand awareness. 
By contrast, digital still generally 
works particularly well when goals 
have direct-response-like elements. 
Other media generally retain their 
complementary status relative to 
these two core platforms, but in 
some instances other media could 
prove to be core to a campaign.

and so changes in media habits 
(which can be more pronounced 
among this group) are particularly 
concerning.
Television is the medium which was 
historically most widely relied upon 
to reach large audiences, including 
young people. However, television in 
its traditional form has undergone 
significant change, and so has  
consumption. 
For example, in the United States, 
approximately a quarter of all TV 
consumption by people under the 
age of 34 occurs via internet- 
connected devices. In digital we also 
have changes in habits to consider, 
as new media owners who emerge 
(for example, Snapchat or TikTok)  
often establish usage with young  
audiences much more than they do 

More generally, marketers should 
constantly reassess whether they 
are using the best channels to meet 
their marketing goals and broader 
business objectives.
Marketers might look at competitors 
or peers for a sense of the choices 
those companies are making, but 
should not start their process by 
matching their budget allocations 
with others. Instead, they should 
look at media and marketing with 
fresh eyes and consider which 
tactics across all of marketing will 
likely be most helpful in driving or 
supporting desired outcomes. 
They should systematically explore  
alternative media platforms and 
marketing channels on an ongoing 
basis. 
Doing so will help ensure marketing 
contributes towards a company’s 
business goals regardless of any 
changes in habits from young and 
old audiences alike.  /

In the 

United States, 

approximately 

a quarter of all 

TV consumption 

by people under 

the age of 34 occurs via 

internet-connected

 devices.
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Fee-based streaming services are 
stirring up the video market, but the 
majority of video use still takes place 
through traditional linear TV. 
Fourscreen Touchpoints 2019, the latest 
study on daily routines, provides sub-
stantial insight into everyday video 
use and shows that video advertising 
is still dependent on TV to achieve ex-
tensive coverage. Subscription based 
streaming services from Amazon or 
Netflix have expanded many Germans’ 
video portfolio, and Netflix in particular 
is seeing considerable growth in usage. 
However, linear television remains 
the primary source of video content 
across all age groups. Such are the 
findings of the recent study of  
consumers’ daily routines, Fourscreen 
Touchpoints 2019 – which focuses on 
the video usage of people in Germany 
aged 14 to 59, using a methodology 
that registers usage right as it happens.*

Linear TV remains most 
popular
Three quarters of video con  sump tion 
of the 14 to 59-year-olds is accounted 

Sandra Schümann
Senior Project Manager Advertising 

Research, Mediengruppe RTL 

Deutschland

for by linear TV. 
Subscription video-on-demand (SVOD) 
services have become more widely 
established. Compared with 2017, 
SVOD video consumption doubled 
to 13%, but still trails TV usage. TV is 
popular with all ages. 
Streaming is more popular for 
younger viewers. Free video portals 
(mostly YouTube) are declining by 
over half. YouTube, Netflix etc. are 
most popular with those aged  
14-25), split between primarily non-
linear and then linear content. 
TV’s share increases to 78% among 
14 to 59-year-olds for recorded and 
VOD content (58% in the younger 
bracket). Then follows paid streaming 
services, with 24% of the total video 
usage, overtaking free video portals 
(14%).  The 9% increase in SVOD  
usage among the younger target 
group is less than 14 to 59-year-olds 
combined (doubling 2017). 
YouTube stagnated for both.

TV advertising hits home
All participants were asked hourly if 
they were currently watching an ad. 
Age was a major factor although not 
so much with overall usage.
Overall, linear TV advertising accounts 
for the largest share (80%) of 

(perceived) video ads, followed by 
YouTube (6%) and then Facebook 
and Instagram (accounts for 6% 
combined). TV Recordings and 
broadcaster VoD increased TV’s 
share to 86%. Ad views on YouTube, 
Facebook etc. are higher in the 
younger group, but even the young 
streamers (14 to 25-year olds) 71% of 
their contacts with video advertising 
are made in professional TV content.

Heavy competition in the US
Netflix benefits most from streaming 
hype and doubled its net reach 
(used at least once in  three days) in 
both the young and the overall  
target group matching pace with 
YouTube. Direct competitors Amazon 
and YouTube, on the other hand, are 
beginning to show signs of saturation. 
Linear television remains by far the 
number one for German video usage 
– it reaches 90% (14 to 59-  year olds) 
respectively 79% (14 to 25- year olds) 
of Germans.  /
*Methodology: 
• Reliable, media-neutral single-source survey on the 
convergent use of media in everyday life 
•  Sample: 1,072 adults between the ages of 14 and 59 

(smartphone users and non-smartphone users, with 
quotas based on age, gender and level of education)

•  Participation: via personal smartphone or a borrowed 
tablet using the “I love MyMedia” app; the survey was 
conducted over three days, once per hour, and recorded 
usage at the moment it happened

•  Data volume: over 34,000 snapshots (journal entries)
•  Field time: September to November 2018
•  Partners: Krämer Marktforschung and bonnstats 

Video 
and reality
Focus on Germany

TRENDS & INSIGHTS
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Advertising on T V has the highest reach
Share of advertising videos in % (100 = all contacts with video advertising)

BVOD: Broadcaster Video-On-Demand; SVOD: Subscription Video-On-Demand. Source: Fourscreen Touchpoints 2019/Base: video contacts  
(Monday–Sunday, apart from sleep hours) for adults 14-59 year-olds.

Source: Fourscreen Touchpoints 2019 / Base: contacts with video advertising (Mon-Sun, excl. bedtime) adults 14-59 year-olds.
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Video consumption depends on age
Share of video usage per age group
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The TV screen remains the mainstay for video 
in Germany
Studies show that the second-highest net reach over three 
days of daily usage during leisure time is via magazines and 
comics, schoolbooks, or other kinds of books. While, on 
average, children are reading for over 35 minutes a day. 
Good news for those who assumed their kids had suc-
cumbed to the goggle-box in all its forms. In fact, the  
multimedia generation’s new world of media has had only 
a limited effect on their preferences. They might now be 
used to a wide range of devices and content – but children 
aren’t distinguishing between old and new media. 

Making the best of a wide range of options
The fact is, they still love to be captivated by stories, 
whether they come from TV, books or on audio media – 
and spend much less time “snacking” on compact media 
content on the internet or on platforms such as YouTube 
than you’d think.  b

Digital kids with 
traditional habits
The landscape of childhood has changed vastly in the past 20 years. 
Kids now have more media choices and devices competing with 
‘analogue’ sources for their attention than they did even 10 years ago. 
But if you imagined books had gone the way of the dinosaurs, think 
again: perhaps surprisingly, the digital generation still prefers paper.

Cornelia Krebs
Head of Advertising Research, Mediengruppe RTL Deutschland

Anna Rynkowski
Research & Markets Consultant, Mediengruppe RTL Deutschland

TRENDS & INSIGHTS
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Audio-visual content plays a huge role in kids’ daily life

TV screens remain the most important platform. During three-day survey, children used: 

The stereotype that kids are constantly streaming YouTube videos 
on mobile devices cannot be true.

Evenings are family time
Monday to Friday, contacts in absolute terms 

06:00 07:00 08:00

SchoolBreakfast SleepingSupper

13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00

With 
parents

Alone

With 
friends

Source: Fourscreen Touchpoints Kids 2019; n=413 children between the ages of 8 and 13. 
Questions: “Are you with someone right now?”; “Who are you with right now?” / *with my mother and/or father.

TV
93%

Laptop or desktop

34%
Tablet 

11% 
Smartphone

48% 
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YouTube accounts for just 13% of the younger target group 
and 16% of older groups. The stereotype that kids are con-
stantly streaming YouTube videos on mobile devices just 
doesn’t hold water. Eight to 13-year-olds prefer linear TV, 
(74% among eight to 10-year-olds, or 67% among 11 to 
13-year-olds), books, magazines and audio media to  
YouTube or streaming services. Streaming services such as 
Amazon Prime Video or Netflix accounted for just 7%, and 
DVDs or Blu-rays totaled 5%. Content from YouTube  
accounted for only 2% of the activity. Younger children 
show little interest (12%) in videos created by YouTubers 
(compared with 28% for the 11 to 13-year-olds).

The most popular YouTube content is music
Where YouTube does come into its own among young peo-
ple is in regard to music. Music videos are the most viewed 
content on YouTube – 22% of all contacts among eight to 
10-year-olds, and 46% among 11 to 13-year-olds. 
Most YouTube users are also reachable via linear TV; during 

So, for children, 

YouTube is no 

replacement for linear 

TV in general: it is a 

supplement to TV.

TRENDS & INSIGHTS
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Smartphone use has risen
Net reach of devices (3 Days) in %

Two thirds of the 
cases of video 
contact are 
attributable to 
linear TV
Video consumption in % 
(100 = all video contacts)

*Surveyed together with Home Console in 2014. Source: Fourscreen Touchpoints Kids 2014/2019; n=413 children between the ages of 8 and 13; 
Question: “What are you doing right now?”.

Source: Fourscreen Touchpoints Kids 2019; n=413 children 
between the ages of 8 and 13; Base: contact with video.
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12 17
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YouTube

TV Recordings

SVOD

DVD
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Share
 of video

18%71

4

1
1

8

15

1

the survey period, YouTube achieved just 3% (among eight 
to 10-year-olds) or 5% (among 11 to 13-year-olds) of  
additional reach. Only 3% of the eight to 10-year-olds had 
no TV contact and still viewed YouTube. 
All others used linear TV. For children, then, YouTube is no 
replacement for linear TV in general: it’s a supplement. 

Smartphone usage grows with age
They’re not multitasking either: the study showed children 
usually concentrate on a single device at a time. Even while 
watching television, they were focused exclusively on it 
93% of the time.
Most media is still consumed via TV, which remains the 
mainstay for video in Germany, and children watch for  
66 minutes a day on average, 54 minutes of which is  
spent watching linear TV. TVs are also used more by 11  
to 13-year-olds (70 minutes/day) than by younger children 
(62 minutes).
The preference by eight to 13-year-olds for traditional TV  
is reflected in their smartphone use: children spend only  
31 minutes a day on smartphones, primarily for personal 
communication; 12 minutes on a PC or laptop, and only 
four minutes on tablets. 
The smartphone is also the device that sees the greatest 
change in use as children become older. In secondary 
schools it is five times as long (52 minutes/day) as those in 
elementary school (10 minutes).  /
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OPINIONS

What would Data Analyst Barbie® do?
Barbie is possibly the most iconic toy brand in history.  
Decades after she first appeared, brand-owner Mattel has 
maintained Barbie’s popularity, reinventing not just the 
doll herself, by giving her careers as varied as a paratrooper 
to the Chancellor of Germany, but also the brand’s marketing 
strategies.
But we were wondering... what if Barbie were a data ana-
lyst in the 2020s? How would she build an audience using 
video strategies and data?

Barbie makes sure she’s where the viewers are
Currently, for young girls, the number one aspiration is to 
be a YouTuber. As Barbie has always been a career role 
model, this gave Mattel a real clue as to how to connect 
with young girls – reinvent her as a blogger and a YouTuber.  
So you can, if you’re so inclined, watch Barbie right there 
on YouTube taking part in trending challenges.
Allison Stern, Co-Founder & Chief Strategy Officer at Tubular 
Labs, says: “To connect with this generation, you can’t just sit 

How do
you engage the 
new kids 
generation?

The popularity of Barbie videos 

appears to have a ripple effect on 

sales. In 2018, Barbie’s global sales 

reached a five-year high, surging 14% 

from the previous year, which Mattel 

attributes to a positive perception of 

the brand.

A discussion between Allison Stern from Tubular Labs 
and Damon Berger from Mattel – the Barbie case.
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more than anybody else, and kids content is the most  
vertical content on YouTube. There’s a lot to learn from  
Mattel and how they worked on getting to know and engage 
their audience, how they create and optimise content.”

Barbie measures success in many different 
ways and learns from her failures
In 2018 to celebrate International Women’s Day, Mattel 
released 17 dolls as part of its Sheroes line, which included 
a diverse group of inspiring women such as Frida Kahlo, 
NASA scientist, Katherine Johnson, and snowboarding 
champion, Chloe Kim. The digital video campaign was very 
successful, proving that there was an appetite for diverse 
role models with today’s consumers – in fact, 55% of dolls 
sold in 2018 were diverse dolls, according to an Adweek in-
terview with Mattel’s Senior Mattel VP Lisa McKnight.
Seeing a sales spike after new content is published is nice, but 
if it doesn’t happen, don’t think you’ve failed. Look at other 
measures too, such as how well it engaged the audience 
and its impact on your community and have faith that it 
will build your brand. Having said that, if you fail, you fail. 
Don’t sweat it too much.
As Mattel’s Damon Berger says: “Everything we do from a 
programming strategy derives from audience data and then 
rolls into a world of test and run opportunities. Not 
everything is going to work and the great thing about video 
is that it’s relatively cheap to enter, unlike TV or film which 
has incredibly expensive production costs which makes them 
prohibitive.”  /

on your laurels, you have to think about where is the  
audience, what are they watching, how do you speak to 
them and how do they want to be spoken to?”.
Use data to work for you, taking key data points about your 
target audiences’ lives and aspirations and applying them 
to your media strategy.

Barbie understands content
That’s why she has multiple, very entertaining connection 
points, including an Instagram channel which is all about 
her love of fashion – not about products. Being data-in-
formed is important – but so is creativity. Damon Berger, 
Head of Digital Engagement at Mattel, says: “If you are a 
brand that is relevant today; you have to have brilliant con-
tent. It is as important to a brand as anything they do. It’s 
about entertaining and not even trying to close a sale.”

Barbie listens to her audience
Once you accept that not every brand channel is a sales 
channel, you can start working on building a community by 
understanding what content they want to watch. Some 
categories are already great at this – toys, of course, film 
studios, beauty brands and games publishers, for example – but 
others lag behind. “You need to understand your audience, 
what they see, and what consumers are already creating 
and then find ways to build a community around that,” says 
Tubular Labs’ Allison Stern. “It’s about training the organisa-
tion to listen to audiences, creating content and then opti-
mising the content you’ve made. Kids watch online video 
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KEY FIGURES

The online video and T V consumption peaks are similar in Spain 
Daily usage over 24 Hours – average online video rating (in %) for Atresplayer

Devices used to watch Atresplayer
Based on time-spent on each device regarding total internet usage (in %)

Spain: 
a thriving VOD market

06:00
0%

2%

4%

6%

8%

10%

08:00 10:00 12:00 14:00 16:00 18:00 20:00 22:00 00:00 02:00 04:00

Online 
video peak

22:00

Source: Atesmedia, Adobe Analitycs, Online video offer (Atresplayer), December 2018. 
   

SMART TV
15%

TABLET
21%

PC
35%

SMARTPHONE
29%

PC is the most 

commonly 

used device 

for watching 

Atresplayer.

TV peak
22:30
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Source: Atesmedia, Adobe Analitycs, Online video offer (Atresplayer), December 2018. 

Telenovelas and series are ver y popular in Spain
Top online video programmes on Atresplayer - monthly views

Presunto Culpable

807,804 
El Secreto De Puente Viejo

807,005 

Amar Es Para Siempre

774,341 

Chernobyl, La Serie 

389,981 

Squad

320,143 

Silá

256,793 

El Barco

251,225
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Consumers
People want 
fewer and 
better ads    
   

El Hormiguero
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INTERVIEW
CONSUMERS

What is the state of the addressable TV market 
in Belgium?

SBS together with Telenet launched addressable TV (under 
the name Smart AD) two years ago (September 2017) to  
1.3 million households – almost 50% of all households in 
the North of Belgium. 
The Proximus platform will be added later this year, which 
will increase penetration to nearly 75% of all households.  
More broadcasters and telcos are preparing to launch later 
this year (in the North and the South). Depending on their 
timings, addressable TV will be fully integrated with all  
Belgian broadcasters at the beginning of 2020. 

SBS was the first player to work on linear 
addressable TV. Why did you look into this 
technology? 

SBS Belgium is a challenger in the Flemish TV market –  
being an innovative player is one of our USPs. We started 
with the first technical tests in 2016 and, after 18 months of 
testing, we were fully operational and officially launched in 
September 2017.

Reaching 
consumers with 
addressable TV
The ability to show different ads to different households 
while they are watching the same programme is the future, 
says Peter Quaghebeur, CEO of SBS Belgium.

Peter Quaghebeur
CEO, SBS Belgium

56
TV

 K
EY

 F
AC

TS
 2

01
9

CONSUMERS



How big is demand on the advertisers’ side?

Since addressable TV is relatively new as a product, “evan-
gelisation” is still needed. Overall, there is great interest 
in addressable TV. 
Today, 50% of the advertisers that use it are new to TV 
(smaller or location-based advertisers). On the other hand, 
bigger brands who are already investing in linear TV, 
consider Smart AD as an interesting complement to  
their linear TV campaigns.

Can you tell us about Smart 
AD? How does it work?

Smart AD is audience-based. The 
target group gets to see the ad spots 
in the moment, irrespective of the 
programme or the channel. 
The set-top box ensures that the ad 
reaches the target audience’s living 
room at just the right moment. In or-
der to select the right audience, you can choose a series of 
attributes that the telco provider has at their disposal. 
These are mainly socio-demographic, interests and beha-
vioural segments. Advertisers can also make use of data 
such as customer lists. You could address your message 
only to existing customers and offer them extra services or 

products, or consider a promotional offer for prospective 
customers.  

What formats, content and timeslots do you 
offer for ATV ads? 

Currently we work with 20-second spots. We will add more 
formats soon. We open inventory in all types of content 
and timeslots. This provides a different type of advertising 

model since the focus lies on the  
selected profile, regardless of when 
your target group is watching TV and 
to which channel it is tuned. 
No matter how irregular and unpre-
dictable your target group’s viewing 
habits are, you receive the guarantee 
that your spot will reach the desired 
profiles at the moment when they 
are watching.  

What kind of brands are 
using your ATV product?

There is a wide range of brands using Smart AD, from a 
wide range of sectors: automotive, energy providers, mo-
bile devices, fast movers, pharmaceuticals, retail, tourism, 
and recruitment.  b

 Today, 50% 

of the advertisers 

that use it are 

new to TV.
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INTERVIEW
CONSUMERS

What are the benefits for 
advertisers? 

Addressable TV has democratised 
TV advertising, making it available to 
advertisers of all shapes and sizes. 
Smart AD ensures lower overall  
ad spend by guaranteeing an  
efficient buy that only targets a  
specific audience. 
Advertisers have fewer wasted im-
pressions against non-prospects, 
yielding an improved effective CPM 
(eCPM). Furthermore, addressable TV offers a premium TV 
inventory in a trusted and brand-safe environment with 
optimal viewability.  

What’s in it for the audience?

Since addressable advertising is more relevant, the enjoy-
ment of TV advertising should increase.

What kind of data are used to target the 
advertisers’ audience? What are the criteria? 

The targeting criteria are very diverse, most popular are  
location, purchase power and family composition.

Is GDPR an obstacle?

Privacy is of course very important, we only target  
households with the right qualification in terms of privacy 
level. All data complies with GDPR.

How effective are addressable TV campaigns? 
What are the results?

For branding campaigns, we see impactful effects on  
ad recall and brand awareness since the ads are more  
relevant. With client list campaigns, where conversion is 
the main goal, we can compare the buy rates of watchers 
versus non-watchers. 

Samsung, for example, uses Smart 
AD to target owners of older devices 
in order to promote new ones. We 
see an impressive uplift of 20% to 
30% in the buy rate of the watchers 
versus the non-watchers. 

How big is ATV compared 
with classic TV campaigns? 
How fast is it developing?

In general, addressable TV budgets 
don’t cannibalise classic TV budgets, 

they are new budgets. Thanks to Smart AD, TV is becoming 
more data driven and we win back digital or social media 
budgets. Addressable represents currently just a few per 
cent of the total volume but it’s growing considerably every 
year and we expect addressable TV to represent 8% of  
total TV advertising revenue within five years.

Looking forward, what are the next steps?

We will launch Smart AD on the Proximus platform later 
this year, bringing technical penetration to nearly 75% off 
all households in Flanders. 
Extra channels could be added to the inventory. Over the 
long term we will roll out addressable TV on more plat-
forms and in more viewing modes (replay, time-shifted 
viewing, OTT).

What is the future of TV advertising?

We will evolve to one video inventory, regardless of the 
platforms. As broadcasters we are better armed than ever 
to access hard-to-reach target groups in an efficient man-
ner. Yes, linear viewing decreases, but our online inventory  
is growing very fast and thanks to digital content we are 
able to access the hard-to-reach millennials more than 
ever before. 
Other business models are being developed that broaden 
our scope even further, such as influencer marketing and 
branded content.  /

Addressable TV budgets 

don’t cannibalise classic 

TV budgets.

TV is becoming more data 

driven and we win back 

digital or social media 

budgets.
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INTERVIEW
CONSUMERS

When did you start to look into emotional 
targeting and why?

There are three basic rules for effective communications: 
to send the right message at the right moment to the right 
person. In 2017, we launched a study comparing the im-
pact of the emotional context of different media, TV pro-
grammes in particular. We saw that there was a real link 
between emotional intensity and advertising impact: 
brand recall was up to two times higher while the emotion 
level was high.

What did the study consist of?

We mapped out six universal emotions – joy, laughter, nos-
talgia, being touched, thrill and surprise – and worked with 
neuroscientists to shed light on what we call “emotional 
congruence”. With a panel of individuals we carried out five 
neuroscience measurements to evaluate the emotional in-
tensity experienced against different formats. Then we 

Leveraging the 
power of emotions in
advertising
There’s a battle in the media world for the consumer’s attention. 
Eva Respaut, Deputy Marketing Director in Charge of Innovation 
at M6 Publicité, tells us how it uses emotional targeting to boost 
advertising efficiency.

Eva Respaut
Deputy Marketing Director in Charge 

of Innovation, M6 Publicité

60
TV

 K
EY

 F
AC

TS
 2

01
9

CONSUMERS



compared these results with advertising recall. When a 
viewer feels a positive emotional connection, their capacity 
to recall an ad is better, and this is further improved when 
the ad fits with their feelings. 

How does it work?

Within our programmes, we used algorithms in order to 
identify, second by second, which emotions might be felt 
by our audience. And we applied artificial intelligence  
using semantic analysis to all our subtitled files. These files 
don’t just contain dialogue but also music, clapping,  
commentary (if a character is crying, for example). 
This provided the emotional context. 

What are the benefits for advertisers?

Contextualisation. We call it emotional targeting, but it 
better promotes a concept, in context. To really ensure this 
emotional congruence it only works if we sell the first slot, 
which the viewer feels in the moment. 

How pioneering is this initiative?

In France, emotional targeting was a precursor. Next year, 
we’re proposing visual targeting. Screening all our pro-
grammes with video AI to determine visual context,  

eg: when the weather is good or bad, or if it’s a sports or 
makeup session, etc. This second step is exclusive to M6. 

What about the rest of the world?

In Europe, we’re the first to launch emotional targeting, 
although Channel 4, NBCUniversal and Mediengruppe  
RTL Deutschland are also working on this. Contextua-
lisation through AI is a pioneering movement. Right now  
it’s in an early phase, but soon we’ll be able to do a lot  
with both visual and audio. For me, AI can cater to every 
channel, including advertising.  /

Emotional intensity

The more intense the emotion, the stronger 
the memorisation. It doubles in a strong 
emotional context compared with 
a no-emotion context.

Emotional context

+ 12% memorising when the emotional context 
of the programme is the same as that in the ad. 
Neuroscientists call this "mood congruence".
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What is your perspective on where the industry 
stands with AI?

We are currently living in a time where content is becoming 
immensely decentralised; millions of pieces of content are 
uploaded every day. On Instagram alone, 95 million photos 
and videos are uploaded daily. On YouTube 500 hours of 
video content are uploaded every minute, and on top of 
that let’s not forget about streaming platforms such as 
Netflix, and Amazon Prime. There’s never been more con-
tent – and that’s changing the landscape for marketers 
very quickly.
So we have to evolve and so do those brands that want to 
integrate into all of the content that’s available.  
They have to step back and reassess, and that’s where AI 
comes into play. With improvements in AI’s predictive ca-
pabilities, marketers are able to optimise their campaigns 
and make smarter investments than ever before.

Content strategy 
and brand 
integration: pushing
the boundaries 
with AI
AI is transforming every industry. Ricky Ray Butler, 
CEO of BEN (Branded Entertainment Network), 
shares some tips on how to stay ahead.

Ricky Ray Butler
CEO, BEN
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When it comes to this ‘content deluge’, what 
market trends should brands be aware of?

Audiences have been shifting their viewing behaviour to 
ad-free streaming platforms like Netflix, and when they are 
watching regular commercial television, they are generally 
skipping ads – in fact, 57% of US viewers habitually ad skip. 
Online, the use of blockers is soaring – a recent study said 
nearly 50% of people globally are using ad blockers.  
You just can’t reach people through commercials or online 
ads in the way you could even a few years ago. 
With this in mind, brands have been spending more and 
more of their ad budgets on brand integration and  
influencer marketing, but the challenge has always been 
ROI – how do you effectively measure the impact of these 
campaigns? The answer is AI. I think that’s going to cause a 
shift in focus from casual views and impressions to loyal 
views and engaged impressions. In the past, there’s been 
this ideology that we need to get a piece of content out 
there and reach as many people as possible. Now we’re 
seeing a shift when it comes to media; millennials and  
generation Z would much rather see  product placement 
or brand integration than a traditional ad. 
They would rather have the brand empower the content 

than be disturbed or interrupted by advertising. This is why 
content, and integration, need to become a bigger part of 
the marketing mix.
 
What do you see as the tipping point for AI? 
Are we moving towards a space in which the 
industry shifts from talking about the potential 
of AI to realising the real business impact? 

The tipping point for AI is deep learning’s ability to analyse 
unstructured data. Only 10-20% of the data out there today 
is structured. A whopping 80-90% is unstructured. Yet 99% 
of brands are looking only at the structured data – the  
metrics that can fit into a spreadsheet: the views, the 
impressions, the clicks.  b

Millennials and 

generation Z would 

much rather see 

product placement 

or brand integration 

than a traditional ad.
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Unstructured data is the visuals, the audio, the groups of 
text within all this content. AI can look at tens of thousands 
of pieces of content within minutes, analyse it from ten million 
perspectives, and then find correlations and causations to 
build success. Traditional marketing, on the other hand, 
has been limited because it hasn’t had a lot of data to play 
with. In order to push the needle forward, you need tens of 
thousands of videos. When working with influencers, there 
are millions of different options. It would be impossible  
for humans to analyse all that unstructured data and to  
understand what is driving higher views, higher engagement 
or higher clicks. Even if you had the time to look at all those 
posts, you would only be able to analyse a fraction of what 
a deep learning algorithm could. AI is able to think like a 
human but can scale like a machine.

Do you think scripted drama will be disrupted 
by a YouTube influencer?

Look up an influencer called Chad Wild Clay or Vy Qwaint. 
You know when you were a kid you used to play pretend? 

 
Key figures

57%
of US viewers
habitually ad skip

50%
of people globally, 
are using ad blockers

172%
increase in 
click-through 
rates with the 
implementation 
of AI

10x 
increase in 
subscription 
conversion 
efficiency with 
the implementation
of AI

That’s the type of content they are creating for their  
YouTube channel. This is a fast growing vertical. There are  
a lot of influencers right now creating adventurous pieces 
of content. But I don’t think scripted drama is going any-
where, if any thing we are seeing more of it. 
There’s never been a bigger supply of content, but there’s 
also never been bigger demand.

A lot of marketers understand AI can be the 
future of their businesses, but have a hard time 
seeing why. Can you give tangible examples of 
brands that are using it well?

Yes – you see this in Siri, Amazon, Netflix, and Facebook; 
they all are operating effectively thanks to machine  
learning. We have also seen a lot of breakthroughs in  
deep learning, a form of machine learning that supports  
unstructured data.
In 2018, BEN’s AI predicted eight of the top ten new season 
US broadcast shows. One of our clients wanted to target 
males between 18 and 30, for a streaming service, but as 
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we started executing the campaign, AI said we should be 
targeting mothers or women over 30. 
With the implementation of AI, we saw a 172% increase in 
click-through rates and a 10 fold increase in subscription 
conversion efficiency.

What else do you see emerging in terms of new 
content or trends?

One thing that we’ve learned is audio is a big deal when it 
comes to conversions. Also, content is becoming much 

more niche and diversified. 
Right now we’re in the middle of a globalisation of content, 
but probably in the next five years, we will also see  
more localised, diverse content. Another thing that we’ve 
learned is that vlogs and lifestyle influencers tend to con-
vert better than scripted content.
But make sure the data within your organisation is stream-
lined, that there’s not a bunch of red tape. AI is worthless 
without data. It doesn’t matter how sophisticated the tech-
nology you’re using; you need data for accurate, precise 
insights.  /
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The marketing and media world is 
not collapsing – yet this year’s 
consumer chapter articles challenge 
our views and biases. And that’s a 
good thing.

We hope you found some wisdom, inspiration and pragmatic 
guidance in this year’s great consumer articles. 
For us at RTL AdConnect, we realise year after year, how much 
concrete value the authors bring to the specific client discussions 
we have. Not only facts about consumer media behaviour, such as 
the base reality that TV consumption is rising in five European 
markets, which helps us to give clients and agencies real insights, 
but also more holistic pieces such as an exploration of the “para-
dox of choice” which give context to an ever-changing consumer 
world. Industry thought leaders such as Brian Wieser remind us 
that we need to constantly challenge our beliefs about media, but 
also about our investment strategies. We are all judged by our 
acts, and brands are no exception to this rule.  They need to reso-
nate with consumers’ needs for more responsible and purposeful 
brands. If they are to secure consumer spending in the future. 
Looking ahead, we will see AI become not only a driver for marketing 
innovation, but it will also have a major impact on our society  
in general. Let’s trust that the creators of AI will be able to build 
unbiased, ethical AI that helps our industry and mankind to leap 
forward into the next century. In any case, the TV Key Facts will  
be the place where you’ll find important news, innovations and 
unbiased facts about its future use.  /

Some convenient 
consumer 
truths at last

CONCLUSION
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CONSUMERS
Key Facts & Figures

2h55 
Worldwide average viewing time 

per individual in 2018.

3.4 services
In the US, 70% of households have at 

least one SVOD service – the average 

subscriber watches 3.4 services.

9.4 minutes
Viewers spend a lot of time choosing 

what content they’re going to watch:

9.4 minutes for 18-34 y.o. 

and 8.4 minutes for 35-49.

10 minutes 
Generation Z engage most with 

videos over 10-minutes long 

on YouTube.

80% 
Linear TV advertising accounts  

for the largest share (80%) 

of (perceived) video ads, followed 

by YouTube (6%) and Facebook and 

Instagram (6% combined).

93% 

While watching TV, children 

are focused exclusively on it 

93% of the time.

+12% 
memorizing  when the emotional 

context of the programme is the 

same as that in the ad.

172% increase
 in click-through rates with the 

implementation of AI.
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INDUSTRY

INTRODUCTION

The TV industry has experienced significant 
change over the past 10 years. More is to come, 
however, with particular implications for certain 
aspects of the role and business of TV.

TV’s era 
of change
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Nicole Haman
Digital Sales Director,

RTL AdConnect

Audience measurement, which is already important, will become 
even more so – driven by addressable innovations and adverting 
opportunities to monetise audience data. 
Collaborative partnerships will be a focus for media groups to 
achieve scale. The strongest alliances around content, platforms 
and data, will be underpinned by identifying and leveraging the 
best opportunities and partners.
Bertelsmann’s Content Alliance, Salto (the SVOD platform to be 
launched in 2020 by M6, France Television and TF1), and BBC and 
ITV-backed BritBox are great examples of alliances between me-
dia groups to challenge Netflix and Amazon, aligning to provide 
simple access to premium long form video content.
“Content is king” regardless the platform.  /
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Industry
Responsibility 
of publishers

Ninja Warrior
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INTERVIEW

Improving video 
environments to 
bolster brand safety 

How would you describe United Screens?

United Screens is the leading influencer marketing net-
work in the Nordics, working with world leading clients and 
the largest influencers in the region. Our key offerings are 
premium influencer marketing and video advertising within 
our brand safe network on YouTube. 
We specialise in conducting influencer marketing, and 
since we started in 2013, we’ve executed more than 1,000 
influencer marketing campaigns. 

How do you choose your talent and how do you 
curate the content?

We have a team of talent recruiters who are hand-picking 
the right people. All talent is vetted before becoming a part 
of United Screens. It means that they have to meet certain 
criteria regarding reach, brand safety and continuity in 
terms of how often they are publishing, to ensure they are 
suitable for our premium network. This process enables us 
to get to know the influencer and to know their content  
inside out. This means we can ensure that all future 
content will be brand-safe and premium, and provide our 
advertisers with the reassurance that their advertising will 
be shown in a quality environment. 

A brand lives and dies by its reputation. Ensuring that influencers who 
are promoting a brand are fully aware of their responsibilities, is crucial, 
as Natalie Tideström Heidmark, CEO of United Screens, explains.

Natalie Tideström Heidmark
CEO, United Screens
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Being responsible 

and helping 

to protect 

a brand’s reputation 

is central 

to what we do.

How can video environments be improved to 
bolster brand safety?

We work closely with our influencers on an ongoing basis 
to keep their content brand-safe and of a high quality.  
This is something that we have focused on since day one. 
For us, it’s important to work with data driven creativity 
and to curate our network, so that it not only meets but 
exceeds, the standard of brand safety our advertisers  
expect. 

How far are influencer networks responsible 
and engaged?

Being responsible and helping to protect a brand’s reputa-
tion is central to what we do. We are always in close con-
tact with advertisers and with our influencers, and make 
them fully aware of the importance of brand safety.  
And, because our influencers are rigorously selected,  
we can guarantee a brand-safe environment for our adver-
tisers.  /
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INDUSTRY

INTERVIEW

Is scale still the biggest concern, or do brands 
want more?

I think the brands we work with have always been  
concerned about reaching their consumers at scale. The 
historical headache in terms of how to do this has been 
around accurate targeting and frequency control to ensure 
budgets are not wasted. Much better targeting and data at 
scale have helped drive digital investments versus linear 
media like television accordingly. This has also been  
compounded in the last few years by a perceived decline in 
audiences, particularly amongst younger and upscale  
demographs in linear media who are seen as much easier 
to target and reach on digital platforms. However, clients 
are also increasingly concerned about what they are actu-
ally buying on digital platforms. Can the advertising really 
be seen, is it appearing in a “safe” environment, can it be 

Premium digital 
inventories are 
best for brands
Amid reports that programmatic ad buying's reputational 
issues have been resolved. GroupM's Andrew Meaden 
makes the case that a human touch is still the safest bet 
for brands targeting online audiences.

Andrew Meaden
Global Head of Partnerships, GroupM

74
TV

 K
EY

 F
AC

TS
 2

01
9



verified by fair and independent metrics? 
This is leading many clients to question where they have 
been spending money effectively, 
and whether prioritising scale and 
targeting above all else has been 
counterproductive. I think it's also 
important to separate out what we 
could call “performance” type  
advertising, versus “brand” type  
advertising.
On a performance basis, clients have 
always been less concerned about 
scale and more concerned about  
response and many existing digital 
metrics support this effectively. Whilst when we look at 
brand advertising and typically video-led campaigns, a lot 
of these challenges surface.  

How does GroupM identify premium content?

Defining content as “premium” is 
tricky as it depends on different fac-
tors and perceptions. Broadly we 
would see premium content as con-
tent that is professionally made (so 
not UGC) and ideally human-checked 
for safety and quality. Depending on 
the client’s needs we use a variety of 
both publisher owned and third par-
ty safety and verification tools to 
check content, but no technology is 
ever completely reliable. The only 

way to fully ensure premium and safe content is to buy from 
a premium and safe channel, in the same way the only way to 
safely buy a quality watch is to go to a reputable jeweller.  b

 Buying direct from content 

producers in human-

checked environments is 

always going to be safest.
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INTERVIEW

What do brands get from premium digital 
inventories?

I think brand safety is the biggest single concern our clients 
currently have and there is zero tolerance for any failure. 
So, professionally made and human-checked content goes 
a long way towards solving this. Premium digital content 
usually has much better viewability both via unskippable 
ad formats and being in engaging content containers that 
people want to watch. This is also very important as once 
we start looking at effective CPMs, we often see that 
cheaper UGC environments – although priced low on the 
surface – are actually expensive due to very poor viewa-
bility and completion rates.  

How important are trust and transparency? 

Very important. Buying from a trustworthy source where 
we know who has created the content is a much safer way 
of buying than using safety software after the fact. Buying 
from a safe source eliminates the safety issue in the first 
place. Partnering with publishers who are also happy to 
operate openly and transparently is also key, particularly 
with regard to verification and measurement software, so 
our clients can fairly and independently understand what 
we have purchased for them.

What about brand safety guidelines?

Our brand safety team use extensive detailed guidelines 
around buying methods and inventory sources that we buy 
against to try to eliminate issues for our clients. They also 
regularly review all major platforms and publishers to 
provide reports for our clients that assess the risk of adver-
tising within them.

Our Brand Safety Policy is constantly evolving and focuses 
on trading strategy, contractual controls, operational checks, 
effective use of technology and industry engagement. 
GroupM has invested significantly in brand safety given our 
blue chip client roster and our position of market leader-
ship. We contribute widely to industry bodies to advise on 
industry standards, best practice and certification to im-
prove the overall safety and quality of content and digital 
media supply across the broader digital ecosystem. 

Have the problems with programmatic buying 
been fixed?

I think the challenges are far from resolved. As quickly as 
we eliminate one set of issues, another tends to come up. 
Auctions and marketplaces can be safer places through 
the application of informed choice of supply, technology 
and verification partners. However, it’s very important to 
stay focused and alert. I think expecting agencies and  
publishers to provide a safe environment for clients  
and consumers is very much the new normal and it’s not 
an expectation (or challenge) that’s going away. 
I think clients need to look at where they are buying from 
and make risk-based decisions. Buying direct from content 
producers in human-checked environments is always  
going to be safest. Clients may need to buy from market-
places and exchanges too, however, and that is where it's 
critical they, their agencies and technology partners use 
the latest software coupled with a detailed understanding 
to protect investment and reputation.
I think it's also important not to confuse safety and quality 
– they are two separate issues. Content can be safe but 
poor quality and so still poor value. It's important we look 
at both and ensure it's safe and high quality in order to  
deliver the best value to clients.  /
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INDUSTRY

TRENDS & INSIGHTS

Cracking the code to the perfect measurement of 
advertising and content across screens seems to be 
the Holy Grail. For broadcasters and monetisers of 
content – on air and online – it certainly is a priority, 
which is why they, together with capable bodies 
and vendors across the world, are working hard to 
contribute to the evolution of hybrid measurement, 
the adoption of new cross-platform measurement 
standards and the enrichment, as well as valida-
tion, of new datasets.
Whereas panels must remain central to any meth-
odology, there is an obvious need to use other data 
sources such as set-top boxes, telco, smart TV, and 
census.
Today, hybrid measurement is at very different 
stages of readiness. In some markets, results are 
being reported, others are at the deployment and 
testing phase, and some are yet to start the journey.  
While progress is gradually taking place, developing the 
perfect hybrid model has proven far more complicated 
than first expected due to a fast-evolving media landscape, 
and obstacles remain to be overcome in even the most 

Towards 
transparent 
and accountable 
measurement

Anders Rune
Research & Insights Manager, egta
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The egta T V charter  

on broadcasters’ commitment towards 
responsible and transparent 
measurement of advertising 
in the total video ecosystem

advanced markets. For example, deduplication of reach 
and frequency. Beyond the technical challenges, there are 
commercial decisions to be made around how to monetise 
audience data. Whereas the dream is a single currency, 
progress will be achieved faster if the industry first focuses 
on a stable planning currency, as the adoption of a trading 
currency is bound to lead to more political discussions.
While national JICs aim to create the perfect hybrid solu-
tions – based on reliable, transparent and trusted data – it 
is worth highlighting that many alternative initiatives are 
currently proposing to answer some of the questions 
raised by advertisers. There are, today, plenty of compa-
nies that, through their own proprietary solutions, aim to 
solve part of the equation. These include broadcasters – 
NBCU and Sky’s CFlight is a perfect example of that – but 
also tech companies, which currently focus on issues such 
as viewability, data analytics, and attribution.
Such initiatives, which can help move the industry forward 
and answer advertisers’ immediate needs, are encouraged 
as progress is needed at a faster rate than the industry can 
currently deliver. However, it will be increasingly important 
to build bridges between all types of initiatives, as there is 
otherwise a risk that a growing number of disjointed solu-
tions will be counter-effective and raise questions about 
transparency and the reliability of data.
A key focus in audience measurement must be to strike a 
balance between media owners’ legitimate desire to see 
all their audiences measured and accounted for, and ad-
vertisers’ demand for solutions which will allow them to 
plan, compare and assess the results of their campaigns 
across all screens and platforms in transparent and brand-
safe environments.
In this context, it seems increasingly clear that questions of 
common industry standards and definitions must be ad-
dressed and solved as a priority to achieve real progress. 
Setting standards for viewability, transparency, accounta-
bility and data comparability is imperative to creating a 
level playing field. 
To this end, egta – the trade association of television and 
radio sales houses – has launched a media charter (see 
right) which outlines broadcasters’ commitments to raising 
the bar for the whole industry and reminds advertisers  
that TV already meets its demands for accountability and 
transparency.  /

What is a view to advertising? 

A view – whether on linear TV and on broadcasters’ online 

properties – is a view. Broadcasters, in their dealings 

(negotiations, planning, reporting and billing) with advertisers 

and their agency, will only apply the notion of a view to:

Premium content seen in a brand-safe environment 

over which broadcasters have full control and for 

which they take full responsibility as publishers

Content that is seen at normal speed

Content that is viewed with the sound on

Content that is seen full screen or fully viewable

Content that is seen to a minimum completion rate 

of 75% – with the objective of quickly reaching 100% 

(once the practical and technological challenges of 

such a precise measurement are solved)

Consistent approach to measurement

Broadcasters commit to a continued and consistent 

approach to measurement:

They do not and will not “mark” their own 

homework. They are and will always be clear and 

transparent about the origin of the data used (panel, 

census, set-top box at household level, etc.)

They are willing to be independently measured

They are willing to be audited

They will strive for solutions that allow for 

cross-platform measurement and comparisons

They will apply the quality and transparency  

of TV measurement to their online properties
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Industry
Synergies, alliances 
and data

American Idol
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INDUSTRY

INTERVIEW

Mediengruppe RTL Deutschland, RTL Radio Deutschland, 
the TV production company UFA, the Verlagsgruppe Ran-
dom House publishing group, Gruner + Jahr, and the music 
company BMG inspire millions of people in Germany with 
their creative content every day. Together, they comprise 
the Bertelsmann Content Alliance. With this alliance,  
Bertelsmann is creating new formats and unique marketing 
opportunities in Germany. This makes the Bertelsmann 
Content Alliance an innovative and powerful partner for  
all creative professionals. Bertelsmann invests about  
€6 billion a year in creative content, worldwide.

The Bertelsmann Content Alliance has been in 
place since February. How would you assess its 
performance so far?

The Bertelsmann Content Alliance has unleashed so many 
new forces – it’s almost as if people had just been waiting 
for it. After only four months, we’re already noticing that 
the exchange of ideas between the divisions has become 
much more intensive.

Creating content 
collaboratively
The Bertelsmann Content Alliance was founded in February. 
Julia Jäkel, Chair of the Content Alliance Board, talks about the 
increasing exchange between Bertelsmann's German content 
businesses, about early projects such as the Audio Alliance, 
and the response from creative professionals and business partners.

Julia Jäkel
Chair of the Content Alliance Board, Bertelsmann
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Which projects have already been developed?

That can’t really be summed up in one sentence, but one of 
the biggest projects is the establishment of the Audio  
Alliance, where we pool the development and production 
of all podcasts and audio-on-de-
mand offers and combine our 
strengths. 
With AudioNow, we’ve created a Ger-
man platform in the rapidly develop-
ing podcast market that features a 
lot of deliberately exclusive, exciting 
podcast formats from our groups. 
There’s an incredible amount going 
on right now. 
As a next step, we’re building our au-
dio marketing under the robust Ad 
Alliance umbrella. Our goal is to be 
the pacemaker in this market. And 
above all, the Bertelsmann Content 
Alliance is very popular not only in the participating divi-
sions, but especially in the market. And that’s the important 
thing after all: channeling energy to the outside, to the con-
sumers and creatives. Because that’s where it all happens.

What makes you say that it’s popular?

I can tell from who is contacting us externally: consultants, 
public figures, presenters, musicians, and even creative 
professionals are asking about the opportunities the  
Bertelsmann Content Alliance raises for them. And we haven’t 
even really communicated much to the outside world yet! 
It’s nice to see how many colleagues are involved and how 
quickly mutual contacts develop at various levels because 
people are excited to do something together. Even if some-
times you’re not even sure who to call yet.

How does one find that out?

First, by admitting that you don’t know everything there is 
to know about the other Bertelsmann Content Alliance 
members, in other words, you want to learn. Please don’t 
think that everyone at Gruner + Jahr could be able to tell 

you exactly what BMG, for example, does. I have learned a 
lot in this respect! But the curiosity is there. We’ve resolved 
to further advance our mutual understanding in the second 
half of the year. All the freedom that creative processes  
require aside, we also need to provide some structure. 

We’re currently organising exchan-
ges of ideas on various collabora-
tion-related matters, such as  
marketing, communication, rights 
acquisition, merchandising, and 
espe cially, of course, on content- 
related topics such as news, food 
and so on. In some places this is  
already happening proactively and 
independently. But we will also 
make sure we all learn more about 
the other divisions, their business, 
their strengths, their peculiarities. 
The better we know each other – at 
all levels – the better our ideas for, 

and with, each other will be.

The Bertelsmann Content Alliance’s goal is to 
create more joint business. What’s your 
assessment at this point?

I’d put it a little differently: the goal is to further develop 
and orchestrate existing content to create a kind of mag-
netic pull for artists, publicists, and creative people with 
overarching offers. And of course to create something 
completely new together. So this is about opportunities, 
not restriction. And from that, the business grows. We have 
to remember that the Bertelsmann Content Alliance is 
number one in content production in Germany and  
number one in marketing. Our leverage is enormous if we 
use it properly. Altogether, Bertelsmann invests €2 billion a 
year in content in Germany. I think that if we succeed in 
systema tically developing business across the divisions, 
we can create discernible value for all areas. 
The Bertelsmann Content Alliance thrives on the creativity 
and entrepreneurial spirit of everyone who works here. 
That’s not just the seven board members, but many  
thousands of creative people and their partners.  /

The Bertelsmann Content 

Alliance is #1 in content 

production in Germany 

and #1 in marketing.
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INDUSTRY

INTERVIEW

In June 2019, Mediengruppe RTL Deutschland and  
ProSiebenSat.1 announced a joint venture, dubbed 
d-force, for the management and further development of a 
demand-side platform (DSP) for addressable TV and online 
video. Now that Germany's Federal Cartel Office has  
approved this joint venture, d-force will set to work. The 
cooperation between the two TV groups underpins the  
importance of addressable TV (ATV) and online video for 
advertising sales. With just a few clicks on the Active Agent 
DSP, advertisers and media agencies can directly make  
individual bookings that target their respective demo-
graphics in ATV and online video advertising across the 
entire portfolio of both RTL Deutschland and ProSiebenSat.1.

What motivated the d-force joint venture?

Advertisers and media agencies clearly stated their wish 
for a single platform on which they could book ATV and  
online video ads targeting large audiences on all kinds of 
devices. Previously this could only be offered separately, to 
individual advertisers. Accordingly, the establishment of a 

Pushing 
for synergies 
and alliances
Matthias Dang, Chief Commercial, Technology & Data Officer 
at Mediengruppe RTL Deutschland, talks about the joint venture 
between Mediengruppe RTL Deutschland and ProSieben Sat.1, 
the advantages for customers and agencies and how it will compete 
with Google, Apple, Facebook and Amazon (GAFA).

Matthias Dang
Chief Commercial, Technology & Data Officer, 

Mediengruppe RTL Deutschland

84
TV

 K
EY

 F
AC

TS
 2

01
9



joint venture that will manage and develop the DSP, is an 
important milestone.

How will collaboration in the joint venture work? 

IP Deutschland, or Ad Alliance and SevenOne Media, will 
remain responsible for advertising sales for their own  
respective inventories, but will offer their ATV portfolio  
exclusively, and online video additionally, via the Active 
Agent DSP. 
This will give advertisers the opportunity to programmati-
cally book ads that cover both TV groups' full range of 
channels, radio stations and digital offerings. 

What benefits will d-force offer agencies and 
advertising customers?
 
D-force will take over the management, service and ongoing 
development of the Active Agent DSP, enabling program-
matic, i.e. automated, bookings of ATV and online video 
ads.
Ads across the full digital video offerings of both media 
groups and other partners, such as Disney and Sport1, can 
be booked via the DSP. 
Also, Active Agent now has one  
absolute USP: it is Germany's largest, 
programmatically bookable ATV  
offering. 
For German advertisers active in the 
burgeoning ATV and online video 
segments, this means customers 
and agencies can automatically 
book ads that will reach large  
audiences with guaranteed brand 
safety. 
Of course, ATV can still be booked 
directly with the respective advertising 
sales house, too.

Do you think this solution could serve as a 
model for other countries? 

Yes, very possibly. Similar steps are currently being taken in 
the French market.

What do you expect d-force to achieve? 

By setting up d-force, we are responding to advertisers'  
express wishes to book ATV and online video ads on a  

single platform. 
Since these are two fast-growing  
areas of advertising sales, d-force is 
a long-term commitment for us. In 
addition, we're open to teaming up 
with more partners. 

How do traditional media 
companies differ from the 
likes of GAFA? 

Alliances are becoming increasingly 
important in global competition  
because they enable scalable solu-
tions and thereby foster sustainable 

viability. The form of collaboration extends from cooperation 
in genre marketing (Screenforce) to a German log-in  
alliance (European netID Foundation), cross-genre marketing 
(Ad Alliance) and sharing advertising technology (d-force). 
Our alliances give us the best chance of ensuring future 
success.  /

Alliances are becoming 

increasingly important in 

global competition because 

they enable scalable 

solutions.

85
TV

 K
EY

 F
AC

TS
 2

01
9



INDUSTRY

INTERVIEW

Belgium’s 
changing media 
landscape
Medialaan recently merged with De Persgroep 
Publishing to form DPG Media. Wilfried Celis, Business 
& Development Director explains the strategy behind it.

What is the vision of DPG Media?

The advertising industry is increasingly focused on digital 
and is dominated by disruptive players. Data (specifically  
consumer insights) is more important than ever. Scale 
matters. Our unified company brings together 35 media 
brands across TV, radio, magazines, newspapers and on-
line platforms, reaching 80% of the Flemish popu lation 
every day. Almost 50% of Flemish consumers have an ac-
count on one or more of our platforms – a single sign-on 
strategy allows us to follow consumers cross-platform and 
collect be haviourial data, which is important for advertisers.

What is the state of the media market in Belgium? 

Media spends are under pressure, except for radio and  
online. The biggest challenge is quality. More and more ad-
vertisers are coming back to local players like us, because 
of issues of non-transparency around data – our data is 
based on real people, not bots.

What are the main challenges? 

Like the rest of the world, traditional media is being 
squeezed – and ad spend, particularly FMCG, is in difficulty. 

Wilfried Celis
Business Development Director, DPG Media
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In north Belgium, consumers watch a 
lot of local content, and, while there is 
no comparison with players like Netflix, 
we invest a lot in local content – 70% 
of the programmes we broadcast on 
VTM are local programmes that we 
produce or that we own. That's a big 
advantage.

Do you develop specific 
content for your online platforms?

On VTM Go we use catch-up formats and buy foreign formats 
that have never been broadcast on Belgian channels. 
There’s huge demand from consumers for exclusive content.

What is the future of broadcast media in Belgium? 

Viewing behaviour is changing. Consumers want maximum 
convenience. The user experience (platform/UI) and con-
tent quality are the most important assets. 

What is the feedback you get from the market, 
advertisers and agencies?

They need strong local partners who want to invest and 
develop the local digital market. 

Most of our ads are unskippable and 
we have an average 90% completion 
rate. You can’t scroll and let the ad 
play while you’re looking elsewhere, 
so advertisers know their ads are 
seen. The volume of advertising con-
sumers have to watch is half of the 
advertising volume on regular live 
TV. This is our promise. It’s a win-win. 

What's next?

Recently we launched addressable advertising on TV. 
This allows us to target households separately via a set top 
box, and reach people by street or even households. 
However, linear advertising is still crucial, especially for in-
ternational brands who want to speak to audiences at 
global scale. Addressable advertising is complementary to 
the other forms of advertising, but it’s not meant to be-
come the new normal.
Step by step, data is enabling us to build a multi-platform 
ecosystem which allows us to follow the consumer and ful-
fil consumer journeys.
Reaching the consumer in a compelling and engaging way 
remains one of advertisers’ greatest challenges in today’s 
digital world. But DPG Media's distinctive power lies in 
closely focusing on the consumer every day.  /

Viewing behaviour

is changing. 

Consumers want 

maximum 

convenience.
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INDUSTRY

INTERVIEW

What's the situation in Germany's radio sector?

Despite fierce competition in the audio market, people are 
continuing to listen to the radio a lot, and for long periods. 
In fact, 94% of the German-speaking population aged  
14 and above use the medium, with the average listener 
tuning in for just under 260 minutes a day. 
Young people do less conventional listening, but are 
instead increasingly relying on personalised offerings, 
which they use anywhere, any time. In addition, people are 
listening less to an analogue radio in their kitchen, and 
more to radio apps on their smartphones, through smart 
speakers (such as Alexa and similar virtual assistants) or 
Internet players. 

Can you describe the specific characteristics  
of this market?

The music and content our listeners demand varies, de-
pending on their listening situation. Accordingly, alongside 

Audio alliances: 
AudioNow 
in Germany
RTL Group recently created AudioNow – a platform for podcasts 
and audio series. Audio Alliance, together with the partners of the 
Bertelsmann Content Alliance, are now developing exciting and 
innovative podcasts for the platform.

Stephan Schmitter
Head of Audio, Mediengruppe RTL Deutschland
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conventional programmes, we have a wide range of web 
channels and curated linear offerings that can be accessed 
in many different ways. Right now, we're witnessing a huge 
surge in interest in word-based audio-on-demand content. 
Launching AudioNow this spring, provided the perfect 
platform for such content, containing the best, and most 
popular, podcasts in German and English. Just months  
after the launch, the platform fea-
tures almost all relevant publishers 
and formats, with more productions 
being added on a daily basis. We're 
also developing a whole series of ex-
clusive podcasts – our 'AudioNow 
originals' – through the Bertelsmann 
Audio Alliance.

What's the purpose of the 
Bertelsmann Audio Alliance 
and how does it work?

Set up early this summer, it is a production company for 
podcasts and audio series and perfectly complements the 
AudioNow platform. We create top-quality podcasts that 
are then made exclusively available, free of charge, on the 
AudioNow platform. The respective Bertelsmann Content 
Alliance units deploy powerful national brands and bring in 
celebrities to create this content. This clearly sets us apart 

from the competition and opens up new audio marketing 
opportunities for our Ad Alliance colleagues.

What kind of content are we talking about?

The latest examples of successfully launched podcasts in-
clude the Stern documentary Survivors, stern Crime and 

stern Diagnose, the official RTL pod-
cast accompanying Sommerhaus der 
Stars and the football format Messi & 
Ronaldo, featuring Oliver Pocher and 
Matze Knop. 

How is all this being 
financed?

The platform is – and will remain – 
free of charge and ad-free. Monetisa-
tion is achieved by selling pre-roll 
spots and, more impor tantly, 

through native podcast advertising within the formats of-
fered exclusively by the Ad Alliance. AudioNow has seen a 
very sharp rise in consumption across all age groups. So 
we're 100% convinced that the medium will develop into a 
successful business model in the near future. In our  
opinion, the biggest contribution to advertising revenues 
will be native forms of advertising within podcasts.  /

We create top-quality 

podcasts that are then 

made exclusively 

available, free of charge, 

on the AudioNow 

platform.
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Industry
Attribution 
and ROI

Top Chef
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KEY FIGURES
INDUSTRY

The digital advertising 
stats you need

Steady growth in digital adspend 
Total digital adspend in Europe (€bn)

Gross1 digital advertising

expenditure in Europe totalled 

€55.1 billion in 2018.

2006

6.6

2007

9.2

2008

14.5

2009

15.8

2010

18.8

2011

21.9

2012 2013

28.6

2014

32.1

2015

37.1

2016 20182017

48.4

55.1

24.4

41.8

1Gross refers to Adspend after the deduction of discounts, before the deduction of agency fees. Source: IAB Europe, AdEx Benchmark 2018.

Growth slightly accelerated compared with previous years and is the highest 

growth rate since 2011. Growth rates have been stable since 2012 despite major 

structural changes in the market – from the proliferation of programmatic, social, 

mobile and video, to an increased presence of large platforms. The maximum variation 

in growth rates between 2012 and 2018 is 2.4 pp.

Total digital adspend growth  
in Europe (2007-2018)

2007

39.0%

2008

58.6%

2009 2010

18.6%

8.9%

2011

16.5%

2012

11.5%

2013 2015

11.9% 13.1%

2014 2016 2017 2018

11.6% 12.2%

13.2%

+2.4pp

13.9%

Digital adspends: 
UK, Germany and 

France are the 
top three markets

UK

Germany

France

Their share of total European digital 

adspend is 57.5%. 10 out of 27 markets 

have recorded digital adspend in excess of  

€1 billion in 2018.

€m 18.402018

2017 €m 15.88

€m 7.202018

€m 5.242018

€m 6.622017

€m 5.092017
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

The East and Central European markets are rapidly developing 
Digital adspend growth by market in 2018 vs 2017

The top 3 markets had 

a 57.5% share of total 

European digital 

adspend.

21 out of 27 markets 

recorded double-digit 

growth in 2018.

15 markets grew faster 

than the European 

average.

14.4%Turkey

20.1%Serbia

10.3%Austria

8.0%Netherlands

14.3%Norway

23.6%Belarus

European average

16.0%Ireland

16.4%Finland

8.9%Slovakia

7.0%Bulgaria

12.7%Slovenia

26.9%Ukraine

24.9%Russia

14.0%Hungary

16.7%Romania

18.0%Croatia

10.0%Denmark

7.1%Switzerland

13.9%Poland

20.9%Czech Republic

12.3%Sweden

15.1%Spain

5.8%Greece

1.5%Belgium

11.2%Italy

13.9%

15.1%UK TOP 1

8.8%Germany TOP 2

18.3%France TOP 3

Source: IAB Europe, AdEx Benchmark 2018. 93
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Share of digital adspend by format in Europe
(in %)

2006 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017 2018

Display

Classifieds & Directories

Paid-for-Search

47.6 48.5 44.5
33.8 31.3 33.3 32.7 34.0 37.7 36.9 39.6 40.9 42.2

18.3 14.9 18.9

18.9 20.7 19.6 18.5 16.8 15.6 16.4 15.2 13.2 12.5

34.1 36.6 36.6
47.3 48.0 47.1 48.8 49.2 46.7 46.7 45.2 45.9 45.3

Digital adspend by format 
(€m)

2017 2017 2017

2018 2018 2018

DisplayClassifieds 
& DirectoriesSearch

19 795

23 261

+17.5%

22 214

24 999

+12.5%

6 393

6 886

+7.7%

Source: IAB Europe, AdEx Benchmark 2018.94
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Share of digital adspend by format per market in 2018
Ranked by share of display

Source: IAB Europe, AdEx Benchmark 2018.

Display recorded market share gains in 2018 at the expense of Classifieds & Directories and Search.

Display Classifieds  
& Directories

Romania

Serbia

Slovakia

Bulgaria

Finland

Italy

Slovenia

Turkey

Czech Republic

Austria

Croatia

Poland

Belgium

France

Spain

Russia

Norway

Ireland

Hungary

European Average

Ukraine

Netherlands

UK

Sweden

Denmark

Belarus

Germany

Greece

Switzerland

Paid- 
for-Search

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%
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Source: IAB Europe, AdEx Benchmark 2018.

Video grew its share to 13.9%, up from 12.1% in 2017. 

Total display, helped by video, gained 1.3 pp of share

Digital video: share of formats 
including video 2017 vs 2018

45.9%

13.2% 

28.8% 

12.1% 

45.3%

12.5% 

28.3% 

13.9% 

Search

Classifieds & Directories

Non-Video Display

Video

Total Display
2018

42.2%

Total Display
2017

40.9%

Large Western European markets are dominant
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82 67 66 54 51 25 20 17 10 10 8 6 5 4

Digital video adspend by market 
2018 vs 2017 (€m)

2018

2018

2018

2018

2017

2017

2017

2017
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Western European countries dominate digital video adspend
but growth leaders are mostly emerging markets 

Digital video adspend growth by market in 2018

Serbia

Belarus

France

Russia

Romania

Czech Republic

Ukraine

Ireland

UK

Denmark

Poland

Norway

Germany

Turkey

European Average

Slovenia

Hungary

Sweden

Italy

Spain

Austria

Bulgaria

Greece

Switzerland

Croatia

Netherlands

Slovakia

Finland

Belgium 4.4%

12.1%

13.3%

13.3%

15.0%

15.5%

15.8%

16.9%

18.5%

19.3%

21.7%

25.5%

29.9%

30.0%

30.9%

30.9%

31.2%

31.6%

32.1%

32.7%

34.0%

38.0%

40.9%

45.1%

45.2%

46.8%

52.0%

52.9%

30.9%
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Television advertising 
insights

TV share of media expenditure

INCREASED IN 11 
of the European TV markets.

96.4%

Bulgaria

Food PharmaceuticalsRetail

85.6%

Hungary

84.3%

Slovakia

The average spot length in Europe is  

20.3 seconds1

1For 24 countries. Source: RTL AdConnect, local institutes.

Highest T V share in the media mix

Biggest T V adspenders

Most advertised sectors on T V 

More than 

165 million1

TV spots were broadcast in Europe in 2018

165 984 58612018

156 831 1592015

60 488 0642005

99 372 7912010

163 681 4892017

+105M
vs 2005

New 
this

 year!
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Top advertisers
TV share of media expenditure Top three advertisers

Country

TV Share
of Media

Expenditure Trend

   Austria 30.1% ↑

   Belarus1 43.4% ↓

   Belgium 40.6% ↑

   Bulgaria 96.4% ↑

   Croatia 80.2% ↓

   Cyprus n.a. n.a.

   Czech Republic 57.6% ↑

   Denmark 25.6% ↓

   Estonia n.a. n.a.

   Finland n.a. n.a.

   France 44.4% ↑

   Germany 48.3% ↑

   Greece n.a. n.a.

   Hungary 85.6% ↓

   Ireland 23.8% ↓

   Italy1 63.7% 2

   Latvia 45.7% ↓

   Lithuania 81.3% ↑

   Luxembourg 9.3% ↓

   Macedonia n.a. n.a.

   Netherlands 54.0% ↑

   Poland 41.3% ↓

   Romania1 67.0% ↑

   Russia1 39.9% ↓

   Serbia1 55.0% ↓

   Slovakia 84.3% ↑

   Spain1 38.6% ↓

   Sweden n.a. n.a.

   Switzerland 25.9% ↓

   Turkey 47.0% ↓

   Ukraine1 37.8% ↓

   United Kingdom 33.6% ↓

   Europe

   United States 65.6% 2

1 2 3

FERRERO PROCTER & GAMBLE XXXLUTZ

TV SHOP NESTLÉ MTS

PROCTER & GAMBLE RECKITT BENCKISER COCA-COLA

LIDL PROCTER & GAMBLE NATUR PRODUCT

AGROKOR T-HRVATSKI TELEKOM LIDL

LIDL ALPHAMEGA CYPRUS TEL AUTHORITY

FERRERO KAUFLAND PROCTER & GAMBLE

DANSKE SPIL COOP DANMARK BILKA

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

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

PROCTER & GAMBLE FERRERO RENAULT

PROCTER & GAMBLE FERRERO L'ORÉAL

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

SANOFI-AVENTIS PROCTER & GAMBLE FERRERO

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

FERRERO PROCTER & GAMBLE FIAT

RECKITT BENCKISER RIMI PROCTER & GAMBLE

TELE 2 MAXIMA LT LIDL

COCA-COLA POST LUXEMBOURG KICHECHEF

TCCC PROCTER & GAMBLE BREWERY SKOPJE

PROCTER & GAMBLE AHOLD UNILEVER

AFLOFARM USP FERRERO

ZDROVIT PROCTER & GAMBLE RECKITT BENCKISER

PEPSI CO NESTLÉ PROCTER & GAMBLE

COCA-COLA AGROKOR PROTON SYSTEM

TELECOM LIDL FERRERO

PROCTER & GAMBLE L'ORÉAL VOLKSWAGEN

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

PROCTER & GAMBLE FERRERO COOP

UNILEVER PROCTER & GAMBLE COCA-COLA

NESTLÉ PROCTER & GAMBLE L'ORÉAL

PROCTER & GAMBLE RECKITT BENCKISER AMAZON

PROCTER & GAMBLE FERRERO LIDL

GEICO PFIZER PROGRESSIVE

¹Net figures; 2Data not comparable to previous year, due to a change 
of measurement. Source: Local institutes, gross figures.

Source: Local institutes.
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Top three advertising sectors

Top advertising sectors

Country 1 2 3

   Austria FOOD COSMETICS/PHARMACEUTICALS HOME AND GARDEN

   Belarus DRINKS PHARMACEUTICALS COMMUNICATIONS/TELECOMMUNICATIONS

   Belgium CULTURE, TOURISM, LEISURE FOOD BEAUTY & HYGIENE

   Bulgaria PHARMACEUTICALS RETAIL FOOD

   Croatia RETAIL FOOD COMMUNICATIONS/TELECOMMUNICATIONS

   Cyprus RETAIL SERVICES FINANCIAL SERVICES

   Czech Republic PROCESSING INDUSTRY FOOD CROSS-SECTION CATEGORIES

   Denmark OTHER RETAIL CATEGORIES RETAIL TRANSPORT

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

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

   France FOOD AUTOMOTIVE & TRANSPORT BEAUTY & HYGIENE

   Germany FOOD SERVICES COSMETICS 

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

   Hungary PHARMACEUTICALS TRADE FOOD

   Ireland RETAIL HOUSEHOLD FINANCIAL SERVICES

   Italy FOOD AUTOMOTIVE & TRANSPORT PHARMACEUTICALS

   Latvia RETAIL PHARMACEUTICALS FINANCIAL SERVICES

   Lithuania RETAIL PHARMACEUTICALS COMMUNICATIONS/TELECOMMUNICATIONS

   Luxembourg TRANSPORT HOUSEHOLD SERVICES

   Macedonia FOOD TRADE DRINKS & ALCOHOLIC BEVERAGES

   Netherlands RETAIL FOOD BEAUTY & HYGIENE

   Poland PHARMACEUTICALS FOOD RETAIL

   Romania PHARMACEUTICALS FOOD COSMETICS 

   Russia PHARMACEUTICALS FOOD RETAIL

   Serbia FOOD RETAIL PHARMACEUTICALS

   Slovakia RETAIL FINANCIAL SERVICES PHARMACEUTICALS

   Spain FOOD BEAUTY & HYGIENE RETAIL

   Sweden n.a. n.a. n.a.

   Switzerland FOOD BEAUTY & HYGIENE FINANCIAL SERVICES

   Turkey FOOD BEAUTY & HYGIENE RETAIL

   Ukraine PHARMACEUTICALS FOOD TRADE

   United Kingdom FINANCIAL SERVICES LEISURE FOOD

   Europe FOOD RETAIL PHARMACEUTICALS

   United States AUTOMOTIVE & TRANSPORT PHARMACEUTICALS COMMUNICATIONS/TELECOMMUNICATIONS

Source: Local institutes.
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INDUSTRY

OPINIONS

How lean TV
advertising is
helping build 
new brands

TV is dead. At least, that’s what those 
who work in other media would have 
you believe, as they say they don’t 
even own a TV set and only watch 
Netflix or Amazon Prime.
But this anecdotal evidence is in sur-
prising contrast to the growth of TV 
adspend and the increasing number 
of brands that advertise on TV. In 
fact young online brands, driven by 
data and performance orientation, 
seem to compete for the strongest 
presence on TV. How does that tie in 
with the so-called death of TV? May-
be it’s worth looking at what’s really 
happening in the TV media sector.

TV is dead – or so we are told, but an increasing 
number of online brands are opting for TV advertising. 
Jasper Sasse, founder of spoteffects, explains the rise 
of lean TV ads.

Jasper Sasse
Managing Director, XAD spoteffects

Evolution towards lean TV 
advertising
Ten years ago, barriers were high for 
brands to get their ads on TV: the 
minimum budget for creating an ad 
was a high five-digit number; the 
minimum media budget for booking 
a first campaign was a high six-digit 
number; the number of TV stations 
was somewhat limited; and it was 
impossible to measure and optimise 
campaigns on a granular level. 
Optimisation during a campaign was 
rarely possible, and there were no 
methodologies to identify in detail 
which ad placements, on which TV 
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stations, in which environments, at 
what times yielded the best results. 
The old maxim that half of the media 
budget is wasted, but advertisers 
don’t know which half, was absolutely 
true. 
The result was a high mortality rate 
amongst brands that dared to dedi-
cate such abundant resources to an 
initial TV campaign, without the possi-
bility of reacting quickly in case  
of unsatisfactory results. All across 
Europe throughout the 2010s, however, 
the TV media sector has evolved at a 
rapid pace. Minimum ad creation 
budgets are a tenth of what they were, 

More than four 

out of five 

TV viewers use 

their tablet, phone 

or computer as 

a second screen 

device while 

watching TV.

while, minimum campaign media 
budgets have been divided by 20. At 
the same time, the number of new 
TV stations has skyrocketed. 
More than four out of five TV viewers 
are in the habit of using their tablet, 
phone or computer as a second 
screen device while watching TV, and 
therefore reacting to interesting ads 
by visiting the advertised website or 
mobile app. This direct response has 
become measurable each time an ad 
is broadcast, allowing advertisers to 
identify exactly when and where they 
reach the right people at the right 
moment with their messages.  b
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INDUSTRY

OPINIONS

Interaction between 

networks, media 

agencies and 

advertisers will 

become more and 

more programmatic, 

to the benefit of 

everyone. 

TV networks are far more receptive 
to short-term media bookings and 
optimisation cycles, creating the 
performance TV sector, driven by 
their yield management ambitions.
In 2011, Eric Ries published his influ-
ential book Lean Startup, which  
recommends optimising product  
development by going through the 
cycle of building and promoting new 
versions, measuring their success 
and adapting accordingly, as often 
and as quickly as possible.
This highly accelerated cycle of  
creating, measuring, learning and 
repeating is exactly what emerged 
over the same period in the TV 

advertising sector. Let’s call it lean 
TV advertising.

Offline marketing for online 
companies
Around the same time, thousands of 
new digital native companies have 
emerged, selling their products and 
services online. The culture and 
mindset of these companies is 
strongly focused on leveraging the 
possibilities that digital business 
models offer in terms of scalability, 
and in terms of data-driven and  
performance-oriented marketing.
Not surprisingly, they usually start 
promoting their offerings through 
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or installing a mobile app. Measuring 
this reaction has become something 
that even big, brand-focused adver-
tisers have started to include in their 
marketing strategies. This is how 
lean TV advertising has reached the 
heart of the TV media sector.

The future
So what’s next?
We can see that machine learning  
is entering all industries and will  
significantly change the way TV  
campaigns are planned and opti-
mised. Addressable TV will overcome 
legal and technical barriers and  
allow for even better targeting.
Interaction between networks, media 
agencies and advertisers will become 
more and more programmatic, to 
the benefit of everyone. TV is more 
alive than ever, overcoming legacy 
limitations, and we’re excited to be 
part of this change.  /

online marketing, which easily fulfills 
their expectations in terms of flexi-
bility and precise measurement. 
Building a brand was often not their 
priority, or even their strongest ca-
pability. But they usually reach a 
point in their growth where online 
media channels cannot be expanded 
indefinitely, limiting their growth. 
They start looking for other media in 
order to reach a far larger pool of  
potential clients, in an emotionally 
engaging way – in other words, they 
have discovered TV.
This coincided with the TV sector  
becoming more receptive to lean TV 
advertising. Unlike the noughties,  
TV now fulfills the requirements of  
advertisers who aim to grow their 
businesses in lean, data-driven, 

performance-oriented ways with 
short optimisation cycles. Today, TV 
commercial breaks are full of brands 
that are less than 10 years old.

Big brands start taking on a 
new perspective
Large classical consumer brands 
have always understood why and 
how TV contributes significantly to 
their success on a big picture level, but 
their TV ad effectiveness mea surement 
was focused primarily on brand KPI’s 
such as GRP’s and brand awareness, 
on a campaign-by-campaign level. 
But, in times where all budgets are 
questioned more sharply, marketing 
is under pressure to become increas-
ingly data-driven and optimised,  
creating openness towards new  
approaches, i.e. driving viewers to 
respond to ads by visiting a website 
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INDUSTRY

INTERVIEW

What is the Global Video Measurement 
Alliance?

It’s a group of publishers and brand advertisers that want 
to evolve measurement for content and audiences into the 
modern era. This means adding global reach and engage-
ment across all devices to traditional media metrics such 
as audience size and time spent, and combining them with 
social media metrics. These will help us understand what 
the world is watching in a single package.

Why is the alliance needed?

Audiences all over the world – especially young people – 
have shifted their viewing to social video platforms.  
As they've moved, the publishers and brands that want to 
reach them have followed and are programming for YouTube, 
Facebook and more. But these platforms are mea sured by 
their own metrics, each with different criteria of a view, and 
they're not comparable with the metrics we use for TV. 
To be meaningfully compared to other forms of media, we 
need to bring traditional media metrics to the social video 
world, and evaluate audiences accordingly. With greater 
transparency comes clarity and confidence in social video 
as a viable and valuable format. Global standards will allow 
us to truly unlock the economics of social video.

Bringing 
meaning to digital 
video metrics
A conversation with Rob Gabel, Founder & CEO of  
Tubular Labs, about the Global Video Measurement Alliance.

Rob Gabel
Founder & CEO, Tubular Labs

10
6

TV
 K

EY
 F

AC
TS

 2
01

9



What’s the role of Tubular?

Tubular is one of the businesses developing 
the tech that will combine social and televi-
sion metrics, while the GVMA is defining the 
standards: Should it be global? Should it be 
based on three-second views or 60-second 
views? How should it be measured? 
Tubular Labs is purpose-built to measure all 
video content across social platforms, bor-
ders and languages – not just a select few. 
Our experience as the leading global video 
measurement and analytics platform pro-
vides a unique vantage point to create  
metrics that carry weight around the world.
Video’s value comes from the ability to 
meaningfully and uniformly measure atten-
tion, not just views. With this information, 
we can finally understand all social video 
consumption on the basis of people, what 
they watch, where they’re watching, and 
how much time they spend watching it. 

What do you measure today in terms of global 
video across the world? 

We've decided that we need to have global views and by 
country-by-country views as well. Tubular also captures 
unique viewers deduplicated across platforms, and we need 
to have minutes watched and some sort of viewership stan-
dard. The details are being finalised, but the result will give a 
comparable view. So instead of separate platform views, 
there will be a vessel that defines a unit of video that’s large 
enough to tell a real story – be that for publishers or brands.

How complex is measuring video?

It’s very complicated because there are so many formats 
and devices, and so many markets where consumers 
watch video. Understanding and pulling together measure-
ment for all these is very tricky. And without modern data 
science or an understanding of the complex architecture 
and taxonomies of video-creator-audience consumption, it 
would frankly be impossible to take this on.

Who are the main actors?

Tubular founded the GVMA with Buzzfeed, Vice and Group 
Nine Media in January 2019, followed four months later 
with an expansion to Viacom, the Ellen Digital Network and 
Chorus Digital. In May, we announced European founding 
membership with Vice International, Viacom International 
and Media Chain. At the time of writing, we’re preparing for 
our next big announcement as well. We want this to be a 
true industry standard; an open standard for everyone, 
whether you’re a publisher, an agency or a brand.

What other initiatives are in the pipeline?

The thing about video today is that it’s borderless – the 
same content can be consumed across geographies,  
devices, distributed and owned platforms. To be the 
measure ment standard, we need to not only acknowledge 
this, but build for it. Today, we’re starting with social video. 
But one day this will become a total measurement solution 
for all digital content, whether it’s web, mobile devices, 
SVOD apps, OTT... but one step at a time until then!  /
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CONSUMERS

The way brands address their 
audiences today is very different 
than it was five or 10 years ago. 

Consumption habits have evolved, currently video is dominating, 
and this will continue to change at a fast pace. Interactivity and 
engagement are at the core.
Faang players’ competition have led the broadcast industry to go a 
step further and embrace technologies that help them go towards 
more precise targeting and granularity in performance metrics.
There’s an unquestionable shift to VOD viewing today, but one 
thing remains: the big screen still dominates video consumption, 
whether we’re watching long or short-form content.
We see a significant amount of innovation flourishing on the  
market to help advertisers and agencies to maximise their ROI,  
developing better strategies to reach their audiences.
Publishers have a major role to play in supporting brands in their 
strategies, bringing simplification to a complex media world and 
above all delivering transparency, brand safe environments and 
viewability metrics that brands can trust.
Frontiers between the broadcast and the digital worlds are getting 
blurry and we see a lot of ad tech developing and perpetually get-
ting better; this includes AI, programmatic buying, campaign opti-
mization and addressable advertising. 
Addressable TV in particular is rising in Europe and is for us is the 
cornerstone of the next evolution of television. We see a lot of de-
mand from advertisers and agencies in this field. The broadcast 
groups are listening and investing heavily on these ad solutions 
right now while the technology is evolving in a very fast pace.  /

Advertisers 
innovate fast to face 
the evolving future

CONCLUSION
INDUSTRY
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INDUSTRY
Key Facts & Figures

Brand safety
Buying direct from content producers 

in human-checked environments

is always going to be safest.

Audience 
measurement 

Define and adopt a common 

definition for consistent 

measurement.

€2 billion 
Altogether, Bertelsmann invests 

€2 billion a year in content in 

Germany.

Alliances
are becoming increasingly important 

in global competition because they 

enable scalable solutions.

94% 

of the German-speaking population 

aged 14+ use the medium, with the 

average listener tuning in for just 

under 4h20 a day.

€55.1 billion 
Gross digital advertising expenditure 

in Europe total in 2018.

57.5% 
UK, Germany and France are the top 

three markets with a combined share 

of 57.5%.

More than 
four out of 

five 

TV viewers use their tablet, phone or 

computer as a second screen device 

while watching TV.
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INTRODUCTION

We love TV. Or, rather, we love Total Video – video 
content created for and distributed, consumed 
via broadcast channels and digital platforms. 

Long live 
Total Video 
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Successful video is watched video – great content that is creative 
and engaging. Global figures for the number of people watching 
TV series, entertainment shows or sports are phenomenal. Local 
formats also have many fans driving significant local TV channel 
audiences. In fact, the majority of new programming last season 
was local TV productions. Meanwhile, local formats are becoming 
global. Japanese sports entertainment TV special ‘Sasuke’ – 
known as Ninja Warrior elsewhere – is a great example. 
The US and UK, as top exporting countries, do this well – exporting 
988 and 923 series, respectively. To become a global phenome-
non, you must understand people’s values and tastes. 
Successful programme concepts are also 360-degree – on linear 
TV, on social platforms, catch-up TV and even YouTube. There is no 
secret recipe for audience success, of course. But the most  
successful content shares common factors, such as a strong  
programme concept and a fresh and instantly recognizable identity. 
Trust and transparency are also key – especially in today’s media 
environment and given brand owners’ careful consideration of the 
media context in which their campaigns will appear. A brand safe 
environment is both a challenge and also a powerful opportunity 
which the best platforms can – and will – deliver.  And with brands 
and broadcasters’ growing shared interest in corporate responsi-
bility the power of TV to change attitudes and mindsets is unbeata-
ble. TV is going from strength to strength. 
Producers, broadcasters and platforms, adver tisers and agencies 
have significant power to influence attitudes with content they 
create and distribute. And with this comes great responsibility. 
Long live Total Video.  /

Carine Jean-Jean
Communications Director,

RTL AdConnect
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Creativity

The Oscars

Content, branded 
entertainment 
and creativity
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CREATIVITY

KEY FIGURES

Most-watched series

Most successful genres

Based on 21 markets. Source: Eurodata TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.

Local productions 
are on the rise

74.4%

+1.7pp 
vs 2017

of the top series in 21 markets were local productions.

19.4%
CRIME

DRAMA

47.2%

Two of the three most popular series worldwide 
are European productions

Number of times in the top 10 series

3x 3x5x

11
4

TV
 K

EY
 F

AC
TS

 2
01

9



More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Top single programmes

Based on 21 markets.Source: Eurodata TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.

SPECTRE ME BEFORE YOUTHE JUNGLE BOOK HOME ALONETHE INTERN

Number of times in the top 10 movies
Most watched movies in 2018

Most popular entertainment in 2018 are talent shows
Number of times in the top 20 programmes

8x

3x

3x

4x

4x

4x

4x
5x5x

6x7x
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CREATIVITY

KEY TABLES

Best 
single programmes

Country Name Channel Genre Rating Share

   Austria BUNDESLAND HEUTE (NEWS 19:00) ORF 2 News 18.1% 49.0%

   Belarus NOVOGODNIY GOLUBOY OGONYOK (NEW YEAR'S PROGRAMME) ROSSIA-Belarus Variety Show 15.5% 44.3%

   Belgium North FC DE KAMPIOENEN 2, JUBILEE GENERAL! Één Movie 26.3% 49.6%

   Belgium South RTL INFO 19H (NEWS 19:00) RTL TVI News 18.2% 52.0%

   Bulgaria FERMATA (THE FARM) BTV Reality Show 23.9% 48.1%

   Croatia SUPERTALENT (GOT TALENT) Nova TV Reality Show 23.3% 51.6%

   Cyprus EUROVISION SONG CONTEST 2018 LISBON: FINAL (EUROSONG/FINAL) RIK 1 Variety Show 30.6% 77.4%

   Czech Republic KOUZELNÍK ŽITO ČT 1 Movie 29.7% 59.0%

   Denmark TV-AVISEN DR 1 News 33.6% 83.3%

   Estonia EESTI VABARIIK 100 PRESIDENDI VASTUVÕTT1 ETV Special Event 26.0% 52.4%

   Finland ITSENÄISYYSPÄIVÄN JUHLAVASTAANOTTO 20182 YLE TV 1 Special Event 46.9% 89.6%

   France E.N.F.O.I.R.É.S 2018 TF 1 Special Event 17.6% 44.5%

   Germany TAGESSCHAU (DAILY NEWS) ARD News 32.5% 68.1%

   Greece SURVIVOR Skai Reality Show 21.5% 45.7%

   Hungary X-FAKTOR (THE X FACTOR) RTL Klub Reality Show 14.9% 30.3%

   Ireland THE LATE LATE TOY SHOW RTÉ One Talk Show 36.6% 72.4%

   Italy 68 FESTIVAL DI SANREMO I PARTE (68TH SANREMO MUSIC FESTIVAL) Rai 1 Variety Show 23.6% 51.2%

   Latvia VECTEVS, KAS BISTAMAKS PAR DATORU TV 3 Movie 15.3% 37.2%

   Lithuania EUROVIZIJOS DAINU KONKURSAS 2018 FINALAS (EUROSONG/FINAL) LRT Televizija Variety Show 19.1% 64.5%

   Macedonia ZLATNA BUBAMARA 2018 Kanal 5 Special Event 19.9% 41.9%

   Netherlands BOER ZOEKT VROUW (FARMER WANTS A WIFE) NPO 1 Reality Show 26.3% 51.1%

   Norway EUROVISION SONG CONTEST 2018: FINALE (EUROSONG/FINAL) NRK 1 Variety Show 28.7% 83.8%

   Poland SYLWESTER MARZEN Z DWOJKA TVP 2 Special Event 15.5% 39.6%

   Portugal TELEJORNAL RTP 1 News 18.9% 38.6%

   Romania ROMANII AU TALENT (GOT TALENT) Pro TV Reality Show 19.7% 41.1%

   Russia NEW YEARS ADDRESS OF RUSSIAN PRESIDENT PUTIN Perviy Kanal Special Event 14.5% 33.1%

   Serbia DNEVNIK 2 RTS RTS 1 News 21.3% 42.7%

   Slovakia TŘI OŘÍŠKY PRO POPELKU (THREE WISHES FOR CINDERELLA) Markiza Movie 22.1% 41.3%

   Slovenia SLOVENIJA IMA TALENT (GOT TALENT) Pop TV Reality Show 27.5% 52.2%

   Spain EUROVISION: VOTACIONES (EUROSONG/PRESELECTION) La 1 Variety Show 16.3% 49.8%

   Sweden KALLE ANKA OCH HANS VÄNNER ÖNSKAR GOD JUL (A WALT DISNEY CHRISTMAS GIFT) SVT 1 TV Movie 38.8% 96.1%

   Switzerland (G) TAGESSCHAU (DAILY NEWS) SRF 1 News 19.0% 55.8%

   Switzerland (F) 19H30 RTS Un News 23.3% 66.8%

   Switzerland (I) TELEGIORNALE (NEWS 20:00) RSI LA 1 News 20.7% 51.2%

   Turkey FOX'TA ILK YORUMLAR Fox News 12.7% 29.8%

   Ukraine VECHERNIJ KVARTAL 1+1 Variety Show 11.4% 24.9%

   United Kingdom I'M A CELEBRITY - GET ME OUT OF HERE! ITV3 Reality Show 22.2% 50.6%

   China 2018 CCTV SPRING FESTIVAL EVENING CCTV 1 Variety Show 7.4% 19.4%

   India DHADAK ZEE Cinema Movie 2.3% 12.1%

   Japan THE 69TH NKH RED AND WHITE SONG CONTEST NHK GENERAL TVMusic Show 29.4% 56.7%

   United States THE OSCARS ABC Variety Show 9.0% 27.0%

1(ESTONIAN REPUBLIC 100TH PRESIDENT'S RECEPTION); 2(INDEPENDENCE DAY CELEBRATION); 3Including HD/1+. Note: In this table sports events are excluded. Source: EURODATA TV, local institutes 
- reproduction forbidden, all rights reserved by MEDIAMETRIE.
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Best 
recurrent series

Country Name Channel Genre Runs Rating Share

   Austria DER BERGDOKTOR (MOUNTAIN MEDIC) ORF 2 Drama 8 10.5% 26.3%

   Belarus NEVSKIY-2 NTV Belarus Drama 1 9.9% 33.2%

   Belgium North THUIS Één Daily Soap 206 20.6% 44.5%

   Belgium South GOOD DOCTOR (THE GOOD DOCTOR) La 1 Drama 18 11.2% 28.7%

   Bulgaria ASLA VAZGECMEM (I DON'T EVER WANT TO GIVE UP) BTV Comedy 1 22.7% 42.9%

   Croatia NA GRANICI (ON THE BORDER) Nova TV Drama 78 17.2% 41.3%

   Cyprus JESUS OF NAZARETH ANT 1 Drama 1 13.1% 39.1%

   Czech Republic VZTEKLINA ČT 1 Crime 6 14.3% 30.3%

   Denmark BADEHOTELLET TV 2 Drama 6 27.6% 64.3%

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

   Finland KOTIKATSOMO: TUNTEMATON SOTILAS YLE TV 1 Drama 1 20.1% 54.0%

   France CAPITAINE MARLEAU France 3 Crime 4 13.2% 29.5%

   Germany TATORT ARD Crime 37 11.4% 24.9%

   Greece ΤΟ ΤΑΤΟΥΑΖ (THE TATTOO) Alpha Drama 130 10.5% 25.2%

   Hungary A MI KIS FALUNK RTL Klub Comedy 13 11.3% 23.3%

   Ireland STRIKING OUT RTÉ One Drama 7 10.0% 31.7%

   Italy IL COMMISSARIO MONTALBANO (DETECTIVE MONTALBANO) Rai 1 Crime 11 12.6% 30.0%

   Latvia VINAS MELO LABAK 6 TV 3 Comedy 1 9.2% 23.8%

   Lithuania PASMERKTI TV 3 Drama 1 12.0% 26.2%

   Macedonia PARAMPARCHE (PARAMPARÇA) Sitel Drama 1 21.7% 45.6%

   Netherlands LUIZENMOEDER (LICE MOTHER) NPO 3 Comedy 10 23.1% 36.8%

   Norway SIDE OM SIDE NRK 1 Comedy 10 12.2% 41.9%

   Poland M JAK MILOSC (L FOR LOVE) TVP 2 Soap Opera 69 16.1% 36.8%

   Portugal A HERDEIRA TVI Telenovela 190 12.8% 27.9%

   Romania LAS FIERBINTI Pro TV Sitcom 1 15.3% 28.9%

   Russia GODUNOV Rossiya 1 Drama 8 7.1% 21.9%

   Serbia KORENI RTS 1 Drama 1 25.2% 47.3%

   Slovakia SUSEDIA (NEIGHBORS) Markiza Comedy 1 22.2% 38.9%

   Slovenia REKA LJUBEZNI (RIVER OF LOVE) Pop TV Drama 1 17.1% 34.6%

   Spain THE GOOD DOCTOR Tele 5 Drama 15 6.1% 18.3%

   Sweden VÅR TID ÄR NU (THE RESTAURANT) SVT 1 Drama 10 18.9% 49.7%

   Switzerland (G) DER BESTATTER SRF 1 Crime 6 14.9% 39.8%

   Switzerland (F) LA VÉRITÉ SUR L'AFFAIRE HARRY QUEBERT3 RTS Un Crime 10 13.8% 38.4%

   Switzerland (I) GREY'S ANATOMY RSI LA 1 Drama 24 10.6% 25.4%

   Turkey SEN ANLAT KARADENIZ (LIFE LINE) ATV Drama 36 12.8% 29.5%

   Ukraine CHERNAJA KROV' Channel Ukraine Drama 1 9.7% 27.7%

   United Kingdom BODYGUARD BBC 1 Crime 6 19.2% 41.1%

   China BROUGHT UP BY MY UNCLES CCTV 8 TV Series Drama 1 3.4% 12.1%

   India NAAGIN-3 Colors Drama 1 2.3% 8.4%

   Japan MAMPUKU NHK General TV Drama 77 11.8% 40.8%

   United States THE BIG BANG THEORY CBS Sitcom 13 6.2% 19.7%

1Only the best episode is taken into account; 2No recurrent series was featured in the top programmes list; 3(THE TRUTH ABOUT THE HARRY QUEBERT AFFAIR). Note: The overview features the best 
performing series with at least 4 runs and more. Source: EURODATA TV, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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CREATIVITY

KEY FIGURES

What do people 
watch?

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

Excluding sports

T V genres split in 2018

Entertainment

40.9%

Fiction

29.0%

Factual

30.1%

47.2% Drama 

22.2% Other 

11.1% Comedy

19.4% Crime 

Movies

33.3%

Series

66.7%
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More country insights available at: 
www.rtl-adconnect.com/tvkeyfacts

Including sports

Sports win, by far, entertainment comes second
Huge increase in sports compared with previous year 

(32.3% in 2017 vs 61.3% in 2018) because of the FIFA WorldCup

Sports

61.3%

Fiction

11.2%
Factual

11.6%
Entertainment

15.8%
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CREATIVITY

TRENDS & INSIGHTS

International 
programme trends 
2018-2019
With 7,400 series launched in 48 territories, the 2018-2019 season 
was prolific and slightly up compared with the previous season, 
according to figures from NoTa – the international database 
tracking newly launched drama, factual and entertainment 
TV and online series on a daily basis.

From a global perspective, factual and fiction se-
ries dominated new launches, representing 44% 
and 40% respectively. It's worth noting that factual 
is mostly driven by documentary series and reality 
TV shows, contributing to a 7% rise in the number 
of launches. Local TV productions accounted for 
the majority of new programming and 57% of the 
new series launched this autumn are original con-
cepts. On the other hand, more than one in 10 pro-
grammes imported from abroad is an adaptation.
In line with previous seasons, the US and the UK 
were the top exporters. They acted as producers or 
co-producers of 988 series and 923 series respec-
tively out of the 3,164 series exported. Within the 
scope of our study, Western Europe is the biggest market 
for North American productions with Italy, the UK and 
France buying the most. 

My Brilliant Friend

Xavier Rambert
Media Consultant, Eurodata TV Worldwide
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Oceania and Africa imported more TV than any other  
region – foreign TV accounts for 69% of new launches,  
followed by Scandinavia, which imports 57% of shows. 
Countries in these regions often import shows made by 
their closest neighbours.
In Scandinavia, for example, partnerships between Nordic 
public broadcasters along with cross-country ownership  
of some private channels, allow for the easy circulation of 
programming. 

Netflix and Amazon look overseas for launches
Online platforms from the US produced almost double the 
number of new original series this season, with sector 
leaders Netflix and Amazon continuing to find new part-
ners overseas. YouTube viewers favour vlogs, comedy and 
factual channels over other genres. 

Harrowing subjects speak to audiences
The Michael Jackson documentary Leaving Neverland was 
a real audience booster this season, increasing the market 
share of the slot in which it aired in more countries than 
any other show. It was part of a wider trend of popular pro-
grammes about people who’ve faced harrowing ordeals, 
such as Surviving R.Kelly, which revealed the singer’s histo-
ry of sexual, mental and physical abuse. 
Fiction-wise, the subject of resilience was also tackled in 
popular series such as Can You Hear Me? in Quebec and  
Beneath The Skin in France. The latter followed the investi-
gations of a police officer who has breast cancer and  
increased France 3’s average market share by 49%.  b

Chernobyl

Top exporters

The US and the UK are top exporting countries

988
Series came from the US

923
Series came from the UK

3,164
Series exported worlwide
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CREATIVITY

44%
Factual

15%
Entertainment

40%
Fiction

Genre repartition worldwide

History is a hit
Costume dramas and documentaries about historical  
figures were also a big hit with viewers, with the former 
performing particularly well in the Czech Republic, Russia 
and Poland. My Brilliant Friend, the TV adaptation of Elena 
Ferrante’s bestselling novels, was the biggest launch in  
Italy in 2018, reaching a 28.4% market share for its pre-
miere. Real life historic events inspired some big drama 
series across the globe, such as the highly acclaimed Idaten 
Tokyo Olympic Banashi, which focused on Japan’s Olympic 
history and was released by NHK with the 2020 Tokyo 

TRENDS & INSIGHTS

Olympic Games in sight. The latest worldwide hit from 
HBO, Chernobyl, focusing on the story of the scientists who 
sacrificed themselves to save millions of lives was also a 
major hit. Some historical dramas also took their inspiration 
from hot topics that grabbed the headlines in more recent 
years, such as The Hot Zone, about the arrival of the Ebola 
virus in the US in 2014, and When They See Us, a 25-year-long 
criminal case which reached its outcome in 2014.  

Older doesn’t mean over
Entertainment-wise, popular long-running formats are still 
hits. Some have been on screen for decades in their coun-
try of origin and top international formats continued to 
launch and gather mass audiences. In the Netherlands, the 
long-running series The Farmer Wants A Wife scored a huge 
hit with a two-episode special reuniting candidates from 
previous seasons, making it the best launch of 2018. 
Big Brother relaunched on Channel 13 in Israel last year to 
great success, with Finland set to follow suit after a five-
year break for the reality format. And in 2019 The Voice was 
given new life in Spain after it shifted networks. In both 
cases, the channels benefited from the franchise’s notoriety 
to achieve great audience results.  /

Entertainment-wise, 

popular long-running 

formats are still  

hits, and some 

have been 

on screen 

for decades.
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Finding resilience

Long running formats are still  hits

Period drama

Leaving Neverland

Two episodes

Kew Media Group

Top booster in seven countries

My Brilliant Friend

Eight episodes

Fremantle International

N°1 audience booster in Italy

Surviving R.Kelly

Six episodes

Kreativ/Bunim/Murray Productions

x5* in the US

Idaten Tokyo Olympic Banashi

50 episodes

NHK

+31%* in Japan

Can You Hear Me ?

10 episodes

Les Affranchis / Trio Orange

x2.8* in Quebec

Chernobyl

Five episodes

HBO

x3* in the US

Beneath The Skin

Three episodes

Mediawan Rights

+49%* in France

When They See Us

Four episodes

Netflix

*Rating evolution vs regular time slot. Source: Eurodata TV Worldwide / NoTa / Relevant partners – All rights reserved.

The Farmer Wants a Wife Special

Fremantle International

Two episodes

Best launch in the Netherlands 

in 2018

The Voice

Endemol Shine 

Group

N°2 Audience 

booster in Spain

Big Brother 

Endemol Shine 

Group

x2.5* in young 

adults in Israel
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CREATIVITY

INTERVIEW

TBS is one of the biggest TV format producers 
in Asia. How many formats do you produce?

TBS is one of Asia’s most successful content exporters. 
Tens of thousands of episodes from more than 1,000 TBS 
titles have been distributed to countries and territories 
around the world. 
Our long-running global hits include Sasuke/Ninja Warrior, 
America’s Funniest Home Videos (the UK’s You’ve Been 
Framed), Takeshi’s Castle, Happy Family Plan (the UK’s  
The Moment of Truth) and Waku Waku Animalland. 
Sasuke/Ninja Warrior is one of the biggest hits and has 
been broadcast in 165 countries, spawning local produc-
tions in 23 countries, including the US version American 
Ninja Warrior, with more to come.

Ninja Warrior – 
the Japanese 
format proving a 
hit across the globe
Finding a TV format that works across international borders is tough, 
but despite initial scepticism from foreign TV executives, Japanese 
media company TBS (Tokyo Broadcasting System Television, Inc.) 
has developed a winning formula, as Makito Sugiyama, 
Senior Expert / International Business Center, explains.

Makito Sugiyama
Senior Expert / International Business Center, TBS

12
4

TV
 K

EY
 F

AC
TS

 2
01

9



How do you explain the success  
of Sasuke/Ninja Warrior? 

In short, its success lies in its creativity, originality and 
uniqueness. Many reality formats in the West are based on 
competition; you win or you lose. 
Ninja Warrior is an obstacle-based physical entertainment 
with con testants trying to ‘conquer’ a monstrous obstacle 
course rather than beat other contestants. It’s about how 
contestants tackle difficulties and 
hardships. Like life itself. In the  
Japanese show, only four contestants 
have conquered the course out of  
almost 4,000 who have tried. 
Foreign TV executives said it 
wouldn't work in the West, but the 
fact that there was rarely a winner 
has excited viewers. It is family en-
tertainment and popular with all 
generations. It also has a strong 
presence on social media. Along 
with the official websites for each 
country's version, there are count-
less fan and community sites which 
have created a buzz about the show. Sponsors recognise 
its value and Ninja Warrior has tied up with global brands 
such as Toyota, Jeep, Lego, Target, Reebok, Subway and 
Hollywood films to name just a few. TBS has also been  
actively registering, managing and protecting the  
trademark internationally. This has enabled successful  
merchandising, tie-ups, publications and innovative 

commercialisation including the launch of family enter-
tainment centres where visitors can tackle obstacles  
modelled on the Ninja Warrior course. Three have been 
launched in the UK in collaboration with ITV, the broad-
caster of Ninja Warrior UK, and four facilities opened in Israel 
in the summer of 2019. In the US, NBC Universal released 
American Ninja Warrior Challenge, a video game for the 
three major game consoles, PlayStation 4, Xbox One and 
Nintendo Switch.

What are the programme 
trends coming from Japan?

“Edutainment” (education and enter-
tainment) programmes and content 
which focuses on Japan occupy a lot of 
time slots across Japanese TV stations. 
The latter is probably because the 
government is focusing on in-bound 
and out-bound policies (tourism,  
industries, imports/exports, etc.) ahead 
of the Tokyo Olympics in 2020.  
There are some major differences 
between foreign and Japanese  

formats – foreign formats are usually structured around 
one thing, singing or cooking for example. 
This was popular in Japan about 20 years ago – it doesn't 
mean that we are ahead of the rest, just that we move in 
different cycles. Japanese viewers are very picky and have 
got tired of the format regardless of how successful it may 
be elsewhere. /

The success 

of Sasuke/Ninja Warrior 

lies in its creativity, 

originality 

and uniqueness. 

Ninja Warrior
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CREATIVITY

INTERVIEW

Radio has a special place in France, what 
about podcasts? 

France has historically had a strong radio culture  
compared with other countries and the rise of podcasts 
has been spectacular over the last two years. Podcasting 
offers everything that radio does not provide, particularly 
the ability to deal with specialised topics in long formats.  
It is a complementary approach and one that draws on our 
expertise in audio production and storytelling. 

You recently launched the brand podcast 
observatory. What is it?

Figures don’t lie! Podcasts are an interesting format so we 
set up a barometer to observe the quantitative and quali-
tative evolution of this new content offering.

Audio: 
the future 
of content? 
Podcasts have become increasingly popular, so it's not surprising 
that brands are using them to engage with consumers. 
Guillaume Astruc, Deputy Managing Director in Charge of Radio
at M6 Publicité discusses their potential.

Guillaume Astruc
Deputy Managing Director in Charge of Radio, 

M6 Publicité

The French private radio group RTL – part of M6 Group – includes 
the leading radio station in France RTL and two other reference 
radio stations RTL 2 and Fun Radio. The RTL radio stations  
cumulates a daily audience of 10.7 million people, which is almost 
one listener out of four.
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Who are brands targeting with 
podcasts?

AB+ consumers and urban youth are often 
the “early adopters” of new technology and 
new formats; with their ability to influence 
others, combined with their purchasing 
power, they are the obvious target market 
for brands. Podcasts are no exception. 
Because they are so easy to produce and 
distribute, there is a profusion of offers 
available to a wide audience. However, 
there is  a business model issue around the 
organisation and distribution of this free 
and/or paid content that will need to be ad-
dressed.

Are there any sectors or brands that 
are particularly suited to podcasts? 

From a purely economic point of view,  
all sectors where the contact value is high – 
such as automotive and real estate 
– are suitable. But podcasting is also 
a remarkable tool for image commu-
nication. Hearing is the sense that 
has the strongest capacity to stimulate 
our emotions and our imagination 
and podcasts are very intimate – 
they speak directly to consumers.

What is the advantage of a 
podcast over a traditional spot?

The classic radio spot will always 
have the advantage of immediacy and is perfect for  
promotional offers, whereas podcasts are timeless;  
consumers can listen when it suits them. They stimulate 
the imagination without any time constraint. 

How does audio complement total video? 

Sound has a strong ability to reactivate mental images that 
have been created visually and to connect with people. 

This is what we call “visual transfer”. 
All TV/Radio efficiency studies have 
shown the economic benefits of the 
coordinated use of both. You could 
say that TV stimulates desire and ra-
dio (as the last medium consumed 
before purchase) can satisfy it!

How do you see the future of audio? 

We think it has a strong future. The arrival of smart speakers 
(and associated vocal control) has totally revived brands' 
strategic interest in audio. 
The implementation of 5G will accelerate our transition to 
a digital world. The competition will be stronger, but there 
will be a larger market and the groups that have adapted, 
will have their place.  /

The arrival of smart 

speakers (and associated 

vocal control) has totally 

revived brands' strategic 

interest in audio. 
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CREATIVITY

INTERVIEW

What is your role at Coca-Cola and why did 
you join this organisation?

My current title is: Intergalactic Ignitor of Magic & Logic in 
the Magic Galaxy of Coca-Cola. 
Recently our business unit went through a massive cultural 
change, moving from a hierarchical company model to a 
flat, creativity centred one where empathy, creativity and 
technology can turn our amazing products into amazing 
experiences. 
But way before that, what really lead me to this organisa-
tion was its legacy. 
I was curious to find out about the branding power of 
the Coca-Cola Company with its 133 years of heritage yet 
which is still relevant and remarkable. Interestingly 
enough, its marketing communications unit always looked 
for talent from the agency side to gain fresh perspective on 
creativity. 
I truly believe that it’s all about magic and logic so to do 
what I love, and what I am good at, was the greatest trigger 
to join the company. 

What do you love the most about your job?

The limitless opportunities. The freedom of failing and the 
empowering values of encouragement and curiosity. At the 
Coke side of life, everyone is working in a super collabora-
tive environment bringing not only our ‘A game’ to work but 
our ‘A profile’ of simply being nice.  

Context matters
Coca-Cola's Creative Strategist, Tom Hidvegi, explains 
how the brand remains relevant and connects with 
consumers emotionally.

Tom Hidvegi
Creative Strategist, Coca-Cola
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Can you talk about Coca-Cola, creativity 
and emotional connections?

For me creativity is about speed, connecting the dots faster 
than others. Using the right tools to accelerate thinking 
and by thin king, I mean being able to 
fuse lateral thinking, design thinking 
and critical thinking. We are not just 
landing on observations. We always 
dig deeper to find insights. Landing 
on true emotions behind consumer 
behaviour; understanding what they 
feel, and how they feel when certain 
actions are taken. This is quite uni-
versal, just like motion pictures 
mana ge to crack the code, we are 
keen on doing it so allowing us to 
move from simple storytelling to  
story branding. 

How do you keep the brand relevant year after 
year, decade after decade? 

I think the key challenge is to be able to listen and learn 
and think before any actions are taken. In todays’ intercon-
nected world vibes and impulses must be picked up by 
brands on a regular basis. Emotions are always at the core 
of what we do, so the moment you understand why we do 
what we do, is the secret to creating story branding that 

consumers would love to engage with. The main challenge 
is not to jump to quick assumptions, but to nurture a crea-
tive environment where invisible project development 
phases like collective thinking and learning are allowed. 

What’s the secret to getting 
people to want to watch  
your ads?

I think the secret is to allow yourself  
to step back and see the full picture. 
Nobody is against great stories. 
Nobody would block things that are 
adding entertainment value. The key 
is timing, to make the best impres-
sion as fast as possible to avoid  
losing their attention and to build on 
their trust by delivering something 
they would be excited about. Brands 

are in their lives forever. If audiences skip things, then find 
other ways to make them fall in love with you again. It’s like 
the movie 50 First Dates.

How complex is the job today, compared with 
10 years ago?

Certainly our job has become more complex. Cutting and 
pasting the same content into new formats would not do 
the job.  b

Great content 

only lives

 in equally 

great context.
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CREATIVITY

INTERVIEW

Each screen means a different consumption moment and 
even different consumer tribes. The very same story has 
multiple angles, so we need the best team and the right 
time to deliver. I see it as ‘smartketing’. Not only did your 
route to market multiply, so did your route to communica-
tion. Your marketing 5P (product, place, promotion, price, 
packaging) is now at least 8P also including: prediction, 
people and passion.

How do you decide on the best 
creative lead to follow?

My colleagues would tell you that I use a very simple test 
called ‘magic word’. It sticks to you like a Post-It.  
Often you cannot explain it, but just feels right, makes you 
want to run to each and every person and share it. 
Gut feelings are important; the catch is that your gut can 
only react to learned things. So, in order to trust your gut 
and be innovative enough, you need to unlearn and relearn 
a lot. While you are unlearning make sure you do it with the 
audience and listen to their gut reaction to learn from it. 
 
At Cannes Lions 2019 you said 
that ‘context matters’ – could you elaborate?

Great content only lives in equally great context. Your story 
branding needs the best show-host who adds value to 
your equity and represents the same principles.   
Also, great content is the amplifier for new contexts to be 
born. It’s like a chain reaction – where my great content 
can become the trigger for you to create a context using 
my content. So content marketing is no longer within a  
single focus on content sharing, but context generating. 

How do you view technology in your job? 

I believe as a storyteller that technology itself is not the 
story, but it helps to tell the stories the best way. I am a 
massive fan of AI and lucky enough to know one of the 
best, if not the best, creative technologist of our time.  
Machine learning with our empathy will create endless  
opportunities. There are several initiatives in the pipeline 
using AI technology. 

We’re bombarded with social and media trends 
– are there any that you rely on to build your 
creative strategies?

I am a fan of searching for the untold. It is kind of like  
mental branding. Trend reports spend so much on verbal 
rather than non-verbal findings. 

How would you describe the Coca-Cola magic?

I think it’s one word: The People with a capital P. Think 
about it! 

What difference do you think you make through 
your work at Coca-Cola?

Working with a purpose is the main difference. Knowing 
why you are doing what you are doing and seeing how it 
creates impact is simply amazing.  

What do you think is the future of the creative 
advertising industry? 

Brighter than ever! It’s the best time for our industry, nothing 
is true and everything is true at the same time. With great 
opportunity comes great responsibility, whatever you cre-
ate is infinite or forgotten in 10 minutes.

What does the future hold for you as a creative 
strategist?

I have a favourite quote that says “I don’t know what the 
future holds, but I know who holds the future!” 

What are your views on diversity, social and 
environmental responsibility matters in 
advertising and content?

Diversity and social responsibility are like diet.  
People in general like to talk about it more than  
doing it. I don’t want to sound too cheesy, but actions 
speak louder than words. 
So it’s our job to promote action!  /
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CREATIVITY

OPINIONS

Television and brand sponsorship go 
hand in hand, and have done so ever 
since the f ir s t  commercial  
stations flickered to life on black and 
white TV sets all over the world.
For brand owners, it’s easy to find 
television properties made by peo-
ple who are more than happy to take 
your sponsorship funds, put a  
couple of idents around the ad 
breaks – then never speak to you un-
til contract re-negotiation time 

Content in the 
2020s: building 360° 
brand partnerships

arrives. You don’t need us to tell you 
that you can get so much more for 
your money. But you might need us 
to give you some ideas of how you 
can maximise your brand partner-
ships. One great example that  
inspires us is Dunkin’s sponsorship 
of America’s Got Talent, which is made 
by Fremantle, part of the RTL Group 
family. What has made this partner-
ship such a success? Here are a few 
of the reasons.

There’s a natural synergy 
between brands
America’s Got Talent is a light-hearted, 
entertaining show which fits in per-
fectly with Dunkin’s fun, feel-good 
brand. 
As Tony Weisman, Chief Marketing 
Officer at Dunkin’, says: “You’ve got to 
make sure the core proposition is a 
good one. Not every talent competi-
tion works, but America’s Got  
Talent, with the incredible acts the 
production team manages to find, real-
ly does. You can’t stop watching it.”

The production company 
values the partnership
Fremantle views the success of the 
Dunkin’ tie-up as if it were one of 
their own business objectives. That 
means innovative thinking every 
season and treating the brand as an 
integral part of the show.
Katherine Torina, who is Vice-President 
of Brand Partnerships and Integrated 
Marketing at Fremantle, talks about 
‘baking a partner into the DNA of the 
show’. In the case of Dunkin’, this 
means the branding appearing within 
the America’s Got Talent set from the 

A discussion between Katherine Torina from Fremantle and Tony Weisman from Dunkin'
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We trust them 

to treat the brand 

like it were 

their own.

cups on the judges desk, to the  
refuelling station to the backstage 
Dunkin’ lounge, where acts and  
talents go to decompress after their 
performances. Viewers at home  
can vote with the “Dunkin’ Save”  
in Live Shows to save their favourite 
act from going home – having the 
brand participate directly in the  
programme.
“We’ve worked hard to establish 
unique, bespoke ways to integrate 
Dunkin’ into the show so that it 
doesn’t feel like an ad, and so it feels 
natural,” says Torina.

The brand trusts the 
television partner
Dunkin’s Weisman says that trust is 
just best practice.
“This is a live show, things happen, 
ideas come up quickly, they can’t  
always run stuff by us,” he says.  
“We trust them to treat the brand like 
it were their own.”
This trust then allows for an honest 
relationship, which is vital when it 
comes to making sure the sponsor 
brand is being authentic. Where 
trust exists, critical feedback can be 
shared – which is the best way of 

stopping bad ideas going further 
than the meeting room.

The partnership goes way 
beyond the TV screen
Dunkin’ is embedded in America’s 
Got Talent shows, but it is also  
present in any AGT viral content, in 
competitions for fans of the show, in 
dedicated digital channels, across 
social media and even in the live  
auditions, where thousands of 
people turn up all across America 
(and therefore in Dunkin’ markets). 
“Tony told us he wanted to make sure 
it was a 360-degree, 365-day-a-year 
partnership. He wanted us to be mar-
ried, not dating,” laughs Fremantle’s 
Kat Torina.
“Our partnerships extends well beyond 
the 12 week broadcast period. We 
work together to identify key markets 
that are important to Dunkin’ – and 
while we’re in town for auditions,  
we find ways to connect with our fans 

– their customers – at local Dunkin’ 
restaurants, beyond our show’s four 
walls. Clever synergy and content on 
our social handles, new product 
d e m o n s t r a t i o n s  a t  o u r  
auditions and various experiential  
opportunities are just some of the 
ways we keep the partnership fresh 
and forward thinking.” 
And to achieve all of this... Fremantle 
and Dunkin’ plan ahead.
At the end of each America’s Got  
Talent season, executives from 
Dunkin’ and Fremantle sit down  
together in a room for a day and look 
at the coming 12 months.
“Knowing we have a connection 
means that when we take a chance, 
if we fail, we fail together – and  
we can learn from it together,” says 
Kat Torina.
But by taking this advice on board, 
there’s every reason to believe that 
it’s going to be a success you’ll be 
dealing with. /
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CREATIVITY

INTERVIEW

How important is design and branding for 
media groups? 

With the exception of the UK, very few executives of major 
European media groups focus on the importance of design 
and branding. For the last six years we have been talking 
about the need for linear media brands to reinvent them-
selves in the face of new digital competition. Our Flemish 
client VTM Nieuws was amongst the first to acknowledge 
the need for change. We created a concept that enabled its 
brand to grow and retain its audience, while presenting it 
in a new fresh way. Traditional media, while slow to em-
brace branding, has assets, such as audience recognition 
and editorial strengths, that make them the envy of the 
likes of Netflix. By adopting a strong visual identity they  
can build on those assets.

How crucial 
is brand identity 
to media groups
A strong brand identity is crucial if traditional,  
linear media brands are to stand out from new digital 
entrants into the market. Emmanuelle Lacaze, President  
at Gédéon and CEO & producer at  
Numero 4 production explains how visual and audio 
branding can make all the difference. 

Emmanuelle Lacaze
President, Gédéon
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What is the recipe to refresh or create a new  
visual identity?

Focus on your specificity as a brand, understand what 
makes you unique, then maximise and enhance that difference. 
Think beyond the traditional TV mindset. We don’t think 
about TV design and digital design separately, but rather 
as integral pieces of the same puzzle. 

How important is sound in creating an 
identity? 

Sound is vital – it speaks to viewers directly and in an  
intimate way and can create an emotional connection, but 
audio or sonic branding is often overlooked. However,  
the  growth of voice-connected devices such as Amazon 
Echo and Google Home means that sound will only  
increase in importance. 
At Gédéon we have been focusing on a crucial part of  
audio branding – sound notifications on mobile phones for 
a television channel.  It has to be short and as memorable as 
the visual identity to be used on TV or for radio campaigns.

Which project are you the most proud of?

In terms of great design and taking  risks, the global  
rebranding of La Sexta, a Spanish TV channel is one of  

my favorites. We developed bold hexagonal branding –  
a visual grammar that can be used across all its program-
ming.  It created a connection with audiences, by using fun 
animations and visual jokes which could also be used 
across social media. 
Rebranding  French TV network W9 last year was also a 
very interesting challenge. We created bridges between the 
TV promo production and the digital communications  
departments. Inspired by stories on social media, we 
chose to display every piece of information individually,  
instead of all together. This allowed a better focus on  
different bits of information and maximises the overall  
impact of the promo.  /

About Gédéon 
Gédéon  is a French design group that creates graphic 

identities for brands. It specialises in TV channels and media 

groups and delivers concepts that work across all screens 

and all formats, ad breaks and idents. 

It has produced award-winning work for a range of clients 

including: W9 (M6 Group, France), la Sexta (Atresmedia 

Group, Spain), ASO (Tour de France), VTM Nieuws (Medialaan 

Group, Flanders), RMC Story, RMC Découverte, OCS, LCI, Polar+ 

(Canal+ group), CStar, Playmore (Telenet group, Flanders).
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CREATIVITY

INTERVIEW

Isabel Kurata, co-founder of ACT Responsible, discusses the work 
of this non-profit association, launched in 2001 to recognise 
excellence in cause-related advertising.

The impact 
of brands’ 
corporate social and
environmental 
responsibility

What is ACT Responsible’s origin and mission?

ACT Responsible was launched by AdForum founder Hervé 
de Clerck in 2001 in the aftermath of 9/11. Our positioning 
is Advertising Community Together, because it’s our busi-
ness to help. 
The aim of ACT Responsible is to inspire, promote and 
unite communication around social and environmental  
responsibility. Since 2001, we have built, promoted  
and shared a collection of more than 20,000 social and  
environmental cause campaigns – the world’s largest such 
resource. 

Can you tell us about Great Ads For Good?

Each year, Cannes Lions invites us to present our annual 
Great Ads For Good exhibition – a unique celebration of the 
world’s best print and video campaigns promoting 

Isabel Kurata
Co-Founder, ACT Responsible
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responsible messages. ACT’s latest 
exhibition is our eighteenth and 
showcases 82 of the most innovative 
ideas created by 69 agencies from 30 
countries.  This year, we have seen a 
particularly large rise in the number 
of environmental campaigns – ad-
dressing plastic pollution, especially. 
Other themes such as gender equality, homelessness and 
illness also stand out. 

What communications moved you the most 
this year?

I love campaigns that show solutions and empower – like 
Campagne Fondation Abbé Pierre’s beautiful film Be Kind, 
Rewind, and the Straws Suck: Aviation print campaign for 
Fundación MarViva.
Generation Lockdown for March For Our Lives’ recent cam-
paign on gun shooting, a particularly hot topic at the mo-
ment, also had a strong impact on me. 

What responsibility do 
brands and agencies have to 
tackle social and 
environmental issues?

Creativity allows important messages 
to be delivered in a powerful and ef-
fective way. We all know that our 

way of living is creating ecological destruction and acce-
lerating social injustice. We all dream of living in peace,  
equitably and sustainably so we and our children will grow 
and flourish. As an industry, we have the power to help 
change mentality by raising awareness, educating and con-
vincing. The role of the advertising is to create desire and 
its strength is to do so fast – in 30 seconds, in an image,  
in a sentence, in a click. The role of brands is to lead by  
example. Impactful and sometimes courageous campaigns 
driven by a brand with conviction, can achieve real change 
– as Andros did with the Autism Can Work campaign.

What responsibility do publishers have?

Media owners have a huge responsibility to stand for 
something they believe in. Publishers have an impor-
tant duty to invest and help citizens forge authentic 
and objective opinions. Great examples from the 
past few years include The Times of India’s Times Out 
& Proud campaign in which it took a stand for India’s 
LGBTQ community and Libération’s Libé des  
Réfugiés work to foster a welcome for migrants.

Is the industry really engaged, or is it just 
about image?

Some brands, such as Patagonia, have understood 
from the start the importance of responsibility. 
Others, like Lacoste with its Save Our Species cam-
paign, have switched more recently to start moving 
in the right direction. The beauty of commitment is 
that when you start committing to something, one 
thing leads to another. Responsibility remains a 
complex area. The good news is that it is now a 
mainstream concern. But there is so much more to 
be done, our mission is far from being over.  /

Some brands, such 

as Patagonia, have 

understood from the start 

the importance of 

responsibility.
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CREATIVITY

INTERVIEW

Lacoste & BETC made headlines last year with 
the multi award-winning ‘Save Our Species’ 
campaign, which was such a huge success that 
you decided to repeat it. Can you tell us how it 
all started?

At first, ‘Save Our Species’ was a not a communication 
campaign but a programme involving Lacoste and the In-
ternational Union for Conservation of Nature (IUCN) –  
one of the world's leading non-governmental organisa-
tions dedicated to the conservation of nature – working 
together as part of a longer-term association of around 
three years. Crocodiles are one of the last surviving species 
dating back to prehistoric times, meaning they’re very resil-
ient. Based on that observation, we decided the crocodile 
should embody the protection of all endangered species. 

Bertille Toledano, President of BETC Paris, works closely with brands 
to align corporate social responsibility with marketing strategies. 
Her recent work includes Lacoste’s award-winning conservation 
campaign ‘Save Our Species’. Discover how it all came to life and her 
views on social and environmental responsibility in the advertising 
industry today.

Bertille Toledano
President, BETC Paris

Building 
responsible 
communications 
with brands
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Like a lot of great projects, it began with a single spark. 
We asked: what if we took away the Lacoste crocodile and 
replaced it with an endangered species? When we pro-
posed this idea to our client, we thought they were going to 
tell us we were crazy. But, quite unexpectedly, they said: 
it's a great idea. Let's do it!
Behind every beautiful creative idea, 
there is always a beautiful client. 

How was the idea realised?

We set out to replace the iconic  
Lacoste crocodile with other threa-
tened animals: the Vaquita, the  
Burmese Roofed Turtle, the Northern 
Sportive Lemur, the Javan Rhino, the 
Cao-vit Gibbon, the Kakapo, the  
California Condor, the Saola, the  
Sumatran Tiger and the Anegada 
Ground Iguana. The idea was to sew 
them in the exact same way the La-
coste crocodile is usually sewn. All would be green with a 
thin black border – stitched onto a white shirt, of course – 
so identical to the product first created seventy years ago. 
For each species we wanted to profile, we produced the 
exact number of polo shirts of the actual number of  
remaining individual animals. One of the first things we 

said was: it won't be a cheap project. It's going to be a 
beautiful project. And while we were creating this, we were 
all thinking these are beautiful shirts, and we all want them.  
When we launched the project, we didn't know what was 
going to happen. When Sandrine Conseiller – who was 
then Lacoste’s CMO – announced internally that we were 

going to produce more than 1,000 
polo shirts featuring other animals, 
everyone around the table said we’d 
need to be prepared for few shirts to 
sell. But all of these polos were sold 
within 24 hours.

What concrete action did you 
take to help save species?

Several initiatives around this cam-
paign were intended to truly defend 
the endangered species. All of the 
T-shirts are sold for profit, which 
goes to IUCN. All of the money goes 

to charities supporting wildlife protection to help them 
pursue their actions. 
Furthermore, Lacoste decided that every year from that 
day on, any further money received from future endan-
gered species T-shirts would be given to these charities 
again. But we know it's not enough.  b

Behind every beautiful 

creative idea, 

there is always

a beautiful client.

Save Our Species, Lacoste
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CREATIVITY

INTERVIEW

The textile and fashion industries are extremely harmful  
to nature. Tinctures used to dye clothes and all the  
treatments clothes go through before reaching shops, are 
incredibly polluting to water and soil. There is still a huge 
work to be done in this area. 
Following Lacoste’s engagement with endangered species, 
they were even more aware that they needed to take  
action and make change – going further by acting to be 
more and more sustainable, whether in terms of materials 
used (moving to organic cotton, for example) or colour 
treatments (trying to lower pollution when using dyes). 
I think the main step is the first step. Once you’ve started 
on this approach in your business, there’s no going back. 

What’s your personal view of responsible 
communications and agencies’ role in that?

Consumption has never been so synonymous with 
destruction. And advertising has never been so synony-
mous with pollution. But I think a new society is emerging. 
Little by little, we see people invest more and more in 
products that are good – or, at least, not bad – for the  
planet, and they respect the people producing them. 
We are all human with ideas, opinions and a viewpoint on 
topics. In advertising, our role lies in the way we position 
ourselves, the way we speak, the advice we give to our 
clients and the vision we try to build with them. 

Personally, I’m leaning towards creating sustainable value 
programmes. 
It’s a commitment and it takes time – sometimes it can 
take two or three years to end up with something interesting. 
With Lacoste, it took us two years. 
Sometimes we have the ideas and sometimes we don't, but 
at least we will have them together. I think that when we do 
that, we are changing the world a little bit. It starts with 
making one step in another direction – hopefully a good 
direction, but at least in another direction. And this is a start.

How can the advertising and broadcasting 
industries play a role in sustainability and 
corporate social responsibility? Are we doing 
enough?

As an advertiser, as an agency, as a broadcaster, you’re 
shaping society with the images you convey – representations 
of the household, the family, women, and so on. 
I think that in advertising – in French advertising, at least – 
we have a major responsibility we must fulfil as we still 
don’t convey French society the way it actually is. 
There’s a special point about diversity to be made.  
Our industry doesn't represent our society’s diversity at all 
and we need to keep this in mind. We have a responsibility 
to represent everyone – to be much more representative 
and inclusive.  /

Save Our Species, Lacoste
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Save Our Species, Lacoste
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CREATIVITY

TRENDS & INSIGHTS

Coronation Street

We at M6 Publicité are no exception. We see the role of our 
business as being not just to make sure we behave in an 
ethical way, but to support our clients to do the same in 
ways that tie in to our expertise.

What are we doing?
We’re fortunate to be in a position to sponsor the RSL’s 
Grand Prix, a French CSR awards initiative organised by 
Produrable and the Link Up Factory, which recognises 
business initiatives that connect with consumers while 
benefiting society in some way.
This means we get to see terrific, inspiring examples of 
CSR. The most recent winners include cookware brand 
Tefal, for the launch of a range made 100% from recycled 
materials, and the charity Emmaüs, in partnership with 
Carrefour, for an initiative helping furnish long-term ac-
commodation for people who’ve previously found them-
selves homeless.

Brands, agencies, 
publishers: 
we’re all in this 
together

Annabelle Guilly 
Marketing Director of Commercial Offer and Studies, M6 Publicité

Across our industry, brands, media owners and all the 
businesses working with them are challenged by the need to 
not just connect with consumers but to behave in socially 
and environmentally responsible ways.

When the world feels 

like an increasingly 

darkplace (...) let's use 

our combined 

influence, talents and 

creativity to prove this 

is not the case.
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Engaging in sustainability:  
balancing act or necessity for brands?

81% 
of French 
people declare 
themselves active 
in their approach 
of responsible 
consumption. 

64% 
are aware that they 
will have to change 
their consumption 
and their way of life 
because of climate 
change more.

36%
of them can’t name 
a single brand that 
is committed to the 
development of a 
better and more 
responsible society.

85% 
of French people 
expect brands to 
communicate more 
about their practices 
and responsible 
approaches.

Understanding further public opinion
We are conducting a huge study to help brands under-
stand what consumers think about responsible consump-
tion, the role of brands in society and ultimately how they 
can help their customers live more sustainably. See in the 
graph below some of the findings. 

I hope this encourages you to talk to us about your own 
CSR goals. When the world feels like an increasingly dark 
place, working in brands and media can be seen as  
frivolous – let’s use our combined influence, talents  
and creativity to prove to the world that this is not the 
case.  /

RSM Grand Prix: Marine Stewardship Council (MSC) and Aquaculture Stewardship Council (ASC) engaged with many brands and distributors 

for “Responsible Fisheries Week” to engage citizens in the preservation of oceans, lakes, rivers and for responsible fishing.

of French people 
consider advertising 
a reliable source in 
terms of responsible 
consumption.

Only 8% 

Source: Survey from M6 Publicité by the Sociovision institute.
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Creativity
Brand 
ambassadors 
and influencer 
marketing

The X Factor
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CREATIVITY

INTERVIEW

CTZAR is a global influencer marketing 
agency, recently acquired by M6 Group. Could 
you explain your positioning in the MCN 
landscape?

Since 2008, our job has been to implement advocacy  
campaigns for high-end brands. That’s why we have  
developed thousands of creative and meaningful concepts 
that have been delivered by the most inspirational and  
relevant advocates on social media. 
We have achieved this through a combination of creative 
and production skills dedicated to influencer marketing 
and deep knowledge of the different influential tribes and 
their leaders.
To scale up our activity, we have also developed a proprie-
tary platform called SOCIADDICT.COM that enables us to 
identify and manage influencers as well as campaigns. 
We have recently opened it to our clients through an SAAS 
solution. We are not really an MCN at all. We are a global 
influence marketing agency with a network of social talent, 
70% of whom are independent. The remainder are repre-
sented by an agent or MCN. So MCNs are our providers.

How authenticity 
brings influencer 
marketing 
to the next level
Thomas Silve, CEO of CTZAR, explains the power of influencers 
and how they are different from celebrities.

Thomas Silve
CEO, CTZAR
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What is the state of influencer marketing in 
2020?

Influencer marketing and advocacy are doing very well.  
The market should come to maturity within the next two 
years, I think. 
That means that most brands will have incorporated  
influencer campaigns in their communication and media 
plans to generate visibility as well as engagement on social 
media. 

What are the big challenges for brands when 
working with influencers?

One of the biggest challenges, once you have drafted the 
right strategy, is to identify and attract the perfect influencers 
for your brand, both in terms of quantitative criteria to en-
sure your ROI, but also in terms of positioning to make sure 
you reach the right audience and stay true to your DNA.

What's your advice for brands wanting to 
create more engagement?

I like to talk about influence as a new media, but to be 
more precise as a “human media”. It can’t be treated as a 
billboard. There’s a language and codes. You deal with 
people. So, to make it happen and create a lot of enga-
gement through influencers on social media, you need to 
consider them, to build a long-term relationship with them, 
to be open to their input and to involve them as much as 
possible into the creative process. This is how your collabo-
ration and your content will become authentic.

How do you encourage brands to invest in the 
medium, rather than seeing influencer 
marketing as an add on?

Prove to brands that influencer marketing is a new way to 
tell stories in a very authentic way.  b
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CREATIVITY

INTERVIEW

There’s a different style to traditional 
media, a specific tone. We can tell 
true stories about real people, which 
is so powerful. 
 
And how do you choose 
influencers?

SOCIADDICT.COM is an amazing tool 
for selecting influencers according to quantitative criteria, 
on top of which we’re also adding qualitative criteria. 
Matching an influencer with a brand is about finding two 
styles or personalities that can really relate to each other. 

How do you encourage brands and influencers 
to enter into long-term relationships as opposed 
to short-term blasts around a particular event? 

See them as ambassadors of your brand. Spend time  
with them. Get to know them. Involve them in your brand 
strategy. Your agency should be helping you manage all 
the time-consuming behind-the-scenes management.

What are the latest trends in 
influencer marketing? 

Over the past three years we’ve seen 
the rise of micro-influencers, meaning 
we look for talent with very engaged 
communities. 
You can reach amazing figures if you 
bundle many micro-influencers into 

a single campaign. Sometimes it’s better if you have 50  
micro-influencers with 1,000 followers each than one  
influencer with 50,000 followers. 

What is the difference between influencers and 
celebrities?

I would say that celebrities are all influencers in a way, 
whereas not all influencers are celebrities. Celebrities are 
centered in a more structured environment where it’s 
harder to get spontaneous and authentic content. But the 
fact is they are often the quickest way to make a huge  
impact in one go. 

Social talent

is human media. 

It means diversity

is key.
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On the other hand, smaller scale influencers who are not 
famous, can have a more engaged community around 
them and be less blasé about working on paid campaigns. 
The best way to cover social media is to draft the right 
strategy then to involve different layers of social talent re-
lated to different objectives.

What relationship do you see between 
influencers and TV?

From an advertising perspective, we are increasingly  
seeing branded content, that we produce with online  
talent for digital influencer campaigns, ending up in  
“traditional media,” including being broadcast on TV. 
So, now we can start thinking in terms of mainstream stories 
too. There are also a lot of discussions around diversity, 
about how the industry struggles with representation and 
the portrayal of minority groups in traditional media. 
Obviously, the influencer territory has always been a  
diverse platform, and arguably the mainstream industry 
can learn from that. 

How do you support diversity at CTZAR? 

As I said before, social talent is human media. It means  
diversity is key. And thanks to influencer marketing and  
social media you can now identify and interact with many 
strong and specific communities. 
You can go deeper in terms of targeting than you can with 
traditional media. And, once you’re able to build a true re-
lationship with the leaders of these different tribes and to 
gather them around your brand’s, you’ll be able to create 
new trends.

Where does spontaneous influence stop and 
branded content start?

If influencers are totally transparent about the fact it is 
branded content, and if they are very involved in the col-
laboration, it’s not an issue. When online talent chooses to 
collaborate with a brand they like on a project they’re very 
involved in, their audience will trust them and won’t care 
whether the influencer is being paid or not.
Last, but not least, true social influencers don’t take risks 

with their communities. So, as a brand, you need to listen 
to them and trust them.

Do you have a specific example of a campaign 
that you think really plays the game and 
succeeds?

What’s most interesting to me is the long-term collabora-
tion between a brand and an influencer. 
With the campaign for Paco Rabanne Run Invictus, for  
example, influencers have been very, very involved. It’s 
made the whole campaign very authentic. 
We invited five influencers from five European cities to join 
Invictus brand ambassador Nick Youngquest on an intense 
journey – a year-long series of mental and physical  
challenges, culminating in the 2017 New York marathon. 
The #RunInvictus programme followed the participants’ 
preparation from supporting Nick on the 2016 New York 
Marathon to intense training sessions, with the 12 months 
of content all in support of a great cause: Team for Kids.

What will you be focusing on in the next couple 
of years?

Trying to be more creative, discovering amazing new talent 
and giving them more visibility through our platform, 
working with clients to build their brands, embracing new 
social platforms with new ways of communicating and  
selling – all while contributing to a more sustainable 
world.  /
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CREATIVITY

INTERVIEW

Building brands 
globally 
with influencer 
marketing

How relevant is influencer marketing?

Melinda Po: Studies show that 58% of people would  
actually buy a car because of an influencer’s recommenda-
tion. So it would be a mistake to think influencer marketing 
is only about small, fun purchases. We’ve seen time and 
again that influencers are really important in building trust 
for brands and telling positive stories to existing and po-
tential customers.

What’s the most exciting project you’ve been 
working on together with influencers? 

Americo Silva: Over the years we have used influencers 
on different projects, in different businesses, and across 
different geographies. We are now at a point where we are 
crafting more of our relationship with influencers. Our latest 
project launched in 2019 with Big Bang Theory’s Kaley Cuoco 
and it’s called The Great Travel Hack. It also features other 
young influencers. Interestingly, they’re not known for their 

Americo Campos Silva, Global Head of Integrated Brand and 
Communications at Shell, and Melinda Po, Managing Director, Shanghai, 
of Edelman, discuss influencer marketing for global brand building.

Americo Campos Silva
Global Head of Integrated Brand and Communications, 

Shell

Melinda Po
Managing Director, Edelman Shanghai
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influence in energy or mobility – we chose them because 
we wanted to bring the perception of normal citizens and 
their relationship with new forms of mobility. 
The idea is that two teams travel from New York to Los  
Angeles, the aim is not to get there first, but to generate the 
lowest CO2 emissions. And it’s a great format, naturally 
filled with drama, emotion and compelling stories. Plus it is 
going to translate well to other markets.

Across Shell there are many projects happening 
in many different markets. 
How do you export a concept like that in 
different regions of the globe?

MP: When we first received the story and the global idea, 
we started thinking of “how can we bring this idea to  
China?” because there are big differences between  
Chinese and American audiences.
So we developed the strategy, the media approach and 
defined the criteria to select the influencers. Then we  
created different clips and pieces of content to bring the 
global idea to the Chinese market.
AS: As the first tranche of The Great Travel Hack has wound 
up in the US, we’ve had good results from traditional per-
formance metrics such as engagement and sentiment. 
Our research also shows incremental benefits in how Shell 
is seen with regard to the future, and as a trustworthy  
organisation.

There are so many people out there who call 
themselves influencers. How do you find the 
right people to work with?

MP: When we select influencers, we don’t brief them on 
what to do, and that leads to stories that are truly co-created, 
they’re more natural, more organic – and of course, far 
more convincing. With The Great Travel Hack, this approach 
had great results. 
Young Chinese people started to be aware of Shell, and to 
feel that it’s a brand that is future looking. It also led to 
more attention for the campaign, it really generated a lot of 
organic views. And it really engaged people – it shifted per-
ceptions of Shell, people feel like they can collaborate with 
the brand now.

So as a brand do you worry about brand safety?

AS: We do take brand safety seriously and have strategies 
in place to make sure we’re working with influencers who 
can give us a certain guarantee so that we minimise the 
uncertainties. At the same time, they need to be genuine in 
what they’re doing, loyal to their own style and their tradi-
tions, and we need to respect that as well.
A lot of the value influencers bring is through their per-
sonality and wit and if they lose that, they’ll lose their  
audiences with it.  /

Take-aways

Influencer content isn’t just for small consumer 
purchases – it’s for brand building.

Big names are great – but micro influencers can also 
bring a lot of value to a campaign.

It’s vital to pick content formats with great storytelling 
potential – think narrative, drama and emotion.

Plan campaigns with local support for cultural resonance.

Let influencers be themselves, not your mouth piece.

The Great Travel Hack
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CONSUMERS

Both engagement and closeness 
to viewers and consumers give 
challenges for media and brands. 

While there is no simple recipe to reach the mass audience, there 
are certainly factors of success we can learn from. 
Looking at the fierce competition in the whole media industry,  
a relevant, aligned with recognizable identity also combined with 
strong programme concepts, brands, live shows and professional 
news are key going forward. 
In a media environment where trust and transparency are essential, 
consumer brands pay even more attention to the context and en-
vironment where their campaigns will be delivered. 
To be broadcasted in a trustworthy and brand-safe setting has  
become a challenge, however this is the promise of TV today.
Not only do advertisers need to benefit from the image and 
strength of powerful TV brands. They also have to reach additional 
target groups and embrace the values of their brands through a 
range of trustworthy influencers. 
In a world that is increasingly searching for more sense and sustai-
nability, brands are becoming more engaged with their audiences 
and taking care to understand and align with their ethical needs. 
Total Video solutions are the perfect place to support responsible 
brands in a strategic manner. The future of Total Video is now.   /

Responsible brands 
turn to Total Video 
for trust

CONCLUSION
CREATIVITY
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CREATIVITY
Key Facts & Figures

Story branding 
Great content 

only lives in equally great context.

Story branding needs the best 

show-host who adds value to the brand 

equity and represents the same principles.

Responsibility
Advertisers, agencies and 

broadcasters have a major responsibility 

as they are shaping society with

the images they convey. 

As an industry, we have the power to help 

change mentality by raising 

awareness, educating and convincing.

Brand 
sponsorship

Successful brand sponsorship means

innovative thinking every season 

and treating the brand as an integral 

part of the show.

58% 
Social talent is human media. 

58% of people would actually buy 

a car because of an influencer’s 

recommendation.

85% 
of French people expect brands to 

communicate more about their practices 

and responsible approaches.

57% 
Local TV productions accounted for the 

majority of new programming in the last 

season and 57% of the new series launched 

this autumn are original concepts.

988 and 923 
The US and the UK are top exporting 

countries with respectively 

988 and 923 exported series.
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With interests in 60 television channels, eight video-on-demand 
(VOD) platforms, 30 radio stations, a global business for 
content production and distribution, and rapidly growing 
digital video businesses, RTL Group entertains, informs and 
engages audiences around the world.

The Luxembourg-based company owns stakes in TV chan-
nels and radio stations in Germany, France, Belgium, the 
Netherlands, Luxembourg, Spain, Hungary and Croatia. 
With Fremantle, it is one of the world’s leading producers of 
television content: from talent and game shows to scripted 
drama, daily  soaps and telenovelas, including Idols, Got  
Talent, Good Times, Bad Times and Family Feud. 
Combining the VOD of its broadcasters, the digital video 
businesses BroadbandTV, Divimove, United Screens and 
Fremantle’s more than 300 YouTube channels, RTL Group 
has become the leading European media company in  
digital video. The Group also owns the  ad-tech businesses 
Smartclip and SpotX.

The roots of RTL Group date back to 1924, when Radio  
Luxembourg first went on air. Compagnie Luxembourgeoise 
de Radiodiffusion (CLR) was founded in 1931. 
As a European pioneer, the company broadcast a unique 

programme in several languages using the same wave-
length.

RTL Group itself was created in spring 2000, following the 
merger of Luxembourg-based CLT-UFA and the British  
content production company Pearson TV, owned by  
Pearson PLC. CLT-UFA had been created in 1997 when  
the shareholders of UFA (Bertelsmann) and the historic 
Compagnie Luxembourgeoise de Télédiffusion – CLT  
(Audiofina) merged their TV, radio and TV production busi-
nesses. Bertelsmann has been the majority shareholder of 
RTL Group since July 2001. 
RTL Group’s shares (ISIN: LU0061462528) are publicly traded 
on the regulated market (Prime Standard) of the Frankfurt 
Stock Exchange and on the Luxembourg stock exchange.  
Since September 2013, RTL Group has been listed in the 
prestigious MDAX stock index. RTL Group publishes its  
consolidated accounts in accordance with IFRS.

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

 Follow TV Key Facts' highlights at rtl_adconnect
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Special thanks 
TV Key Facts 2019 was produced by RTL AdConnect and RTL Group. 

The project was supervised by Stéphane Coruble, CEO of RTL AdConnect.

Special thanks to our world partners 
ARMA (Costin Juncu), AVMU (Emilija Janevska), Brandon 
Communication Group (Dogan Albayrak), GARB 
Audience Measurement Bulgaria (Doroteia Dervisheva, 
Monica Hubcheva), IAB Europe (Marie-Clare Puffet, Alison 
Fennah), IHS Markit (Irina Kornilova, Aled Evans), ITV (Tony 
Mawer, Daryl Leigh), Kantar Denmark (Anne-Line Skreden), 
Kantar Media Poland (Wanda Świętek), Kantar Media 
Slovakia (Tatiana Böhmerová, Daniel Kőszeghy), Kantar 
TNS Lithuania (Lina Petraitienė, Giedre Juroniene), Magna 
(Vincent Letang), Magnet Media (Ivars Bebrišs), McCann-
Erickson Universal Belarus (Maria Yaznevich-Khasenvich), 
Media Master (Martin Procházka), 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), 
Nordic Entertainment Group (Kristian Arnaa), NSC (Anna 
Vorontsova), PMT s.r.o. (Vladimir Fatika, Milan Pavlík, 
Samuel Rešetár), Publitalia 80 (Giulio Bello), Television 
Industry Committee (Olena Mironova, Iryna Grebinska), 
TVB (Ron Salmon), TVP (Laura Lencka), Virgin Media 
(Tim Crane).

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

To the contributors
Guillaume Astruc (M6 Publicité), Damon Berger (Mattel), 
Ricky Ray Butler (Branded Entertainment Network), 
Wilfried Celis (DPG Media), Denis Crushell (Tubular Labs), 
Matthias Dang (Mediengruppe RTL Deutschland),  
Rob Gabel (Tubular Labs), Annabelle Guilly (M6 Publicité), 
Tom Hidvegi (Coca-Cola), Julia Jäkel (Bertelsmann), 
Alann Kervoelen (Eurodata TV Worldwide), Cornelia Krebs 
(Mediengruppe RTL Deutschland), Isabel Kurata (ACT 
Responsible), Emmanuelle Lacaze (Gedeon), Andrew 
Meaden (GroupM), Melinda Po (Edelman Shanghai), Peter 
Quaghebeur (SBS Belgium), Xavier Rambert (Eurodata TV 
Worldwide), Eva Respaut (M6 Publicité), Anders Rune 
(egta), Anna Rynkowski (Mediengruppe RTL Deutschland), 
Jasper Sasse (XAD spoteffects), Stephan Schmitter 
(Mediengruppe RTL Deutschland), Sandra Schümann 
(Mediengruppe RTL Deutschland), Americo Campos Silva 
(Shell), Thomas Silve (CTZAR), Makito Sugiyama (TBS), 
Allison Stern (Tubular Labs), Natalie Tideström 
Heidmark (United Screens), Bertille Toledano (BETC 
Paris), Katherine Torina (Fremantle), Tony Weisman 
(Dunkin’), Brian Wieser (GroupM).
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Advertise on the leading 
entertainment network in Europe

RTL AdConnect is the international Total Video sales 
house of RTL Group and beyond. It provides international 
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 160 million  
potential consumers in Europe every day.
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:

visit rtl-adconnect.com
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Advertise on the leading 
entertainment network in Europe

160 million potential consumers 
each day across Europe

More
countries 

Premium content available
on all platforms

More
content 

Local and global exclusive
advertising solutions

More
solutions 

More than 100 TV channels and 
300 video platforms

More
video platforms 
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