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26 countries covered. 
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We are delighted to present you this 27th edition of 
TV Key Facts. 
This edition collates insights and statistics from 
experts throughout the global Total Video industry. 
In this unprecedented year, we have experienced 
more than ever how creative, unitive, and resilient 
TV can be.
We are particularly thankful to all participants and 
major industry players who agreed to share their 
vision of media and advertising’s future especially 
during these chaotic times.
Alongside this magazine, you get exclusive access to 
our database that covers 26 countries worldwide. 
This country-by-country analysis comprises insights 
for both television and digital, which details both 
domestic and international channels on numerous 
platforms. 
Over the course of the magazine, we hope to inform 
you about the pandemic’s impact on the market, 
where the market is heading, media’s social and  
environmental responsibility and all the latest  
innovations. Allow us to be your guide to this year’s 
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trends and to the forecasts for the years to come.  
All this information and more can be found on our 
dedi cated TV Key Facts platform www.tvkeyfacts.com.
Use the link below to start your journey into the 
media advertising landscape.
Enjoy! /
 

1  
   

  T
V 

KE
Y 

FA
C

TS
 2

02
0



TABLE OF CONTENTS

The post-pandemic  
advertising market

Article by Daniel Bischoff (RTL AdConnect) 
A crisis like no other: why Volatility, Uncertainty, 
Complexity and Ambiguity is the new normal . . . . . . . 14

Interview with Brian Wieser (GroupM)
TV revenues’ road to recovery  . . . . . . . . . . . . . . . . . . . . . . . . 16

Interview with Vincent Letang (MAGNA Global) 
The impact of Covid-19 on 2020 adspend. 
What economic forecast for the coming 12 months? . 20

Interview with Matthias Dang (Mediengruppe 
RTL Deutschland & AdAlliance), David Larramendy 
(M6 Publicité), Denis Masquelier (IP Belgium) and
Ton Rozestraten (Ad Alliance) 
Beating the market in a tough media climate . . . . . . . . . 24

Facts & Figures
Top advertising sectors & advertisers . . . . . . . . . . . . . . . . . 28 
Television advertising insights . . . . . . . . . . . . . . . . . . . . . . . . 29

Digital advertising stats unwrapped . . . . . . . . . . . . . . . . . . 30

Big surge in the Total 
Video consumption 

Facts & Figures
A Total Video world . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 34

Covid-19 global Total Video consumption . . . . . . . . . . . 36

Viewing time per individual . . . . . . . . . . . . . . . . . . . . . . . . . . 38

Changing screen habits . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 40

TV, queen of audiences . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 42

Device penetration . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 44

Growing technological adoption encourages 
advertising innovations . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 46

Article by Nicole Greenfield-Smith (Thinkbox) 
How TV brought us together during lockdown  . . . . . . 48

Facts & Figures
YouTube consumption trends . . . . . . . . . . . . . . . . . . . . . . . . . 50

Article by Peter Robinson (KidsKnowBest) 
Platforms especially for kids: the latest trend 
in SVOD . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 52

Interview with Lucien Brouwer (RTL Nederland)
What’s the future of BVOD? . . . . . . . . . . . . . . . . . . . . . . . . . . 56

Resilience and Transformation 
Editorial by Thomas Rabe (RTL Group) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4

TV brought the world to us when we weren’t allowed out in the world  
Editorial by Stéphane Coruble (RTL AdConnect) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 8

2 
   

   
TV

 K
EY

 F
AC

TS
 2

02
0



The pandemic’s 
impact on content and 
advertising production

Facts & Figures
US series & talent shows at the top of the charts . . . . . 60

Top single programmes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 62

Best recurrent series . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 63

Article by Paul Wood (Fremantle) 
What content flourished in our time of need? . . . . . . . . 64

Interview with Jörg Graf (RTL Television) 
How the coronavirus crisis has impacted TV
content production . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 68

Interview with Chris Goldson (ITV)
Why ITV, Honda and Haribo asked the public to  
remake famous commercials . . . . . . . . . . . . . . . . . . . . . . . . . . 70

Interview with Jean-Patrick Chiquiar (Rosapark)
Time to return to bold and free advertising . . . . . . . . . . 72

Interview with Simon Cook (Cannes Lions)
Why creativity is needed more than ever . . . . . . . . . . . . . 76

Advertising joining  
the path to a sustainable 
world

Article by Stephan Loerke (WFA) 
What are advertisers’ biggest challenges?  . . . . . . . . . . . . . 80

Interview with Stéphane Hugon (Eranos) 
Television is the last of the institutions . . . . . . . . . . . . . . . 82

Interview with Isabel Kurata (ACT Responsible)
Can brands steer the world towards responsible 
living?  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 86

Interview with Sonoo Singh (The Drum)
Time to restart, rebuild and reset . . . . . . . . . . . . . . . . . . . . . 90

Article by Stéphane Gendarme (Groupe M6)
Defending the frontline in the battle against
fake news . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 93

The innovative future  
of advertising

Interview with Duncan Stewart (Deloitte)
What to expect in the technology, media and telecoms 
sector?  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 96

Interview with Sim Blaustein (BDMI)
What consumer tech innovations will define the next 
decade?  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 98

Interview with Lisha Li (Rosebud.ai)
Almost human: Rosebud AI founder on virtual models 
and the future of synthetic media . . . . . . . . . . . . . . . . . . . 100

Interview with Sebastian Busse (Smartclip)
What’s new with Addressable TV? . . . . . . . . . . . . . . . . . . 102

Article by Anders Rune (egta) 
How do we build a cross-media measurement system
that reflects TV’s premium delivery  . . . . . . . . . . . . . . . . 104

Interview with Karin Immenroth (Mediengruppe 
RTL Deutschland)
Taking on the challenge of measuring cross-media data
in Germany and around the world . . . . . . . . . . . . . . . . . . 106

Interview with Ben Jankowski (Mastercard)
The search for a cross-media measurement system . . 108

About RTL Group  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 110

About RTL AdConnect  . . . . . . . . . . . . . . . . . . . . . . . . . . . . 111

Special thanks & Imprint  . . . . . . . . . . . . . . . . . . . . . . . . . 112

3 
   

   
TV

 K
EY

 F
AC

TS
 2

02
0



Resilience and 
transformation

Thomas Rabe
CEO of RTL Group
CEO of Bertelsmann

EDITORIAL
4 

   
   

TV
 K

EY
 F

AC
TS

 2
02

0



RTL Group reacted swiftly to the worldwide spread 
of the coronavirus disease by focusing on four areas: 
the safety of our employees, the continuity of our 
businesses, liquidity, and cost and cash flow 
management.
Across RTL Group, we have seen a limited number 
of infections. Mid-March, we implemented compul-
sory work from home, with only a few exceptions. 
Since mid of May, we have pursued a prudent 
return to office policy. 
Our TV channels, radio stations, 
streaming services and websites 
continued to operate without 
interruption, registering signifi-
cantly higher reach and usage. 
They provide information and 
entertainment to millions of 
people who have faced unprece-
dented disruption to their daily 
lives. 
As expected, RTL Group’s revenue 
declined strongly in the second 
quarter of 2020, but we succeeded 
in offsetting 50% of the revenue 
decline. We did so without cutting 
into the substance of our busi-
nesses or reducing investments 
in our streaming services, which 
is reflected in gains in market 
shares and a significant growth 
in paying subscribers for our 
streaming services. Our broadcasters and Fremantle 
restarted productions across all genres to offer  
our viewers fresh and exclusive content. This 
demonstrates the resilience of our businesses, and 
the strength of our management teams. 

Massive transformation
Our industry is going through a massive transfor-
mation which has been accelerated by the coronavirus 
crisis. Over the past ten years, many media groups 
have been folded into vertically integrated   
conglomerates that control both  the production 

and distribution of content. 
Comcast bought NBC  Universal, 
while AT&T bought  DirecTV 
and Time Warner, owner of 
HBO and the Warner Bros studio. 
The world’s largest media company, 
Disney, expanded horizontally 
with its acquisitions of 21st 
Century Fox, Pixar, Lucasfilm 
and Marvel Entertainment. 
This period of consolidation  
created a handful of content  
giants, ready to spend billions  
of dollars in the battle with  
global platforms such as Netflix 
and Amazon. As part of these so-
called ‘streaming wars’, Disney, 
Apple, AT&T/WarnerMedia and 
Comcast/NBC Universal have all 
launched new streaming services. 
With unprecedented lockdown 
measures implemented, growth 

in usage and paying subscribers for streaming  
services soared around the globe in 2020. B

OUR INDUSTRY IS GOING 
THROUGH A MASSIVE
TRANSFORMATION
WHICH HAS BEEN
ACCELERATED BY THE
CORONAVIRUS CRISIS.

Thomas Rabe, CEO 
of RTL Group, explains how 
the Group is speeding up the 
digital transformation of its 
businesses during the 
coronavirus crisis.
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Higher reach, better monetisation
To successfully transform RTL Group’s business, 
two factors are particularly important. One is higher 
reach, in both linear and non-linear, which requires 
significant investments in content, marketing and a 
state-of-the-art tech platform for our streaming  
services. The second is better monetisation of our 
reach, through targeting and personalisation, which  
requires investments in advertising technology and 
data.
To achieve these goals, our strategy 
builds upon three priorities. 
Firstly, strengthening our core 
businesses. Secondly, boosting 
our streaming services, global  
content business and capabilities 
in technology and data. And 
thirdly, fostering alliances and 
partnerships in the European 
media industry.

Core: investing in content 
and consolidation
Every year, RTL Group invests  
€3.5 billion in content, combining 
the programming spend of its 
broadcasters and the productions 
of its global content business, 
Fremantle. Exploring all possible 
ways to develop and own new hit 
formats and conti nuing to grow 
our investments into premium 
content are key to strengthening 
our core businesses. Our primary 
focus is on organic growth at RTL. 
However, wherever interesting opportunities arise, 
we will continue to consolidate across our existing 
broadcast footprint. A recent example was our  
acquisition of the French children’s channel Gulli 
and five pay-TV channels by Groupe M6. 

Growth: building national streaming 
champions
Within our three-priority strategy, we put a strong 
focus on building national streaming champions in 
the European countries where we have leading  
families of TV channels. At the end of June 2020, 
RTL Group registered 1.77 million paying subscribers 
for TV Now in Germany and Videoland in the 
Netherlands, up 45% year-on-year. To further boost 
the expansion of our streaming services over the 

next five years, we plan to grow the number of  
paying subscribers for TV Now and Videoland to 
between 5 and 7 million; to grow our streaming  
revenue to at least €500 million; and to break even 
by 2025. To reach these goals, our annual  
content spend in TV Now and Videoland will grow 
from €85 million in 2019 to around €350 million 
in 2025. 
 
Growth: investing in technology and 
data
Combining the key success factors of TV advertising 
– such as high reach, brand safety and emotional  
storytelling – with data and targeting offers signifi-
cant growth potential for RTL Group. With 
Smartclip, we aim to create an open ad-tech  
platform, tailored to the needs of European broad-
casters and streaming services. 

Smartclip  offers multiple forms 
of partnerships, from software 
licensing to partial ownership. 
Accordingly, we will invest further 
in evolving and growing the 
Smartclip platform.
The tech platform for our 
streaming services is being built 
by Groupe M6 and its tech unit 
Bedrock, which will initially 
serve the French subscription 
service Salto and Videoland in 
the Netherlands, as well as the 
RTL  services in Belgium, Hungary 
and Croatia. RTL Group will  
offer the platform to external 
broadcasting partners – as with 
Smartclip.

Fostering alliances  
and partnerships
Establishing such partnerships  
is part of RTL’s DNA. This is  
how we became the first pan- 

European broadcasting group. Over the past year, 
we made a new start at offering different forms of 
partnership to European broadcasters – all based 
on the philosophy of bundling resources to establish 
open and neutral platforms. We offer these oppor-
tunities in areas such as advertising sales, streaming 
technology, advertising technology, content crea-
tion and data.
One key development for our largest revenue 
stream – advertising – has been the growing  
demand from advertisers and agencies for global 
ad-buying opportunities. To seize the opportunities 
from this development, we are further expanding 

WE PUT A STRONG
FOCUS ON BUILDING
NATIONAL STREAMING
CHAMPIONS.

EDITORIAL
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One RTL
More than 90% of the population in our key 
European markets are familiar with the brand RTL 
– it stands for our promise of high-quality enter-
tainment, independent information and always 
being close to the audience. In times of massive 
audience fragmentation and growing disinforma-
tion, this is both a competitive advantage and a  
responsibility for all of us at RTL. 
As described in this editorial, we have significantly 
accelerated the transformation of our Group. To  
underline our brand promise and to express that we 
are one RTL, we have started a review of our brand 
architecture, and will strengthen and harmonise 
the RTL branding across the Group. 
More creativity and diversity; faster decision-making; 
a willingness to take risks and to cooperate across  
traditional boundaries – this is how we describe 
our mindset at RTL. /

our international sales house, RTL AdConnect,  
to give international clients easy access to our  
large portfolio of TV and streaming services, digital  
video networks and advertising technology, in a 
brand-safe environment. To be more relevant in all 
key European markets, RTL AdConnect’s portfolio 
also encompasses leading partners such as ITV in 
the UK, RAI in Italy and Medialaan in Belgium. 
Four years ago, we launched the Ad Alliance in 
Germany, a one-stop sales house with high-quality 
content and high reach across all media: TV, digital, 
and print. At the beginning of 2020, the sales house 
Media Impact became a partner of the Ad Alliance 
for the digital inventory of Axel Springer and 
Funke Mediengruppe. Together, all platforms of the 
Ad Alliance reach 99% of the German population. 
The power of our Ad Alliance was an important 
factor behind Mediengruppe RTL Deutschland’s 
strong sales performance in 2019 – and it has   
become even more important in the current crisis.
RTL Nederland has followed the German example 
and is currently building an integrated advertising 
sales network for the Dutch market, also called  
Ad Alliance. 
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Stéphane Coruble
CEO,
RTL AdConnect

TV brought the 
world to us when 
we weren’t allowed 
out in the world

EDITORIAL
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No one watches television anymore, they told us. 
Young people don’t see TV as being any different to 
any other screen. It’s just a medium like any other.
And then the world stopped. Schools closed. Streets 
emptied. Our offices were at our kitchen tables, not 
in our city centres. The simplest decisions – even 
just visiting a shop – felt like a potential choice be-
tween life or death.
It’s against this background that we’ve assembled 
this edition of our annual TV Key Facts publication. 
It still has all the information you’ve come to 
expect: the latest statistics, the important trends 
and innovations in measurement and brand safety, 
as well as insightful commentary from the brilliant 
media experts who’ve contributed – to whom we 
extend our sincere thanks.
But if TV Key Facts 2020 had left out the impact 
Covid-19 has had, and will con-
tinue to have on our business, it 
would have told only half the 
story. So, within these pages,  
you will also find some insightful 
reports about how lockdown  
impacted us and how we, as an 
industry, responded.
In spring 2020, with everyday 
life turned on its head, people 
sought information and familiarity. 
So we turned to television. TV 
became the source of trustwor-
thy, real-time information about 
the pandemic and the window 
through which we could glimpse 
our old lives. And it became the 
way for families – even elusive youngsters – to come 
together and share an experience.
As a result, TV viewing times skyrocketed world-
wide. During the 13th calendar week (week of March 
23rd), the daily TV viewing time in the 5 biggest 
markets1 went from 3h25 in 2019 to 4h46 in 2020, 
an increase of 81 minutes2.
In Italy, for example, the weekly average TV viewing 
time was up 133 minutes3 compared to the same 
period last year. 

Lockdowns also had a big impact on young audiences. 
For instance in France with +36% viewing time 
(March 2019 versus March 2020) on people aged 15 
to 34 years old4.
Shared viewing also grew sharply – for example in 
the UK where it increased by 30%5. 
Watching content across all platforms increased, too. 
And we expect this trend to be holding in coming 
months. In the UK, for example, Total Video con-

sumption is expected to rise 14% 
year on year (2020 vs 2019)6. 
Read fascinating research about 
the impact of lockdown on view-
ing habits on pages 48, 52 and 56. 
Broadcasters were quick to react 
– adapting sets to accommodate 
social distancing, turning homes 
into makeshift studios, and even 
developing whole new formats at 
lightning speed. Read more 
about this on page 24.
Advertisers also responded in 
some extraordinary ways. For 
some, this meant keeping their 
campaigns going under difficult 
financial circumstances. For others, 

it was about returning to screen as soon as travel 
restrictions were lifted. A good example of the latter 
was the Turkish Culture and Information Office’s 
large-scale campaigns, promoting the country even 
when borders had not completely reopened, which 
ran in Germany and the UK. B

VIEWING TIMES
SKYROCKETED
AROUND THE WORLD.

1Average calculated in France, Germany, Italy, Spain and the United Kingdom; 
2Source: M6, Rai, Atresmedia, ITV, MG RTL, Local institutes (Mediametrie, AGF, 
BARB, Kantar, Auditel), W13 2020 vs W13 2019, Total TV Viewing, Ind 3+4/+; 
3Source: RAI, Auditel, W13 2020 vs W13 2019, Total TV Viewing, Ind 4+; 4Source: 
Médiamétrie, Glance, time-shifted viewing: live + VOSDAL + 7 days; all day 03:00-
27:00, March 2019 vs March 2020; 5Source: Thinkbox, May 2020, BARB weeks 
13-19 2020 vs weeks 13-19 2019. All data based on live TV set viewing; 6eMarketer, 
Time Spent with Media, April 2020.

Stéphane Coruble, CEO of 
RTL AdConnect, discusses how 
television has shown its 
relevance in contemporary 
society.
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Creativity rose to another level, too, with unique 
projects and collaborations. In Spain, for example, 
brands including Lidl, Lexus and Direct Line ap-
peared side by side in an emotional ad called 
‘Brillar’, created by Atresmedia Publicidad, which 
celebrated the easing of one of the continent’s 
strictest lockdowns.
In the UK, ITV came up with the brilliant idea of a 
People’s Ad Break featuring 
homemade versions of classic TV 
ads submitted by viewers. Read 
about this on page 70. In 
Germany, meanwhile, a collabo-
ration between Ferrero and 
Ad Alliance around the Kinder 
brand reminded viewers of ways 
to share the joys of Easter even 
when meeting in person was not 
possible.
Television – both linear and 
non-linear – proved itself in other 
ways this year, too. 
Digital transition continues apace 
– accelerated by the pandemic – 
and consumers’ love of exclusive 
content in whatever form it may 
come remains clear. So we need 
to continue to invest in this 
across all our platforms – for linear 
TV, but also specifically for BVOD platforms. And 
this is a trend that our sister companies M6 in 
France and ITV in the UK are already pioneering 
on their respective BVOD services 6play and ITV 
Hub.
M6 has created M6 extended – a sub-section on its 
6play streaming platform offering extra content to 
stream from well-known formats, such as The Real 
Housewives. ITV Hub similarly gives viewers exclu-
sive access to the undiscovered scenes from summer 
favourites Love Island and Britain’s Got Talent.  

Meanwhile, our sister company RTL Nederland is 
reinventing the subscription model of its popular 
Videoland platform to include hybrid rate card 
models.
There have been many bright points. Yet the fact 
remains that everyone in TV – linear TV especially 
– faces incredible challenges. Adspend is down 
across the board. And competition for viewers will 
remain fierce as subscription video-on-demand and 
ad-funded VOD services multiply.
Despite this, we have seen signs of recovery over the 
summer and the Q4 outlook is promising.  
With the return of big live sports events and the 
capacity of content owners to adapt their produc-

tion methods to the pandemic, 
new exciting and sticky pro-
grammes will be back again on 
our screens. Meanwhile, adver-
tisers will continue to look for 
reach and engagement with a 
greater appetite for simplified 
and more flexible buying options.
Let’s hope the worst is behind us. 
Looking ahead, what gives me 
hope is how we’ve responded 
when the chips are down – with 
adaptability, creativity and de-
termination. Broadcasters are 
really taking part in the race – 
always focused on the audience 
and coming up with content that 
serves and entertains, and com-
mitted to ensuring that we never 
lose the trust that we’ve earned 
over 80-plus years.

Television. Still relevant. Still bringing us together 
after all these decades. It’s been a privilege, this year 
more than ever, to have played a small part in it. /

TELEVISION. STILL
RELEVANT, STILL
BRINGING US TOGETHER.

EDITORIAL
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Lockdown Highlight

Top Chef, M6 (France)
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The post-pandemic 
advertising market
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This virus is unique in many ways; foremost because 
of the way it triggered a truly universal crisis rarely 
seen before. Let’s have a look at some aspects of this 
unique, global crisis and how brands can tackle it. 
Amidst the doom and gloom, though, there has 
been amazing resilience. People, companies and 
brands have surpassed themselves in their creativity 
and adaptability. Within weeks, the global community 
managed to accelerate digitisation at an unprece-
dented pace. 
Shops and restaurants became delivery services.  
We turned our homes into offices. Face masks were 
produced en masse with domestic sewing machines. 
Hand sanitiser was distributed by brewers and 
beauty companies. People rallied around vulnerable 
members of their communities to make sure they 
had necessities like food and socially-distanced 
company. Social channels were awash with funny, 
heart-warming content made by ordinary people 
with nothing more than a smartphone and a bright 
idea.
Even before lockdown restrictions began to ease, 
the enormous impact on the economy had started 
to become apparent. We were lacking comparisons 
from recent history. At the time of writing, the 
IMF’s most recent World Economic Outlook fore-
cast projections that the global economy will shrink 
by almost 5% in 2020 because of the pandemic.
In the US, employment figures stand at about 
11.5 million below the pre-pandemic level, according 
to Reuters. This signals an end to a decade of expan-
sion in the world’s largest economy. 
You don’t need to be an economist to predict the 
rest: unemployment is up; consumer confidence is 
down. According to a study conducted by the 
university of Michigan, the index of consumer  
sentiment dropped by almost 30%, indicating a 
possible negative demand shock. 
Demand crises are quite familiar to us. We witnessed 
them in the early years of the decade with both the 

A crisis like no other 
Why Volatility, Uncertainty, Complexity 
and Ambiguity is the new normal

The Coronavirus crisis is the 
greatest disruption to the 
globalised world of the 21st 
century that we will (hopefully) 
ever witness in our lifetime.
A full understanding of the true 
and long-term impact of this 
disruption is unachievable at 
this point, yet we are already 
starting to see the effects on 
society, on consumption 
behaviour and in our media 
usage. 

Daniel Bischoff
Chief Marketing & Operations Officer, 
RTL AdConnect

ARTICLE
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dotcom bust and the subprime mortgage crisis. The 
unusual nature of the current Covid crisis is the 
addition of a negative supply shock into the mix – 
like a natural disaster, the virus stopped production 
and distribution of many goods and services. 
Interestingly enough, in a unique situation like this, 
capital didn’t drain for companies, but rather the 
stock markets are supplied with liquidity and com-
panies are able to invest with the hope of demand 
recovering quickly. First signs from China look 
positive; almost managing a 
v-shaped recovery, with industrial 
output in the world’s second- 
biggest economy returning to 
levels seen before the pandemic hit.
The uniqueness of the current 
situation can best be described 
by a concept used by the US 
Army War College in the late 80s 
called VUCA, that originally was 
described to grasp the changes 
warfare was - and still is - going 
through. In a nutshell: All cer-
tainties are off. We have to accept 
volatility, uncertainty, complexity 
and ambiguity as the new 
normal. 
The reset button hasn’t just been 
pressed on the economy. The way 
consumers behave is being transformed, too, and, in 
this new world, the issue of brand trust is going to 
be paramount. In a ‘normal’ recession, people will 
go back to what they know they can rely on – how 
much will this apply now, when so much that is 
familiar has disappeared?
This is something we’ve seen, starkly, in our own 
industry – television.
The early days of the crisis saw TV viewing time rise 
in almost every country. In Italy, for instance, at the 
beginning of lockdown, in March, people watched 
115 more minutes of TV than during the same time 
last year1. In all our key markets, TV viewing time 
increased significantly. Even young audiences were 
tuning in. In France, for instance, viewing time in 
adults aged 15 to 34 grew by 36% during the lock-
down compared to March 20192.

Yes, this was in part due to the restrictions on 
movement which meant people were spending a lot 
more time in their homes than usual. But it wasn’t 
just that – television news, for instance, became a 
way to hear information about the crisis directly 
from authorities rather than reading someone’s  
interpretation of the facts on social media. The 
need for escapism and the craving for communal 
experiences led to families watching more TV 
together.
Actually, they weren’t just there for the programming 
– many viewers report that they found that watching 
ads was a comforting reminder of normal life, too.
There are sectors which have rarely had better years 
than 2020: software companies (+675% adspend vs  
last year in France), online learning platforms (+606%), 
convenience foods (+213%), to name but a few3.
In many ways, Covid has amplified and accelerated 
what was already happening: quicker decision-making; 

an increased volume of online 
transactions; and growing under-
standing, acceptance and necessity 
for remote processes. It’s a tougher 
environment, no doubt, but  
the main challenges for brands 
remain the same. Getting in 
front of customers in a relevant 
way, while having an honest  
conversation that feels indige-
nous to the experience.
The state of TV advertising was 
fast evolving before the pandemic, 
and the lessons we learn from 
this experience will shape the 
future of the industry. The silver 
lining for the TV industry is that 
it has been presented with a rare 
opportunity to meet the chal-

lenge of improving its relationship with viewers.  
It seems to be succeeding. No matter how much 
change a society needs to manage; TV is always 
there.
The best advice for brands in this new normal, 
VUCA-World is to constantly re-adjust, re-evaluate 
and re-visit its own beliefs, looking for the few  
anchors that are out there. Or in short: to install 
resilience as the core operating system. Because, 
if there is one certainty that will survive us all, then 
it’s that somebody will take business that is availa-
ble if you don’t. /

NO MATTER HOW MUCH
CHANGE A SOCIETY 
NEEDS TO MANAGE, 
TV IS ALWAYS THERE.

1 Source: Local Institutes 2020, evolution versus previous year based on average daily viewing time per individual in minutes, Total TV, All day, Ind.3+/4+. 2Source: 
Médiamétrie, Glance, time-shifted viewing: live + VOSDAL + 7 days; all day 03:00-27:00, March 2019 vs March 2020. 3Source: Kantar Media, in Gross Euro, France 
; 2020 vs 2019 (comparing same periods). Sources: https://uk.reuters.com/article/global-markets/global-markets-shares-climb-as-china-industrial-data-of-
fers-hope-for-coronavirus-recovery-idUKL4N2FC1DL; https://www.imf.org/en/Publications/WEO/Issues/2020/06/24/WEOUpdateJune2020; https://www.
reuters.com/article/us-usa-economy/us-job-growth-seen-slowing-in-august-unemployment-rate-falling-below-10-idUSKBN25V0FO
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Linear media won’t return to pre-covid 
levels according to forecasts whilst 
digital growth rates are flattening – so 
where is the next big area of growth?
Will ad-dollars move out of media into 
other marketing areas?
Total advertising growth should return to normal 
low or mid-single digit levels beyond 2022, so on 
the surface money won’t necessarily appear to move 
out of media. However, if we looked at total adver-
tising spend – meaning paid media – for the typical 
advertiser, we would see that as advertisers mature 
they tend to shift resources into other forms of 
marketing, and that they are replaced by newer ad-
vertisers who rely on paid media. 
This would not be a new phenomenon. Marketers 
whose brands are well known do not need to spend 
as much on introducing their brands to consumers 
and can focus more on different ways of engaging 
with them. 
Those advertisers who shift resources outside of paid 
media would rely more on marketing techno logy 
software and related services.

Covid has given TV in Europe a new 
boost, in the US the effect was rather 
short and less intense – where do you see 
the reasons for the difference?
I think the depth of the decline in much of Europe 
was deeper than what we saw in US national TV, 
but not deeper than what we saw in the US local 
TV market. The reason for the difference is that 
trading conventions in most European markets and 
in US local TV allow for more flexibility than US 
national TV does, where commitments are made up 
to 18 months in advance. Were it not for that fac-
tor, you would have seen similar declines in the US.

Brian Wieser
Global President, Business Intelligence, 
GroupM

INTERVIEW

Brian Wieser, Global President  
of GroupM, shares his 
predictions for the media 
industry in the years to come, 
specifically around TV revenues 
and the ad market.

TV revenues’ 
road to recovery
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OTT usage in the US is increasing 
drastically – how do you see OTT and 
linear TV aligning in the next years, 
especially in terms of 
pricing?
I think that we don’t need to 
think of OTT as anything other 
than TV delivered through a dif-
ferent technology. It is experi-
enced almost identically by 
consumers and, where advertising 
is allowed, is used by advertisers 
in mostly similar ways. The  
content is also similar with some 
better and some worse than what 
we see on other forms of TV. 
So to answer the question, we 
have to get to the factors which 
drive pricing in general. Is the  
programming higher quality or 
wider reaching? Or a bit of both? 
Delivery of ads to individual  
devices may more likely occur in 
OTT environments, but it exists 
in non-OTT TV as well. While it will be possible to 
identify and reach very narrowly defined audiences 
with higher pricing, the share of inventory which 
might experience those trends will likely be 
minimal.
 
How do you build the adspend world of 
four years today? What’s your approach, 
the underlying methodology?
Let’s separate what individual advertisers should do 
rather than what will happen to the market. 
Individual advertisers should start with focusing on 
how to build their businesses and then deploy  
resources in ways that help to build business, without 
necessarily focusing on advertising. However, it is 
likely true that most advertisers will change only 
incrementally in any given year, and so you can 
forecast the total industry by focusing on incre-
mental changes.

 
Looking at the craftmanship of 
forecasting, how did the Covid-19 crisis 
change or adapt it?
I wouldn’t say the crisis caused any changes in how 
to best forecast the advertising industry. It did  
introduce greater uncertainty in forecasting the 
specific rates of decline for individual media, but 
that normally happens in any given year.
 
In a constant VUCA* environment,
how solid and reliable can forecasting be?
The goal of forecasting should be to help paint a 
picture or tell a story about how an industry is  
generally evolving. A good forecast is one which 
tells that story better than another forecast does.  
In that sense, forecasts can be as solid and reliable 
as they are in markets with certainty. In some ways, 

they provide more useful narratives 
to explain an industry relative to  
a model that is used in a more 
easily predictable market. 
 
Are you thinking about 
adapting your metho-
dology or approach to 
forecasting?
We are always modifying ele-
ments of the forecasts, but no 
major changes are expected in 
our next round of updates. 

With VUCA all around, is 
it even possible to 
forecast 4 years?
Yes, definitely. A model which is 
well informed and which attempts 
to mimic how the world works 
will still provide a well-structured 

way to look at the future, whether it is one year out 
or ten. Obviously, uncertainty – which always exists 
– is greater the further out into the future you go. B

INDIVIDUAL ADVERTISERS
SHOULD START WITH
FOCUSING ON HOW TO
BUILD THEIR BUSINESSES
AND THEN DEPLOY
RESOURCES.

*VUCA = volatility, uncertainty, complexity, and ambiguity
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Coming from the financial markets, 
what similarities do you see between 
media and financial business?
There are many similarities as well as differences, 
although it really depends on what part of each 
business we are referring to.  
For example, “trading” in the financial markets is 
not much like “trading” in media markets. 
The assets are perishable in media, and there is typi-
cally no ability to re-trade. The value of individual 
units of trade are also smaller and have an opera-
tional application. There are some concepts which 
are relevant, as with exchanges and bidding which 
exist in both worlds, although many specific aspects 
of those concepts are different.
Other areas are more similar, such as the relation-
ship management functions that, say, investment 
bankers focused on industry or company coverage 
might have and the account management functions 
that exist in agencies.

How is the approach different for fore-
casting media revenues, analysing 
media companies and building a share 
target?
They can be very similar, but it depends on one’s 
preferred approach to valuation. I am a valuation 
“purist” who believes that all assets can have 

cashflows which discounted back to the present 
using a cost of capital that reflects the relative  
riskiness of those assets. Forecasting advertising at 
an industry level can be similar. On the other hand, 
some analysts prefer to establish price targets based 
on where they think a stock will trade, independent 
of the value of its cashflows. That’s much more of a 
speculative approach than anything I might do.
 
Automation has revolutionised the stock 
market processes with its climax in the 
“flashboys” area of high frequency 
trading – do you think this development 
will come to the media world?
The biggest obstacle to these concepts taking root 
in media is the ability to trade back-and-forth  
between buyers and sellers. While I think there 
could be some novel innovations – and probably  
a bigger market – that would follow from such 
trading practices if they existed in media, I’m 
doubtful media owners would enable them enough 
for marketers to be able to experiment in any of 
these tactics. /

INTERVIEW
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Lockdown Highlight

Why Women Kill, M6 (France)
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There’s no way to sweeten the pills: the International 
Monetary Fund (IMF) is, as I write in September 
2020, forecasting a decline in GDP this year of at 
least 6% globally, rising to 10% or more in most 
European countries.

Covid and digital adspend
While there’s not a lot of good economic news right 
now, it’s worth noting one positive – hard to believe 
though it may be, things could have been worse. 
The drop in demand, consumption and sales would 
have been much greater if not for the growth of 
e-commerce over the last ten years. E-commerce and 
online business have mitigated the impact of Covid 
lockdowns and supply issues, and the mere size of 
digital marketing and advertising today may lead to 
a milder drop in advertising spending than in 2008-
2009, despite a much worse economic outlook.
Another bright note is that in the US, total digital 
adspend was stable year-on-year in the second 
quarter, during the worst bout of the lockdown, as 
MAGNA had predicted. Search spend was slightly 
down, social and video up. At the time of writing, 
we are forecasting single-digit growth for 2020, up 
by between 3-5% in the US and with a 1% increase 
globally. We also anticipate search spend will grow 
again and remain stable on a full-year basis,  
as sponsored product listings are boosted by the 
expansion of e-commerce in terms of volume and 
number of businesses involved.
Why are digital ad formats proving to be resilient? 
It stems from the acceleration of the long-term 
transition to a digital-centric retail and service 
landscape. Although this was triggered by Covid 
lockdowns, it’s a permanent inflection, one that is 

Vincent Letang
EVP, Managing Director, 
Global Market Intelligence, 
MAGNA Global

Vincent Letang, Managing 
Director, Global Market 
Intelligence of MAGNA Global, 
highlights digital’s potential 
and TV’s decline regarding
revenue streams.

The impact of Covid-19 
on 2020 adspend 
What economic forecast for the coming  
12 months?

ARTICLE
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tied in to the shift in our lifestyle and work pat-
terns, and in media consumption trends.
The rise in digital marketing comes not only from 
pre-existing digital pure players, 
but also from big consumer 
brands and small local businesses 
that accelerated their digital  
efforts during the Covid lock-
down, in order to keep in touch 
with consumers and keep business 
alive during store shutdowns. 
Another, more classic cause for 
the resilience of digital formats 
in tough times is the flexibility 
and scalability of digital campaigns, 
and the general preference for 
lower-funnel marketing channels 
while branding budgets are often 
more at risk.

Linear adspend suffers more
When it comes to adspend on linear TV, print,  
radio and OOH, put bluntly, the declines this year 
are heavy: at the time of writing, MAGNA is fore-
casting a 16% decline globally on average, and it 
could be down as much as 20% in many markets. 
TV will fare somewhat better, with a forecast  
decline of 12% on average, compared with 15% for 
radio, and 24% for both print and OOH. 
The forecast is slightly worse for Western Europe 
with TV and radio down 16%. Digital will be more 
resilient (-2%), limiting the total decline of total ad 
sales to -10% (-15% in Southern Europe).

That said, ad dollars are not moving out of media. If 
we include all digital advertising formats within 
“media”, MAGNA suspects media is gaining market 
share over other marketing mechanisms such as di-
rect mail, promotion and – of course – trade events 
and in-store marketing.

What to expect in the 
next 12 months
Looking at 2021, assuming the 
availability of a Covid vaccine 
and no return to large-scale lock-
downs, the IMF is expecting the 
global economy to grow again, 
but only by between 3-6% – not 
enough to offset the deep GDP 
contraction of 2020.
Marketing activity will recover 
too, helped by a return to normal 
sports events, TV programmes 
and movie releases, especially as 
a number of 2020 events have 
been rescheduled, like the Tokyo 

Olympics, UEFA Euro or the World Fair in Dubai. 
Even so, MAGNA does not expect a massive re-
bound for linear media next year. Instead, we’re 
forecasting a stabilisation, with a 2% global rise 
(following a -16% decline this year). Meanwhile dig-
ital media spending will re-accelerate by +10%, ac-
counting for 58% of total global ad sales in 2021. B

Covid impact on adspend in 2020

Linear adspend
 (linear TV, print,

 radio, OOH)

-16%

TV
 adspend

-12%

Radio 
adspend

-15%

Print 
adspend

-24%

OOH
 adspend

-24%

Digital
 adspend

-2%

Thanks to the resilience of digital, the total decline of total ad sales
will be limited to -10% (-15% in Southern Europe).

MAGNA FORECASTS 
SINGLE-DIGIT GROWTH 
FOR FULL-YEAR 2020:
+3% TO +5% IN THE US,
+1% GLOBALLY.
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Discrepancies across world regions
In Europe and Asia, the Covid lockdown triggered 
a massive increase in TV viewing and ratings that 
reached +30% vs 2019 (against a normal pattern of 
-5% to -10% per year in the last three years) and 
lasted for months. In North America, the surge was 
milder (+10%) and faded away by end of May.  
We see two main reasons behind that difference. 
First, North America is ahead of the curve in the 
transition to streaming, OTT and on-demand video 
consumption, with higher penetration than Europe. 
As the lockdown coincided with the launch of  
several new attractive SVOD services (Disney+, 
Peacock, HBO Max etc), streaming benefitted the 
most from the rise of video consumption in the US. 
In Europe the rise in SVOD or AVOD consump-
tion was even more impressive in year-on-year 
terms (doubling in some markets) but from a lower 
base, so that it didn’t cannibalise linear TV 
viewing. 

Second factor: the prominence of live sports in 
North America’s TV schedule on free networks and 
basic cable networks, while major league sports are 
often on premium pay channels in Europe. The can-
cellation of college basketball in March, NBA and 
NHL playoffs in Q2, just to mention three big 
events, mechanically hit linear viewing in the US.

What’s next for OTT and linear TV 
viewing
Over-the-top consumption of television content 
is expanding quickly. Right now, it is mostly 
subscription -based but AVOD and linear TV viewing 
are developing too. Penetration of connected TVs 
and relaxation of local regulations will allow broad-
casters and agencies to target OTT viewers at scale 
and more efficiently in coming years. Addressable 
TV campaigns will thus become increasingly 
attractive and cost effective.

Beyond 2021
An economic recession in 2020 or 2021 was always 
a distinct possibility, given the exceptional length 
of the uninterrupted growth cycle in America (10 
years), the slowdown of 2019 and the classic down-
turn factors (housing and stock bubbles, interna-
tional crises, trade war). In the end the downturn 
was triggered by a Black Swan. 
The Covid-induced recession is deeper than any past 
recession, broader geographically (e.g. China’s econo-
my barely slowed down during the 2008-2009 global 
recession) and different because it doesn’t just affect 
demand, it affect supply. 

Linear and digital adspend 
2021 forecast

ARTICLE

Linear media
spending 

+2%
Globally in 2021 

(following
a -16%

decline in 2020).

Digital media 
spending

58% 
Digital media 

spending will account
 for 58% of total global 

ad sales in 2021.
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Some industries (travel, automotive, movie theaters…)  
have been utterly devastated by the pandemic in  
the short term and have seen their very business 
models get upended in lasting ways, as lifestyles and 
consumption patterns are not 
expected to go back to pre-
Covid normal. 
Some argue this makes fore-
casting impossible but at 
MAGNA we disagree. It is 
still possible to predict mar-
keting and advertising 
spending based on the laws of 
supply and demand (1) AD 
DEMAND: firms big and 
small adjust marketing and 
advertising budgets to cur-
rent and expected revenues 
in each industry vertical; (2) 
AD SUPPLY: media channel 
performance (market share) 
in the mid and long term is 
driven by media consump-
tion trends. 
Demand, as in when and how advertisers’ demand 
will recover, is harder to predict this time because 
of the uncertainty on a vaccination timeline and the 
halo effect on consumer behaviour. Supply analysis 
is somewhat easier as Covid has not altered, just 
accelerated pre-existing media consumption trends 
towards digital and on-demand media. 

Global all-media adspend forecast

Global all-media adspend will decline by -7.2% this year before recovering by +6.1% in 2021 if the IMF economic 
scenario materializes, and vaccination becomes widely available in the first half of the year.

5.4%

2019 2021 2022 2023 2024

-7.2%

6.1%
4.7%

2.9%
4.7%

2020

Consequently, MAGNA has adjusted its long-term 
scenario following Covid, to take into account 
long-term changes to lifestyles, consumption and 
media consumption (e-commerce, mobility, savings, 
digital media).
Even when economic activity expands again, it’s not 

likely to translate into mar-
keting/advertising spending 
growth as much as it used to 
in the 2010s. For that reason, 
MAGNA has reduced its 
global advertising growth 
forecast by 0.5% to 1%, compa-
red to the pre-COVID scena rio, 
for each of the years 2022, 
2023 and 2024.
It’s a tough time, but this  
recession has another difference. 
Instead of hitting all sectors 
in similar terms, it’s generating 
winners and losers.
Television, with the expansion 
of over-the-top consumption, 
the rise of connected TV 
penetration and relaxation of 
local regulations, could be in 

a position to do well. To date, the industry has 
proven itself to be resilient and adaptable; let’s see 
how it emerges from this next wave of change. /

MAGNA HAS REDUCED
ITS GLOBAL ADVERTISING
GROWTH FORECAST
BY 0.5% TO 1%,COMPARED
TO THE PRE-COVID
SCENARIO, FOR EACH 
OF THE YEARS 2022, 
2023, 2024.

June 2020 forecast data.
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David Larramendy
Managing Director,
M6 Publicité (France)

Ton Rozestraten 
Chief Commercial Officer,
Ad Alliance (The Netherlands)

Matthias Dang 
Chief Commercial, Technology & Data Officer, 
Mediengruppe RTL Deutschland 
Managing Director, Ad Alliance (Germany)

Denis Masquelier 
General Manager,
IP Belgium (Belgium)

Beating the market in 
a tough media climate
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to business, also making more use of advertising 
again. Now we’re just hoping there won’t be a  
further wave and that all restrictions will be lifted 
so that the economy can get back on track and the 
advertising industry can start picking up again 
from the fourth quarter – and on into 2021.
Ton Rozestraten, Chief Commercial Officer, 
Ad Alliance (The Netherlands): 
We are gradually seeing the industry recovering and 
market confidence rising after a substantial decline in 
adspend. Since the relaxation of lockdown meas-
ures, we have identified a nice recovery, particularly  
in television and online video, with agencies and 
advertisers daring to look to the future again.  
We are happy to do so with them. 
Denis Masquelier, General Manager, IP Belgium 
(Belgium): 
The first six months of this year have been unprece-
dented. We have recorded a significant decline in 
the second quarter, but still, we remain confident 
about the future and about our capability to rectify 
the situation. Television has turned out to be a safe 
haven and common ground for everyone at a time 
we all fundamentally felt the need for information, 
but also for entertainment. We’ve seen TV’s average 
daily viewing time greatly increase during lock-
down and we can capitalise on this to rebuild. 
Advertising can play a role in economic recovery 

and we are ready to be creative 
to help this upturn.
 
What are some key 
learnings?
DL: Firstly, the French popula-
tion has shown it has real trust in 
our channels and our content. 
Also, with Médiamétrie now 
measuring all TV viewing in and 
outside the home, we know that 
TV coverage is at its highest. 
We’ve also seen TV prove itself 
for DTC brands who tested the 
medium. I think they are now 
convinced and will come back.
MD: Many of the changes brought 
about by the coronavirus crisis 
are here to stay, like greater 

awareness of social responsibility, data-driven 
communication and greater addressability. 
Taking things day by day is the right decision.  
In situations like this, it’s the only thing you can  
do. There are too many variables; everyday life is 
unpredictable. Customer behaviour is extremely 
variable. B

What is the situation in your market?
David Larramendy, Managing Director of 
M6 Publicité (France): 
The first six months of 2020 were 
challenging and we’re waiting to 
find out how the situation 
evolves in the coming months. 
We’ve decided to see a half-full 
glass: the positives are growth in 
television viewing time (+15%  
on the commercial target post- 
lockdown) and that our BVOD 
service 6play is increasing its au-
dience thanks to a powerful UX 
and content strategy.
Matthias Dang, Chief 
Commercial, Technology & 
Data Officer, Mediengruppe 
RTL Deutschland and 
Managing Director, Ad Alliance 
(Germany): 
With advertising revenues decline for everyone, the 
main priority is to secure our liquidity while at the 
same time fulfilling our responsibilities to our  
employees. It’s not easy as we’re still in a dynamic 
situation, meaning the exact amounts involved and 
the consequences are still not completely foreseeable. 
We’re therefore thinking and planning according to 
a range of scenarios. ZAW is assuming a 10% to 20% 
decline in 2020 – that’s provided there isn’t another 
lockdown. On the positive side, the easing of lock-
down restrictions is ushering in a gradual return to 
normality with companies cautiously getting back 

WE REMAIN CONFIDENT
ABOUT THE FUTURE 
AND ABOUT OUR
CAPABILITY TO RECTIFY
THE SITUATION.

Even without coronavirus, it’s 
been a time of upheaval for 
media sales, as its role in the 
advertising ecosystem shifts 
once again. We asked four 
leading media and advertising 
figures from RTL Group to look 
back at the impact on their 
industry, how they responded, 
what they’ve learned and 
how they plan to stay ahead 
of the game as we face 
the challenges to come. 
Here’s what they told us.
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INTERVIEW

Some clients have frozen their budgets or reduced 
their advertising to zero. Some canny advertisers 
have repositioned themselves during the crisis and 
responded with new campaigns. There are also  
clients who have increased their budgets; seeing the 
crisis as an opportunity and bolstering their 
presence.
TR: The idea that together you’re stronger, which 
forms the basis of the creation of Ad Alliance 
(RTL’s integrated video sales unit), has proved all 
too true these past six months. In practice this 
means sharing research, knowledge and insights 
with our partners and acting together to offer 
things like the flexible cancellation scheme and free 
airtime for SMEs – but never losing sight of  
the importance of a healthy market. In addition, 
sympathetic campaigns such as providing free air-
time for small and medium-sized 
businesses, brought us together, 
reinforcing the feeling that we 
have to be there for one another. 
DM: It was striking to see the 
dramatic differences in how sectors 
have been affected. Some had to 
adapt but continued to commu-
nicate throughout, others came 
to a standstill. From this, we  
realised how vital it is to stay in 
touch with our clients, offering 
empathy and creativity to help.
 
What are some strategies 
and innovations you used 
during the crisis?
DL: Pricing strategies were dis-
cussed, of course. And our teams have been amazingly 
creative and resourceful. This meant we managed to 
adapt our offers and our production facilities so we 
could support clients who needed to come up 
quickly with new messaging.
MD: Adopting a unique offer comprising extensive 
audience reach, efficiency, attractive environments 
and attentive users was one strategy; adjusting to 
changing communication and information needs, 
and engaging in dialogue with partners to find the 
right solution in each individual case, was another. 
What was effective was making sure we were a  
reliable partner, an adviser and problem solver. 
TR: The crisis forced us to adjust our approach for 
2020 and work out alternative scenarios. In this 
period, we definitively worked out our brand strategy 
and focused the Ad Alliance core values, and so 
gave an action perspective to all our employees. 
DM: I have to underline the creativity that our 

teams have displayed and the dynamism of an  
industry under so much pressure. Some highlights 
were the new daily TV format Belges à domicile 
and taking the gameshow Septante et un digital, so 
the 70 contestants could compete from their homes. 
We’ve also developed more partnerships and  
performance deals with clients. Alternative models 
have reinforced classic models – more proof of our 
engagement.
 
How are you planning to outperform the 
market?
DL: All our teams have stayed focused and are  
excited to meet up with market players once more. 
New doors have recently been opened by a new TV 
regulation, making this time of year even more  
exciting. TV advertising in cinemas is now possible, 
and we have been the first sales house to deal with 
several actors, broadcasting TV campaigns that 
have proven to be effective. Addressable TV has 
also been greenlighted : we are working to build a 
new vision, where the quality and power of TV can 

finally align with the flexibility 
and the targeting capabilities of 
the digital world.
MD: Look ahead, be active, stay 
agile – that’s our motto, and it 
has worked very well for us so far. 
We are about trust, reliability, 
credibility, brand safety, adver-
tising impact and – above all – 
content. Looking at the strategies 
being pursued by media deci-
sion-makers gives me confidence 
because the road map hasn’t 
changed at all: it’s onwards and 
upwards. That’s the only viable 
option. 
TR: Agility and creativity in our 
plans have become even more 

important and we will continue to innovate – for 
example with new subscription options for our 
SVOD service Videoland which offers our viewers 
more freedom of choice, as well as enrichment of 
our premium video propositions.
DM: We are preparing ourselves for the return of 
advertisers looking to make up some ground on 
their 2020 turnover. We are committed to helping 
them so we’re increasing the number of prime 
advertising slots. We are also innovating with new 
formats and the launch of addressable TV. More 
than ever, we can, as we say in Belgium, draw 
strength from unity. /

LOOK AHEAD, BE ACTIVE,
STAY AGILE – THAT’S 
OUR MOTTO.
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Lockdown Highlight

Let’s Dance, RTL Television (Germany)
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TV share 
of media expenditure

Top three advertisers

Top three 
advertising sectors

Top advertising sectors
& advertisers

Country

TV Share
of Media

Expenditure Trend

   Austria 30.1% ↑

   Belgium 39.9% ↓

   Croatia 78.1% ↓

   France 45.6% ↑

   Germany 49.0% ↑

   Hungary 89.1% ↑

   Italy1 63.6% ↓

   Luxembourg 8.4% ↓

   Netherlands 52.1% ↓

   Spain1 33.7% ↓

   Switzerland 25.8% ↓

   United Kingdom 30.1% ↓

   Europe

   United States1 27.1% ↓

Country 1 2 3

   Austria FERRERO PROCTER & GAMBLE XXXLUTZ

   Belgium PROCTER & GAMBLE RECKITT & BENCKISER COCA-COLA

   Croatia FERRERO T-HRVATSKI TELEKOM KAUFLAND

   France PROCTER & GAMBLE FERRERO RENAULT

   Germany PROCTER & GAMBLE FERRERO L'ORÉAL

   Hungary GLAXO-SMITHKLINE FERRERO SANOFI-AVENTIS 

   Italy1 FERRERO VOLKSWAGEN BARILLA

   Luxembourg POST LUXEMBOURG COCA-COLA FREELANDER'S 

   Netherlands AHOLD PROCTER & GAMBLE UNILEVER

   Spain1 L'ORÉAL PROCTER & GAMBLE VOLKSWAGEN

   Switzerland PROCTER & GAMBLE FERRERO COOP

   United Kingdom PROCTER & GAMBLE RECKITT & BENCKISER AMAZON

   Europe PROCTER & GAMBLE FERRERO L'ORÉAL/COCA-COLA/RECKITT & BENCKISER/VOLKSWAGEN

   United States PROCTER & GAMBLE GEICO GENERAL MOTORS

1 2 3

FOOD COSMETICS RETAIL

CULTURE, TOURISM, LEISURE FOOD BEAUTY & HYGIENE

RETAIL FOOD COMMUNICATIONS/TELECOMMUNICATIONS

FOOD AUTOMOTIVE & TRANSPORT BEAUTY & HYGIENE

SERVICES COSMETICS FOOD

PHARMACEUTICALS TRADE FOOD

FOOD AUTOMOTIVE & TRANSPORT PHARMACEUTICALS

TRANSPORT HOUSEHOLD EQUIPMENT SERVICES

RETAIL FOOD TRANSPORT

FOOD RETAIL BEAUTY & HYGIENE

FOOD BEAUTY & HYGIENE DIGITAL & HOUSEHOLD

FINANCE ENTERTAINMENT & LEISURE FOOD

FOOD RETAIL/TRANSPORT BEAUTY & HYGIENE

AUTOMOTIVE ENTERTAINMENT FINANCE

¹Net figures. Source: Local institutes, gross figures. Source: Local institutes.

January-December 2019.
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Television advertising 
insights

TV share of media expenditure
INCREASED IN 4 OF THE 12 

European TV markets.

1Net figure for 12 European main markets; 2For 12 European main markets.
Source: Local institutes, January-December 2019.

Hungary

Food

Transport Beauty 
& Hygiene

Retail

Croatia Italy

The average spot length in Europe is  

20.9 
seconds2

Highest TV share in the media mix Most advertised 
sectors on TV 

More than 

113 million
TV spots were broadcast 

in Europe in 20192

109 784 277

113 509 099

2018

2019

101 383 9832017

+12.1M
vs 2017

Biggest TV adspenders

#1

#2

#3

89.1% 78.1% 63.6%1

29
   

   
 T

V 
KE

Y 
FA

C
TS

 2
02

0



Digital advertising 
stats unwrapped

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

Europe: year-on-year growth digital adspend evolution
(in %)

Gross1 digital
advertising
expenditure
in Europe totalled 
€64.8 billion 
in 2019.

2007

10.6

2008

16.8

2009

18.3

2010

21.7

2011

25.3

2013

+33.2bn

2014

35.2

2015

39.9

2019

64.831.6

2012

28.2

2016

44.7

2017

50.6

2018

57.7

2006

7.6

1 Gross refers to Adspend after the deducation of rebates, before the deduction of agency fees. Source: IAB Europe, AdEx Benchmark 2019 Report.
IAB Europe’s AdEx Benchmark report is the definitive guide to the state of the European digital advertising market. The report details facts and figures from across 28 mar-
kets in Europe including market size, growth and digital advertising investment by channel and format.

Growth slightly 
decreased compared 
to previous years. 
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. 
Growth rate have 
slightly reaccelerated 
on the 2015-2019 
compared to  
2012-2014.

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 2019

11.6% 12.2%

13.2% 12.3%

+2.4pp

13.9%

FACTS & FIGURES
30

   
   

 T
V 

KE
Y 

FA
C

TS
 2

02
0



Digital adspend split by format
(in %)

Online video adspend 20191 

(€ million)

1RTL AdConnect’s own calculations. Source: IAB Europe, AdEx Benchmark 2019 Report.
IAB Europe’s AdEx Benchmark report is the definitive guide to the state of the European digital advertising market. The report details facts and figures from across 
28 markets in Europe including market size, growth and digital advertising investment by channel and format.

2006

33.9

46.8

19.3

2007

34.1

47.6

18.3

2008

36.6

44.5

18.9

2009

47.3

33.8

18.9

2010

48.0

31.3

20.7

2011

47.1

33.3

19.6

2012

48.8

32.7

18.5

2013

49.2

34.0

16.8

2014

46.7

37.7

15.6

2015

46.7

36.9

16.4

2016

45.2

39.6

15.2

2017

45.9

40.9

13.2

2018 2019

43.5 43.3

44.9 45.9

11.6 10.8
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Big surge in 
Total Video 
consumption 
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A Total Video world

1RTL AdConnect’s own calculations. ‘Source: RTL AdConnect, local institutes, Glance - One Television Year in the World 2020 issue - reproduction forbidden, all rights  
reserved by MEDIAMETRIE.        

TV viewing time in the countries compared to the world average

More than 30 
minutes above
the average

From 0 to 30  
minutes below
the average

Average

From 0 to 30  
minutes above
the average

More than 30 
minutes below
the average

n.a.

North 
America

3h40

Middle 
East

3h39

South
America

3h40

Europe

3h41

Africa

3h46

Total individuals
January-December 2019
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Worldwide 
viewing time in 2019

2h48

Asia

2h20

Oceania

2h11

Worldwide
Universe: 4.1 billIon, 101 countries

2019 2h48
Asia1

Universe: 2.6 billion, 17 countries
Bangladesh, Cambodia, China, India, Indonesia, Japan (Kansai, Kanto, Nagoya), Malaysia, 
Mongolia, Myanmar, Pakistan, Philippines, Singapore, South Korea, Sri Lanka, Taiwan, 
Thailand, Vietnam.      

2019 2h20
North America
Universe: 398 million, 3 countries
Canada, US, Mexico.

2019 3h40
Europe
Universe: 611 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, 
The Netherlands, Norway, Poland, Portugal, Romania, Russia, Serbia, Slovakia, Slovenia, 
Spain, Sweden, Switzerland, Ukraine, United Kingdom.

2019 3h411 
Africa
Universe: 298 million, 13 countries
Algeria, Cameroon, Ethiopia, Ghana, Ivory Coast (Abidjan, Bouaké), Kenya, Morocco, 
Nigeria, Rwanda, Senegal (Dakar), South Africa, Tunisia, Uganda.

2019 3h46
South America
Universe: 151 million, 14 countries
Argentina, Brazil, Chile, Colombia, Costa Rica, Dominican Republic, Ecuador, Guatemala, 
Panama, Paraguay, Peru, Puerto Rico, Uruguay, Venezuela.

2019 3h40
Middle East
Universe: 146 million, 15 countries
Armenia, Bahrain, Iraq, Israel, Jordan, Kazakhstan, Kurdistan, Kuwait, Lebanon, Oman, 
Qatar, Saudi Arabia, Syria, Turkey, United Arab Emirates.

2019 3h39
Oceania
Universe: 30 million, 2 countries
Australia (Regional), Australia (5 main cities), New Zealand.

2019 2h11
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Covid-19 global Total Video 
consumption

Lockdown impact on total TV viewing time
Viewing time development in minutes per week, 2020 vs 20191

Lockdown impact on total TV daily reach
Daily reach development in points per week, 2020 vs 20192

All countries 
experienced a higher 
viewing time but 
southern Europe 
(Italy, Spain, France) 
had the most 
significant uplift.

  France 4+
  Italy 4+
  Spain 4+
  UK 4+
  Germany 3+

In week 16, France 
reached +12.5 pts 
of daily reach vs last 
year, the highest 
increase of the 
lockdown.

  France 4+
  Italy 4+
  Spain 4+
  UK 4+
  Germany 3+

120

100

80

60

40

20

0

-20

14

12

10

8

6

4

2

0

-2

-4

+115
min

Start of lockdown in France, 
Spain, Germany

Start of lockdown in France, 
Spain, Germany

Gradual end 
of lockdown

Gradual end 
of lockdown

+12.5
pts

Start of lockdown 
in the UK

Start of lockdown 
in the UK

1Source: Local institutes 2020, evolution versus previous year based on average daily viewing time per individual in minutes, Total TV, All day, Ind 3+/4+.
2Source: Local institutes 2020, evolution versus previous year based on average daily TV reach in %, Total TV, All day, Ind 3+/4+.
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 W10 W11 W12 W13 W14 W15 W16 W17 W18 W19 W20 W21
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TV is the go-to video platform throughout 
the outbreak of Covid-19 crisis
23-29 March 2019 vs 23-29 March 2020

Source: One TV Year in the World, 2019 ; Glance, worldwide, all individuals, all day, cw13 2019 vs. 2020.

NORTH AMERICA

+30 min.
3h17

^

3h47

SPAIN

+103 min. 
3h28

^

5h11

GERMANY 

+44 min.
3h35

^

4h19

UK

+51 min.
2h38

^

3h29

ITALY

+133 min. 
4h10

^

6h23

FRANCE 

+84 min.
3h20

^

4h44

37
   

   
 T

V 
KE

Y 
FA

C
TS

 2
02

0



Viewing time per individual

Country

Target Group  

Individuals

2017

Mon-Sun

2018

Mon-Sun

2019

Mon-Sun

Daily Reach

in % , all day

Maximum Peak

Mon-Fri

Viewers during 
Peak

Mon-Fri

   Austria 3+ 175 180 184 64.4 20:45 3 071 138

   Belarus 4+ 225 215 212 65.9 n.a. n.a.

   Belgium North 4+1 198 195 197 74.4 20:30 2 677 935

   Belgium South 4+1 243 236 239 71.7 21:15 1 595 776

   Bulgaria 4+ 249 250 251 75.9 n.a. n.a.

   Croatia 4+ 260 261 261 65.9 21:15 1 605 344

   Cyprus 4+ 209 209 210 67.1 n.a. n.a.

   Czech Republic 4+ 211 210 206 n.a. n.a. n.a.

   Denmark 3+ 162 157 137 57.8 n.a. n.a.

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

   Finland 4+ 168 165 162 65.9 n.a. n.a.

   France 4+ 222 216 210 72.3 21:15 23 908 360

   Germany 3+ 221 217 211 67.2 21:00 29 813 373

   Greece 4+ 262 266 273 n.a. n.a. n.a.

   Hungary 4+ 282 280 279 73.0 20:45 4 250 033

   Ireland 4+ 175 167 158 n.a. n.a. n.a.

   Italy 4+1 244 248 244 72.0 21:30 24 421 188

   Latvia 4+ 177 176 177 n.a. n.a. n.a.

   Lithuania 4+ 236 224 215 64.0 n.a. n.a.

   Luxembourg 15+ 1483 1454 1455 64.25 21:00 193 289

   Macedonia 4+ 274 277 277 64.0 n.a. n.a.

   Netherlands 6+ 164² 156² 156 68.9 21:00 6 058 315

   Norway 2-79 138 113 108 56.0 n.a. n.a.

   Poland 4+ 259 257 259 n.a. n.a. n.a.

   Portugal 4+ 284 284 265 n.a. n.a. n.a.

   Romania 4+ 317 313 331 73.4 n.a. n.a.

   Russia 4+ 242 230 220 n.a. n.a. n.a.

   Serbia 4+ 313 3322 325 68.9 n.a. n.a.

   Slovakia 4+¹ 237 237 238 n.a. n.a. n.a.

   Slovenia 4+ 215 219 227 66.9 n.a. n.a.

   Spain  4+ 225 228 215 68.6 22:30 14 152 405

   Sweden 3+ 140 133 127 56.0 n.a. n.a.

   Switzerland (G) 3+ 121 118 112 61.3 20:15 1 504 520

   Switzerland (F) 3+ 139 132 131 63.3 21:15 564 570

   Switzerland (I) 3+ 163 170 163 71.6 21:30 125 538

   Turkey 5+ 261 258 254 n.a. n.a. n.a.

   Ukraine 4+ 242 232 226 65.5 n.a. n.a.

   United Kingdom 4+ 203 192 183 69.5 21:00 22 973 843

   Total Europe 231 227 221 68.86

   EU7 227 223 219 69.48

   China 4+ 134 124 112 n.a. n.a. n.a.

   India 2+ 152 164 156 n.a. n.a. n.a.

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

   United States 2+ 256 242 225 n.a. n.a. n.a.

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

Britain’s Got Talent, ITV (UK)



Changing screen habits

Roku Snapchat 
Amazon 
Instant 
Video

Periscope TikTok Disney+Flat screens Blu-Ray 
disc

Facebook

XBox 360

YouTube

HD TV sets iPhone 
Apple TV

Netflix

iPad

Hulu  
Plus

Instagram

Ultra HD TV sets
XBox One

PS4
Chromecast

Smart 
TVs

2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017 2018 2019

Europe in 2019 : Austria, Belarus, Belgium, Bosnia & Herzegovina, Bulgaria, Croatia, Cyprus, Czech Republic, Denmark, Estonia, Finland, France, Georgia, Germany, Greece, 
Hungary, Iceland, Ireland, Italy, Latvia, Lithuania, North Macedonia, Moldova, Netherlands, Norway, Poland, Portugal, Romania, Russia, Serbia, Slovakia, Slovenia, Spain, 
Sweden, Switzerland, Ukraine, United Kingdom. Source: Glance / Relevant partners.

3h22 3h39+17min. 
over the last 20 years

Evolution of the European average daily  
TV viewing time over the last 20 years 

(Total Individuals 2000-2019, in minutes)
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2011 2012 2013 2014 2015 2016 2017 2018 2019

Europe in 2019: Austria, Belarus, Belgium, Bulgaria, Croatia, Cyprus, Czech Republic, Denmark, Estonia, Finland, France, Germany, Greece, Hungary, Ireland, Italy, Latvia, 
Lithuania, Luxembourg, Macedonia, Netherlands, Norway, Poland, Portugal, Romania, Russia, Serbia, Slovakia, Slovenia, Spain, Sweden, Switzerland, Turkey, UK, Ukraine.
1Data not comparable due to a change of measurement. Source: Omdia ©2020.

31.2%

DVD player58.9%

Smartphone103.1%

1

Tablet25.6%

TV HD88.6%

43.9% Connected TV

93.2% Digital TV

Blu-Ray Player

Device penetration in Europe 
(% of households, 2011-2019)
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TV, queen of audiences

Events generate huge audiences around the world 
Biggest audiences in 2019

123m 
viewers

186m 
viewers

1Total individuals. Source: Glance, Local TV audience institutes, January-December 2019.

TV holds a significant place in people’s daily lives 
2019 average daily viewing time1

99m 
viewers

Eurovision Song Contest Final 2019
has the 2019 biggest worldwide 

audience for a singing competition 
with an estimated audience of 
impressive 186 million viewers.

3h41

Europe

3h45

US

1h52

China

4h39

Japan

2h36

India

NFL Super Bowl 53 has the 2019 
biggest worldwide audience for a 
sports event. The yearly American 
football event was broadcasted on 

February 3rd and cumulated 99 million 
people in North America and over 

10.1 million unique viewers in Europe.

2019 CCTV Spring Festival 
in China on the channels

 CCTV 1 General, CCTV and Beijing 
Satellite reached 123 million viewers 

on February 4th. 

FACTS & FIGURES
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1Weighted average without Czech Republic, Estonia, Greece, Ireland, Latvia, Poland, Portugal, Slovakia, Sweden; 2Based on 12 European main markets; 
3Share of time-shifted viewing vs total TV viewing in %, based on 12 European main markets. Source: Glance, Local TV audience institutes, January-December 2019.

69.8%

Europe has some 
of the highest 

TV viewing times

Prime time

Europe shows  
great discrepancies in 

peak TV prime time  

watch TV  
during prime time

in Europe2

137m
viewers

Romania Serbia Poland

5h31 5h25 4h39

Romania
5h31

+18
min.

Slovenia
3h47

+8
min.

Greece
4h33

+7
min.

Austria
3h04

+4
min.

Switzerland (German)  20.0%
Belgium North  19.6%

Switzerland (Italian)  18.0%
United Kingdom  15.9%

Switzerland (French)  22.0%HIGHEST

Time-shifted viewing counts for a large part of TV viewing in Europe3

Top 5 largest share of time-shifted TV viewing

TV viewing time is still increasing 
in some European countries 
Biggest increases in TV viewing time

 TV is THE media for 
mass and fast reach 

2019 average daily 
TV reach in the EU1

Earliest

20:15 
in Switzerland 

(German-speaking part)

Latest

22:30
in Spain 
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Device penetration

Country

Population  

in 000

Households

in 000 

TV HH    

in %

TV HH    

in 000

IPTV

in % of TV HH

Broadband

in % of HH

   Austria 8 858 4 059 97.4% 3 956 9.7% 63.4%

   Belarus 9 475 4 000 99.0% 3 960 35.8% n.a.

   Belgium 11 455 5 113 97.1% 4 969 34.0% 76.0%

   Bulgaria 7 000 2 953 99.3% 2 932 12.5% 48.3%

   Croatia 4 076 1 549 99.2% 1 537 31.6% 65.9%

   Cyprus 875 332 97.1% 323 57.0% 99.9%

   Czech Republic 10 649 4 548 95.8% 4 365 10.8% 63.2%

   Denmark 5 806 2 808 95.8% 2 695 17.3% 95.7%

   Estonia 1 324 581 97.2% 565 38.2% 71.3%

   Finland 5 517 2 792 96.8% 2 705 14.2% 70.6%

   France 67 012 30 724 97.2% 29 887 50.4% 73.8%

   Germany 83 019 42 924 97.2% 41 755 7.2% 83.7%

   Greece 10 724 4 278 99.7% 4 265 6.6% 75.7%

   Hungary 9 772 4 292 99.0% 4 249 21.5% 69.2%

   Ireland 4 904 1 941 93.0% 1 814 5.3% 70.1%

   Italy 60 359 26 749 98.0% 26 224 0.0% 59.6%

   Latvia 1 919 834 96.8% 808 30.6% 66.3%

   Lithuania 2 794 1 249 98.8% 1 234 21.3% 84.7%

   Luxembourg 613 259 99.8% 258 27.7% 99.3%

   Macedonia 2 077 674 95.3% 644 22.1% n.a.

   Netherlands 17 282 7 936 98.9% 7 850 29.1% 85.7%

   Norway 5 328 2 450 99.5% 2 438 20.2% 88.6%

   Poland 37 972 14 391 98.0% 14 362 5.8% 45.6%

   Portugal 10 276 4 184 99.4% 4 159 50.8% 95.1%

   Romania 19 414 7 664 95.8% 7 355 1.5% 69.4%

   Russia 144 373 61 614 96.1% 59 301 14.8% 46.2%

   Serbia 6 963 2 479 97.0% 2 407 21.0% n.a.

   Slovakia 5 450 1 995 98.1% 1 958 18.4% 65.1%

   Slovenia 2 080 864 97.3% 841 44.1% 68.6%

   Spain 46 937 19 361 99.6% 18 616 24.8% 73.2%

   Sweden 10 285 4 699 98.9% 4 648 26.5% 83.0%

   Switzerland 8 544 3 887 97.1% 3 777 46.6% 93.4%

   Turkey 82 003 24 926 96.1% 23 990 5.6% 41.7%

   Ukraine 41 983 17 019 98.0% 16 685 1.1% n.a.

   United Kingdom 66 273 28 056 97.8% 27 461 8.8% 92.9%

   Europe 813 391 344 418 97.2% 334 993 15.9% 67.1%1

   EU 272 554 628 244 154 97.6% 238 476 16.3% 74.7%

   China 1 433 783 543 133 83.7% 467 011 43.7% 66.7%

   India 1 366 417 394 263 63.7% 289 261 0.1% 7.3%

   Japan 126 265 56 938 96.3% 54 907 7.1% 64.0%

   United States 328 239 126 220 98.9% 124 847 7.2% 85.7%

1Weighted average without Belarus, Macedonia, Serbia, Ukraine; 2Without Malta. Source: RTL AdConnect, IHS Markit, local institutes, Eurostat, CIA World Factbook,  
United States Census Bureau, Glance, 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 32.1% 103.4% 138.6% 84.7% 46.4%

   Belarus n.a. n.a. 127.1% n.a. 26.7%

   Belgium 29.3% 111.8% 92.6% 75.5% 44.1%

   Bulgaria n.a. 97.2% 142.3% 59.0% 32.5%

   Croatia 3.0% 93.4% 122.1% 0.0% 28.7%

   Cyprus n.a. n.a. n.a. n.a. 41.9%

   Czech Republic 18.8% 103.9% 145.5% 78.1% 46.4%

   Denmark 50.4% 139.4% 172.0% 90.2% 44.4%

   Estonia n.a. 110.5% 166.7% 74.5% 43.3%

   Finland 55.3% 92.2% 181.1% 86.8% 39.8%

   France 37.1% 85.1% 126.6% 92.0% 45.1%

   Germany 37.0% 113.5% 142.8% 88.0% 69.8%

   Greece 7.0% 121.3% 143.9% 65.4% 34.3%

   Hungary 3.1% 95.1% 119.7% 77.7% 37.9%

   Ireland 29.1% 89.3% 110.8% 85.7% 43.1%

   Italy 13.9% 113.7% 140.0% 70.8% 47.8%

   Latvia n.a. 107.7% 149.0% 78.8% 48.9%

   Lithuania n.a. 112.7% 147.2% 66.8% 31.1%

   Luxembourg n.a. n.a. 137.9% 99.5% 67.2%

   Macedonia n.a. n.a. 112.8% n.a. 22.9%

   Netherlands 37.5% 89.0% 115.3% 97.6% 45.7%

   Norway 27.1% 92.8% 95.6% 90.8% 56.6%

   Poland 21.8% 108.3% 138.7% 69.7% 41.6%

   Portugal 14.7% 127.2% 166.8% 97.0% 38.9%

   Romania n.a. 104.5% 140.6% 61.0% 38.4%

   Russia 10.9% 111.0% 175.6% 63.9% 37.4%

   Serbia n.a. n.a. 127.7% n.a. 35.3%

   Slovakia 16.9% 92.2% 135.1% 83.4% 41.2%

   Slovenia 15.9% 88.0% 115.1% 77.3% 33.4%

   Spain 17.4% 97.0% 115.5% 74.9% 47.8%

   Sweden 35.9% 115.2% 138.0% 86.4% 53.1%

   Switzerland 21.2% 112.3% 124.1% 92.7% 53.6%

   Turkey 14.1% 79.2% 98.6% 53.4% 30.4%

   Ukraine n.a. 81.5% 129.3% n.a. 13.2%

   United Kingdom 56.1% 107.6% 125.8% 93.6% 48.0%

   Europe 25.6%¹ 103.1%² 137.9%³ 75.6%4 43.9%

   EU 275 31.2% 105.2% 133.9% 82.7%6 49.6%

   China 11.5% 85.7% 113.0% 65.6% 60.9%

   India 2.4% 39.7% 83.3% 23.7% 9.6%

   Japan 30.8% 91.2% 144.2% 89.9% 47.4%

   United States 47.4% 105.1% 137.4% 86.9% 63.9%

1Weighted average without Belarus, Bulgaria, Cyprus, Estonia, Latvia, Lithuania, Luxembourg, Macedonia, Romania, Serbia and Ukraine; ²Weighted average without Bela-
rus, Cyprus, Luxembourg, Macedonia, Serbia; ³Weighted average without Cyprus; 4Weighted average without Belarus, Cyprus, Macedonia, Serbia, Ukraine; 5Without Malta; 
6Weighted average without Cyprus, Ukraine. Source: RTL AdConnect, IHS Markit, local institutes, Glance - reproduction forbidden, all rights reserved by MEDIAMETRIE.
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Growing technological 
adoption encourages 
advertising innovations

US

Germany

China

Luxembourg

Japan

India

12.1%

2012 2014 2016 2018 2019

22.0%

31.1%

38.7% 43.9%

63.9%

69.8%

60.9%

67.2%

47.4%

9.6%

Source: RTL AdConnect, IHS Markit, local institutes.

The increasing penetration of connected TV  
has a big impact on video consumption 

 and ad targeting

97.2% 
of European households
 own at least one TV set

A great part of the population worldwide receives broadband 
internet, encouraging HD video consumption at a global level

Broadband househould penetration in Europe in 2019

The number of connected TV sets increased further in Europe 
and reached 43.9%

67.1%
66.2%

60.2%
58.1%

52.3%

Europe
2018

2016
2014
2012

85.7%US

66.7%China

64.0%Japan

7.3%India

103.1 
Smartphones 

as per 100 people
in Europe

Europe

+12.8pp
vs 2016
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8.9%
2012 9.5%

2013 10.6%
2014

12.8%
2015

13.2%
2016 14.3%

15.0%
2017

2018

Source: RTL AdConnect, IHS Markit, local institutes.

Almost all TV households in Europe are digitalised

IPTV’s growing penetration in Europe is opening up  
more addressable TV opportunities

The only countries that still use analogue terrestrial 
diffusion are Belarus (10.1%), Turkey (10.0%), 

Hungary (4.0%) and Italy (2.1%).

IPTV is widely used in Cyprus, Portugal and France.

2010

55.0%

2011

66.5%

2012

72.5%

2013

76.2%

2014

81.1%

2015

87.9%

2016

87.7% 90.0%
90.9%

2017 2018 2019

2019 
17.3%

Cyprus

57.0% Portugal

50.8%
France

50.0%

93.2%In 2019, 93.2% of European TV households 
received a digital TV signal.
In the EU, the penetration was 
even higher with 97.3%

17 European countries
have an all-digital 

TV-share above

 97.3% 
(average of all 

countries in the EU). 

8 European countries are

100%
digital 

(Croatia, Cyprus, Denmark, 
Germany, Greece, 

Luxembourg, Portugal, UK).

35.1%
of the digital TV households

 in Europe receive their signal
 by satellite
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Remember life before lockdown, when we could 
hug friends, send our kids to school and go wild in 
the aisles without following a one-way system?
The disruptive impact of the pandemic continues to 
be felt around the world, but one aspect of life has 
remained reassuringly constant: TV. We have all 
lived through history these past few months, and 
TV has played a crucial role. It has eased our anxie-
ty and kept us informed. But mostly, it’s kept us 
together. 
The powerful emotional role TV has played during 
the Covid-19 crisis is explored in ‘Lockdown TV’, a 
study of TV habits we conducted throughout the 
lockdown period. Here’s what we learned:

TV’s value to us increased
Unsurprisingly, TV viewing surged during lock-
down as many of us had a lot more time on our 
hands and fewer ways to fill it. Linear viewing  
increased by 21% (especially news which increased 
by 45%) and commercial broadcaster VOD rose by 
45%. Subscription VOD services also saw a signifi-
cant rise in viewing. But it’s interesting to note just 
how much more valued TV became during lock-
down. Our study revealed that, in many cases, TV 
became an emotional crutch and viewing was  
almost ritualistic. The Lockdown TV study focused 
on three distinct groups: workers who were ex-
pected to work-from-home, working parents of 
school-aged kids, and those who were unable to 
work due to Covid-19. In spite of their differing 
circumstances, the importance of TV to each of 
these groups was clear from the off.

Comfort and escape
For home workers, often sharing their space with 
others in the same boat, TV provided the means to 
switch off, relax and escape. It drew a line between 
home and work as the boundaries between the two 
became increasingly blurred. We saw householders 
coming together to eat lunch around the TV or 

Nicole Greenfield-Smith
Head of Research
Thinkbox 

How TV brought 
us together 
during lockdown

The powerful emotional role TV 
has played during the Covid-19 
crisis is explored in ‘Lockdown 
TV’, a study conducted by 
Thinkbox. Nicole Greenfield-
Smith, Head of Research at 
Thinkbox, shares the main 
learnings.

ARTICLE
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settle into a programme at the end of a working 
day. It provided the reason to down tools and men-
tally recuperate.
This sentiment was echoed in the other households 
too but for different reasons. During the early days 
of the crisis, national anxiety was at a high. As 
deaths soared, jobs were lost and clapping our be-
loved NHS began, many of us were fearful; fearful 
for our own health and that of our loved ones, and 
fearful about what was happening in the world 
around us. As we retreated into our homes, we 
needed something to ease that anxiety – and that 
something was often TV. 
TV has always provided a valued means of escape, 
comfort and distraction, but its impact during 
lockdown was turbocharged as these needs became 
more prevalent. For those who found themselves 
out of work due to the pandemic, the value of TV in 
this respect could not be overstated.

TV’s vital role for parents
This was especially true of working parents. For 
anyone thrust into the role of full-time nursery 
nurse or teacher, especially when juggling work on 
top, moments of peace and sanity could be few and 
far between.
For parents, TV not only helped provide relief and 
distraction, it also fulfilled two 
other crucial roles.
Firstly, a helping hand with educa-
tion. We witnessed parents using 
TV content as a springboard for 
home education activities, such as 
cooking and art. But broadcasters 
also stepped up to the mark in 
terms of educational content. 
TV also supported family bond-
ing. The parents within our study 
talked extensively about protecting 
their children’s mental health 
during lockdown; the guilt of 
trying to parent/teach and often 
work concurrently; and several 
mentioned the lack of common-
ality they felt with their kids – 
particularly with teens and older 
children.
TV provided a hugely valued point of shared inter-
est and connection – an excuse to settle down  
together, snuggle up and forget the world outside. 
So much so, several parents made a point of intro-
ducing content to their kids that they loved when 
they were younger, for the specific purpose of  
providing a shared point of focus and connection.

The renewed importance of sharing
TV has always facilitated togetherness, but its role 
in lockdown was different. Excess time, being 
forced into close quarters with household members, 

and the comfort of hunkering 
down together meant that shared 
TV viewing soared by a whop-
ping 30% during lockdown. 
Households had to find content 
that suited all members of the 
house, and, as our stats show, 
genres such as comedy, enter-
tainment and films were pivotal 
to achieving that.
In fact, across the three months 
of our study, watching TV with 
others was cited time and time 
again as one the most positive 
aspects of lockdown; the chance 
to just be together, to share a  
simple pleasure, to watch and 
forget the outside world with 
those that you love. This increase 

in shared viewing was something that virtually all of 
our households said they’d continue when restrictions 
are finally lifted. In a time of angst and uncertainty, 
it’s these precious shared moments that helped 
make the difference between surviving and thriving. /

THE INCREASE IN SHARED
VIEWING WAS SOMETHING
ALL STUDIED HOUSEHOLDS
SAID THEY’D CONTINUE
WHEN RESTRICTIONS
ARE LIFTED.
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YouTube 
consumption trends

Fastest growing YouTube genre Q1 2020
Growth vs Platform1

Top 3 YouTube genres 
by views2

Top 3 YouTube genres 
 by growth rate3

FAMILY & PARENTING

BUSINESS

KIDS ENTERTAINMENT
& ANIMATION

KIDS ENTERTAINMENT
& ANIMATION

KIDS ENTERTAINMENT
& ANIMATION

ENTERTAINMENT BUSINESS

MUSIC 
& DANCE

FAMILY
 & PARENTING

1.18x

1.08x

1.08x

3 477 185.1M 136%

2 499 897.4M 126%

2 137 877.7M 125%

Worldwide figures . 1These figures show each genre’s growth compared to the average growth of that genre on YouTube in that market; source: Tubular Labs. Based on 2018 
vs 2019 video views from creators with over 10M lifetime views uploading in each country; excludes ‘General Interest’ genre. 2These figures show the top genres by views from 
01.01.2019 to 31.12.2019; source: Tubular Labs. Based on 2019 video views from creators with over 10M lifetime views uploading in each country; excludes ‘General Interest’ 
genre.
3These figures show each genre’s average growth from 2018 to 2019 on YouTube in the stated market; source: Tubular Labs. Based on 2019 vs 2018 video views from creators 
with over 10M lifetime views uploading in each country; excludes ‘General Interest’ genre.
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Worldwide figures. 1These figures show the top 20 Media & Entertainment Parent Properties on YouTube operating in said markets ranked by views; source: Tubular Labs 
- Level 1 Media & Entertainment Properties ranked by the total number of global views in 2019 on videos with more than 1k views uploaded by the level 1 property in that mar-
ket on YouTube. The data does not include figures by sub-properties/creators uploading content in other markets. Data Export Date: 9th July 2020.

Top 20 most viewed media 
& enterprise properties global - 20191

1 T-SERIES 56 542.8M

2 THE WALT DISNEY COMPANY 50 207.6M

3 WARNER MEDIA 48 744.7M

4 COMCAST 47 407.8M

5 VIACOM CBS 45 895.7M

6 ESSEL CORPORATE 45 112.8M

7 SONY PICTURES ENTERTAINMENT 39 202.1M

8 THESOUL PUBLISHING 21 032.2M

9 GMM GRAMMY PLC. 18 825.3M

10 MOONBUG 16 292.7M

11 ABS-CBN 16 053.5M

12 RTL GROUP 14 822.3M

13 CJ E&M 13 784.1M

14 GOLDMINES TELEFILMS 13 556.5M

15 BABYBUS 13 498.6M

16 SONY MUSIC ENTERTAINMENT 12 982.4M

17 WAVE MUSIC 12 615.4M

18 JELLYSMACK 12 424.9M

19 DISCOVERY INC. 12 291.6M

20 INFOBELLS 11 978.6M
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Platforms 
especially for kids 
The latest trend in SVOD
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Lockdown Highlight

Britan’s Got Talent, ITV (UK)



Then pandemic-driven lockdowns meant home en-
tertainment became the ONLY form of entertain-
ment and screens started to play a whole new role 
in family life. Frazzled parents, suddenly expected 
to juggle full-time work with home-schooling and 
their usual responsibilities, relied on television 
more than ever. All over the world, kids began 
watching more content – in the UK, for example, 
an average rise of 48% was recorded in May 2020.

Peter Robinson
Chief Strategy Officer, KidsKnowBest

Kids were always in for a 
bumper year in terms of video 
when 2020 dawned, with three 
of the industry’s biggest 
players – Disney, NBC and 
HBO – all planning launches 
for younger viewers.
Peter Robinson, Chief Strategy 
Officer at KidsKnowBest tells 
us about kids’ VOD 
consumption trends.

Time spent viewing VOD 
in the UK

11.5 HOURS

9.4 HOURS

10.4 HOURS

11.9 HOURS

13.6 HOURS

17 HOURS

12.8 HOURS

15.8 HOURS

18.2 HOURS

19.8 HOURS

Total

+48%
0-3s

+36%

4-7s

+52%
8-11s

+53%
12-16s

+46%
before lockdown

during lockdown

Source: KidsKnowBest/Netfiles research. How many hours a 
week would your child usually (before lockdown measures were 
introduced) watch video content, acress all platforms/services? 
How many hours a week has your child been watching video 
content since lockdown measures were introduced, across all 
platforms/services?

What are kids watching?
When we look at content, we’ve split it into catego-
ries reflecting the different audiences that exist 
here demographically and in their choice of media. 
It can be broken roughly into three groups:  

1.  Content made for kids, e.g. Peppa Pig, SpongeBob 
SquarePants and Teen Titans Go

2.  Content made for general audiences, e.g. Stranger 
Things, Friends, The Simpsons

3.  Content made for families, e.g. X-Factor, GBB and 
many blockbuster movies such as Avengers: 
Infinity War

Many kids watch content that skews older than 
their own age. This can be seen among younger au-
diences but is particularly noticeable in the 11+ de-
mographic, which is when kids move to a content 
slate that looks very similar to their parents.
What is especially promising is the popularity of 
content made and curated by kids’ media profes-
sionals. eOne’s PJ Masks, Peppa Pig and Ben and Holly, 
battle with Paw Patrol for top spot amongst pre-
schoolers. And interestingly, digital-first IPs such 
as Little Baby Bum make the top 10 with two of their 
shows – possibly as digital native millennials be-
come parents. B
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9 of 10 parents say children 
influence their decision to 

retain an SVOD service

US

Very important

Quite important

Neither

Quite unimportant
Very unimportant

UK

Source: KidsKnowBest/Netfiles research. How important 
is child and family content in deciding wether to remain a 
subscriber to a streaming service?

65%

22%

9%

49%

37%

10%

There’s also evidence that traditional launches can 
be interrupted by new players from platforms such 
as YouTube and the App Store – in the US, for 
example, Angry Birds tops the show and movie list. 
On the other hand, for under-11s you can never 
dismiss what are now classic kid shows like 
SpongeBob Squarepants, Alvinnn! and Horrible Histories, 
which compete successfully with newer offerings 
like Boss Baby and Teen Titans Go.

Where are they watching it?
Netflix, practically a grandparent in the SVOD 
world, continues to dominate the kids’ media space 
with 88% of SVoD family homes in the UK sub-
scribing at the time of writing. The nearest compet-
itor is Amazon Prime where 48% of households 
have a subscription.
Both these services have plenty of content to offer 
audiences of all ages. Disney+ is more heavily ori-
ented towards young viewers. It made a big splash 
with 7% of all families stating it was their favourite 
SVoD service, compared with 50% for Netflix and 
7% for Amazon Prime. When you look at those with 
a subscription to Disney+ the percentage saying it’s 
their favourite more than doubles to 15%, showing 
that it meets the expectations of early adopting 
families.

Usage of services in the UK 
(in %)

91 86 88 88
81

56

42

19
13

87

63

45

19
9

87

63
53

20
11

51

22

85

52

13

0-3s 4-7s 8-11s 12-16s

Netflix

YouTube

Prime Video

Disney+

Now TV

Apple TV

Source: KidsKnowBest/Netfiles research. Which of the following TV and/or video services do you currently use?
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at how its grown in the US, where it’s been longer in 
the market, gives an indication it’s likely to continue 
growing. 
None of these services were planned with a global 
pandemic in mind, and yet they are betting big that 
content for families and younger generations will 
be a lasting trend. For every family that grows out 
of kids SVOD, another one will come along, giving 
these services a good chance of surviving the churn 
that other SVOD platforms are starting to worry 
about. /

There is a lot of traditional broadcasters with VOD 
offerings in the UK, although they’re not as strong 
as their paid counterparts. BBC iPlayer is ranked 
the best at #8 for the favourite service amongst UK 
SVOD kids.

A trend to outlast the pandemic?
Nine in 10 parents say their kids influence the 
choice of subscriptions to SVoD services and from 
kids we spoke to, the stand out platform they want-
ed to talk about was Disney+. Although Disney+ 
benefitted from being made available free, looking 

Top 10 shows on SVOD in the UK

0-3s 4-7s 8-11s 12-16s

*Currently available on more than one VOD services; **SVOD original. Source: KidsKnowBest/Netfiles research. Please tick all of the below shows that your child 
has watched at least once.

#1

#2

#3

#4

#5

#6

#7

#8

#9

#10
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What’s the future 
of BVOD?

Lucien Brouwer 
Chief Marketing Officer, 
RTL Nederland

INTERVIEW

With new services being 
created each year and 
consumers having more time 
to watch content, this year’s 
VOD market is thriving. 
Broadcasters’ VOD services 
viewing has been especially 
high during lockdown. In this 
interview with Lucien Brouwer, 
CMO at RTL Nederland, we 
look at the future of BVOD and 
discuss how to stand out from 
the pack in a competitive 
market.

What were the main effects of the 
Covid-19 outbreak on VOD consumption 
in the Netherlands?  
Prior to the Covid-19 outbreak, the Dutch sub-
scription VOD market showed strong subscriber 
growth of about 25% in 2019 compared to 2018. In 
Videoland’s case, the hard lockdown phase from 
March to May overlapped with the release of  
the second season of our blockbuster series Mocro  
Maffia. Within these three months our paid sub-
scriber base grew by almost 30% and total viewing 
time surged by 40% within a month. While most of 
that huge success was driven by the release of 
Mocro Maffia, we observed higher overall subscriber 
activity across the platform. This indicates that, 
during lockdown, Dutch consumers were watching 
significantly more VOD content than usual. 

In your view, what does the future look 
like for BVOD players?  
In the next few years, video streaming platforms 
will become the default destination for TV broad-
cast content, both live and on demand, and  
Covid-19 has accelerated that development.  
However, the VOD business model requires signifi-
cant investments in original content and streaming 
technology. To benefit from the scalability of digi-
tal video distribution, local broadcasters will need  
to partner to drive down the cost of streaming  
technology, and to develop subscription services 
supported with advertising to offer more affordable 
rate plans. This is an opportunity to introduce in-
novative ad formats which are less intrusive and 
more effective.

How will broadcasters achieve standout 
in a crowded market with new AVOD & 
SVOD launches every year? 
Exclusive, locally relevant content is by far the most 
decisive factor for consumers when it comes to 
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customers to watch the programmes on Videoland 
that are currently also playing on the broadcast 
channels. We will improve our viewing experience 
even further, listening to customer feedback and 
implementing changes to make sure we maintain 
and increase our current satisfaction rating. We are 
also improving the way we support all the different 

devices out there, to make 
Videoland an excellent experience 
on all screens.

Is there a specific case 
study on a brand’s 
campaign you’d like to 
talk about? 
Mocro Maffia Series 2 was planned 
for release on 2 April. The first 
season was a huge hit 18 months 
ago. So the fans had to wait a 
long time. From the moment of 
lockdown on 13 March, these 
fans started to ask for an early 
release of their favourite series. 
The huge number of social mes-
sages was something that we 
couldn’t ignore. The content 

team suggested advancing the release to 20 March 
to meet demand. This had never been done before 
in the Netherlands by any SVOD player.  
The early release was big news in the Netherlands. 
Media, and especially the fans were very excited. 
Buzz about our original content not only resulted 
in huge inflow numbers but also in a great NPS 
score and growth in brand consideration.  /

choosing a VOD service. Broadcasters need to  
produce more original shows and distribute them 
on their VOD services only. The best content hits a 
nerve in society and creates a buzz which can be 
amplified via social media. Consumers will inevita-
bly associate their favourite shows with the VOD 
service behind them which will 
help to sharpen the VOD brand 
profile and make it stand out 
from other services.

What content works and 
what are the 
opportunities for brands? 
What works best for Videoland 
is compelling content. The con-
tent should be relevant in the 
Netherlands and address the  
interests, needs, wishes, frustra-
tions or fears of our Dutch  
audience. And, preferably, be 
groundbreaking, authentic and 
innovative. Partnership opportu-
nities arise for brands when their 
audience, moment of use, or 
brand value has a fit with our brand and content. 
Besides that, an option for brands is product place-
ment in our series if the brand that appears in the 
show adds authenticity to the story.  

What’s new with Videoland? 
Videoland has just introduced new tiers to the 
products, hoping to attract new customers, while 
rewarding the loyalty of our current base. We have 
also introduced a hybrid tier, offering customers 
the choice to accept advertisements at a lower 
monthly rate, and introduced Live TV, allowing 

EXCLUSIVE, LOCALLY
RELEVANT CONTENT IS
THE MOST DECISIVE
FACTOR FOR CONSUMERS
WHEN CHOOSING
A VOD SERVICE.
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The pandemic’s 
impact on content 
and advertising 
production
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US series & talent shows 
at the top of the charts

Most popular entertainment across Europe in 2019 were talent shows 
Number of times in the top 20 programmes

Based on 21 markets: Austria, Belgium (North & South), Czech Republic, Croatia, Denmark, France, Germany, Greece, Hungary, Ireland, Italy, the Netherlands, Portugal, Russia, 
Spain, Sweden, Switzerland (French & German), Turkey, UK. Source: Glance, Local TV audience institutes, January-December 2019.

6x

3x

2x

2x

5x

Most popular series in 2019 
Number of times in the top 10 series

3x 3x4x
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Based on 21 markets: Austria, Belgium (North & South), Czech Republic, Croatia, Denmark, France, Germany, Greece, Hungary, Ireland, Italy, the Netherlands, Portugal, 
Russia, Spain, Sweden, Switzerland (French & German), Turkey, UK. Source: Glance, Local TV audience institutes, January-December 2019.

19.9%
CRIME

DRAMA

59.1%

TV genres split in 2019 
Top 10 recurring programmes

FACTUAL

47.7%

27.5%

16.1%
7.9%

0.8%

FICTION

ENTERTAINMENT

SPORTS

OTHER

Drama and Crime are the most sucessful genres!
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1VLADIMIR VLADIMIROVICH PUTIN; 2No single programme was featured in the top programmes list. Note: in this table sports events are excluded. 
Source: Glance, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE; Glance, Local TV audience institutes, January-December 2019.

Top single programmes

Country Name Channel Genre Rating Share

   Austria ZEIT IM BILD 1 ORF 2 News 23.8% 66.7%

   Belgium North EIGEN KWEEK Één Drama 31.1% 55.3%

   Belgium South RAID DINGUE RTL TVI Movie 17.7% 42.6%

   Croatia SUPER TALENT (GOT TALENT) Nova TV Reality Show 26.3% 55.9%

   Czech Republic PRINCEZNA A PUL KRÁLOVSTVÍ ČT 1 Movie 31.1% 64.3%

   Denmark BADEHOTELLET (THE SEASIDE HOTEL) TV 2 Drama 31.5% 68.8%

   France 2019 LE MONDE DES ENFOIRES TF 1 Special Event 16.2% 44.0%

   Germany TATORT: SPIEGLEIN, SPIEGLEIN ARD Crime 19.5% 36.9%

   Greece ΑΓΡΙΕΣ ΜΕΛΙΣΣΕΣ (AGRIES MELISSES) Antenna Drama 16.2% 38.6%

   Hungary X-FAKTOR RTL Klub Reality Show 15.4% 32.8%

   Ireland LATE LATE TOY SHOW RTÉ One Talk Show 35.4% 74.1%

   Italy IL COMMISSARIO MONTALBANO Rai 1 Crime 19.7% 45.4%

   Netherlands LUIZENMOEDER (LICE MOTHER) NPO 3 Comedy 32.3% 50.2%

   Norway EUROVISION SONG CONTEST 2019 NRK 1 Variety Show 25.9% 79.8%

   Poland M JAK MILOSC (L FOR LOVE) TVP 2 Soap Opera 16.2% 37.1%

   Portugal n.a.2

   Russia NEW YEARS ADDRESS OF RUSSIAN PRESIDENT1 Pervy kanal Special Event 15.3% 35.3%

   Spain EL DEBATE EN RTVE La 1 Talk Show 16.1% 35.8%

   Sweden MELODIFESTIVALEN 19 FINAL SVT 1 Special Event 37.4% 78.6%

   Switzerland (G) TAGESSCHAU SRF 1 News 16.9% 52.3%

   Switzerland (F) 19H30 RTS 1 News 21.1% 65.9%

   Switzerland (I) TELEGIORNALE RSI LA 1 News 19.1% 50.0%

   Turkey DIRILIS ERTUGRUL (RESURRECTION) TRT 1 Drama 15.9% 33.1%

   United Kingdom GAVIN AND STACEY BBC 1 Comedy 28.2% 54.4%

   Japan THE 70TH NKH RED AND WHITE SONG CONTEST NHK General TV Special Event 26.8% 54.9%

   United States THE OSCARS ABC Awards Ceremomy 10.0% 30.1%

FACTS & FIGURES
62

   
   

 T
V 

KE
Y 

FA
C

TS
 2

02
0



Best recurrent series

Country Name Channel Genre Runs Rating (in %) Share (in %)

   Austria DIE ROSENHEIMCOPS ORF 2 Crime 44 10.7% 29.8%

   Belgium North DE TWAALF Één Drama 9 22.1% 45.6%

   Belgium South 9-1-1 RTL TVI Action 6 10.1% 24.3%

   Croatia NA GRANICI Nova TV Drama 158 15.9% 36.8%

   Czech Republic MOST! ČT 1 Drama 8 17.1% 38.8%

   Denmark TINKA OG KONGESPILLET TV 2 Drama 22 19.8% 50.7%

   France LE BAZAR DE LA CHARITÉ TF 1 Drama 8 13.5% 31.4%

   Germany TATORT ARD Crime 37 11.9% 25.8%

   Greece ΑΓΡΙΕΣ ΜΕΛΙΣΣΕΣ (AGRIES MELISSES) Antenna Drama 49 14.2% 33.8%

   Hungary A MI KIS FALUNK RTL Klub Comedy 12 9.7% 21.9%

   Ireland RESISTANCE RTÉ One Drama 5 8.4% 26.6%

   Italy IL COMMISSARIO MONTALBANO Rai 1 Crime 23 9.6% 24.7%

   Netherlands LUIZENMOEDER (LICE MOTHER) NPO 3 Comedy 9 24.9% 43.0%

   Norway BADEHOTELLET (THE SEASIDE HOTEL) TV 2 Drama 6 5.4% 27.7%

   Poland M JAK MILOSC (L FOR LOVE) TVP 2 Soap Opera 69 13.6% 31.9%

   Portugal GOLPE DE SORTE SIC Drama 109 11.9% 25.3%

   Russia DRUGIE (THE OTHERS) Rossiya 1 Drama 16 6.1% 20.2%

   Spain LA QUE SE AVECINA Tele 5 Comedy 13 5.6% 18.8%

   Sweden VÅR TID ÄR NU (THE RESTAURANT) SVT 1 Drama 8 16.5% 47.7%

   Switzerland (G) DER BESTATTER SRF 1 Crime 6 14.6% 40.2%

   Switzerland (F) CANDICE RENOIR RTS 1 Drama 10 7.1% 24.2%

   Switzerland (I) CHICAGO FIRE RSI LA 1 Drama 26 9.3% 24.0%

   Turkey MUCIZE DOKTOR FOX Drama 16 13.4% 32.3%

   United Kingdom LINE OF DUTY BBC 1 Crime 6 17.8% 40.1%

   Japan NATSUZORA NHK General TV Drama 156 11.9% 40.0%

   United States THE BIG BANG THEORY CBS Sitcom 6 6.0% 20.5%

The overview features the best performing series with at least 4 runs and more 
Source: Glance, local institutes - reproduction forbidden, all rights reserved by MEDIAMETRIE.; Glance, Local TV audience institutes, January-December 2019.
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INTERVIEW

What content 
flourished in our 
time of need?

Lockdown Highlight

La France a un incroyable talent, M6 (France)
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“most successful competition series ever” by Netflix 
Co-CEO Ted Sarandos. We took a well-known for-
mat and turned it on its head to surprise and de-
light audiences, another remix of a classic. 

As coronavirus locked our doors 
and turned our lives around, one 
global viewing trend emerged: 
we all watched more content. 
In the US, unmatched viewing in-
creased by 74% at its peak and 
now accounts for more than a 
quarter of all television usage in 
the US. Of course, the streamers 
benefitted too, with Netflix adding 
16m+ new subscribers globally 
while Disney+ attracted more 
than 54m subscribers in its first 
six months of operation. 

So what was everyone 
watching?
The world needed entertaining 
and with families spending more 

time together, co-viewing became the norm. Pure 
entertainment and talent shows, the kind of  
content that appeals to viewers of all generations, 
performed really well. B

Thinking back to 2019, it was clear to see that the 
runaway hit of the year was the Korean format  
The Masked Singer. Even though it launched way 
back in 2015 on MBC in South Korea, it wasn’t  
until it aired on FOX in the US that it was jet-propelled 
to the forefront. It quickly gained popularity 
worldwide, airing in six more countries that year – 
with the current figure of global 
remakes standing at more than 
20, and with a further 20 territo-
ries having commissioned it. 
What is it that makes it such a 
phenomenon? The show hits the 
entertainment sweet spot as a 
mix of talent show and game 
show – you have the singing ele-
ment and the guessing along at 
home element. This mix of genres 
is a popular trend, as seen in 
Game of Talents from Fremantle 
Spain, which combines talent 
show with competition show 
AND chucks celebrities into the 
mix for good measure. It 
launched in May 2019 on Cuatro 
to 1.4m viewers and has since sold 
to a number of countries, including ITV in the UK.
Flying a group of singles looking for love to a tropical 
island sounds familiar as a reality dating  
format, right? But what if we told them they  
weren’t allowed any physical contact and any  
discrepancies impacted the prize fund? Well, that’s 
what we did with Too Hot To Handle – Netflix’s 
global hit produced by our UK label Talkback.  
The show topped the Netflix most-watched charts 
for weeks and has since been called the streamer’s 

THE WORLD NEEDED
ENTERTAINING AND
WITH FAMILIES
SPENDING MORE TIME
TOGETHER, CO-VIEWING 
BECAME THE NORM.

Paul Wood
Head of Global Research 
and Insight, Fremantle

The opportunity to take a wide 
lens to the past year is a 
welcome task, especially when 
we take stock of what we’ve all 
lived through in 2020. Most of 
us have faced unprecedented 
challenges, on a personal basis 
and as professionals. At the 
same time, the crisis ignited an 
explosion of creativity within 
the industry.
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dice. Audiences couldn’t get enough, and the first 
episode was watched by 3.4m viewers – the highest 
rating show of the day. It achieved an amazing 37.8% 
share for the coveted 16-24 demographic, up 159% 
on the channel’s summer slot average.
As pre-recorded shows ran out, audiences suddenly 
started to see TV filmed remotely from home.  
Covid-content became the norm, everything  
featured the familiar Zoom boxes on screen that 
we’d all become used to for work, home schooling, 
socialising and even exercising. But we noticed that  
Covid-content just wasn’t really working with audi-
ences. Yes, it filled schedules, but audiences didn’t 
want to watch Zoom-style shows. In fact, our  
research showed that people would prefer to watch 
a rerun instead.
When American Idol got to its live shows, we had no 
choice but to go as big as we could under the  
current guidelines. Knowing that audiences were 
bored of Zoom, but still having to produce 

A genre that has really stood the test of time, and 
proved popular across the summer in the UK was 
the game show. Staying indoors meant that  
audiences were seeking pure escapist content, and 
during lockdown, game shows proved their versatility. 
They are excellent family-friendly viewing and made 
a refreshing change to the everyday situation. Epic 
Gameshow, produced by Fremantle’s label Talkback, 
was a huge success for ITV when it launched in June. 
It took popular formats with the nostalgia factor, 
such as The Price is Right and Play Your Cards Right, 
and supersized them for primetime audiences.  
It averaged an incredible 4.6m viewers across the 
series and was consistently the highest rating show 
of the day.
We also launched a new game show Rolling In It in 
August, where the contestant’s chances of going 
home with a cash prize are decided by the roll of a 

INTERVIEW

Too Hot to Handle
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remotely, we sent 120 iPhones to the contestants’ 
and judges’ houses with a full production kit and 
how-to guide. We even shipped confetti cannons in 
the post! Audiences understood 
why we had to do this, and yes it 
looked different, but a big show 
like Idol still demands high pro-
duction values. And it paid off, 
after 35 days of delayed viewing 
across linear and digital plat-
forms, American Idol averaged a 
2.3 rating with Adults aged 18-
49, up by 5% over the prior sea-
son. In addition, American Idol 
delivered a total multiplatform 
average audience of 10.1 million 
Total Viewers.
We’ve also seen a trend for con-
tent featuring ‘real people’, shows 
which highlight the everyday 
person doing extraordinary things and sharing 
their passions with the world. 
In a time where healthcare professionals and super-
market staff became our real-life heroes, this  
was mirrored in the content that audiences wanted 
to see. 

At Fremantle, we’re proud that for decades our  
talent shows have given people from all back-
grounds a voice and their moment to shine and that 
whatever their race, ethnicity, religion or physical 
ability they have an equal shot of making it on 
screen.

As the world navigates a pan-
demic, a global mo vement and 
an impending financial reces-
sion, society could become more 
and more divided. We need to 
continue to tell stories of hope 
and inclusiveness to bring fami-
lies and communities together.
When looking at trends, there is 
a universal appetite for quality, 
escapist, feel-good content. We 
can learn so much about society 
from what its viewing habits tell 
us. It’s been fascinating to pull 
this piece together; to take a long 
view at what we’ve witnessed 
over the last few months and to 

learn more about a time that has challenged and 
united us all. /

WE NEED TO CONTINUE
TO TELL STORIES OF HOPE 
AND INCLUSIVENESS
TO BRING FAMILIES 
AND COMMUNITIES
TOGETHER.

American Idol
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Jörg Graf
CEO, RTL Television

How were you impacted on the 
broadcasting side?
At the beginning of the crisis, audience numbers 
made a substantial jump but as time goes on we are 
seeing a slow but steady normalisation of TV usage. 
Regarding ad revenues, the situation varies considerably 
– some sectors are more affected than others.  
I am currently assuming that there will be an a  
generally downward revenue trend for the whole year.

Did less advertising income mean a cut 
in content? How did you manage?
There were some unwelcome budget cuts forced on 
us in some areas, because, especially regarding TV 
series, we were unable to produce as previously 
planned due to Covid-19. We compensated for this 
in the short term by producing more entertainment 
shows. Several bigger projects had to be postponed 
until next year for budgetary reasons.

On the content production side, how did 
you adapt your production methods and 
what are the consequences on the 
productions to come?
We had to do without a live audience for our big 
shows like Let’s Dance, and instead had to pipe in 
applause. Other shows that would normally be pro-
duced overseas had to be brought back and shot in 
Germany to avoid unnecessary risk associated with 
travel. 
In other cases – for example with our daily soaps like 
Gute Zeiten, schlechte Zeiten (Good Times, Bad Times) – 
we were forced to do script rewrites and edits to 
avoid having actors getting too physically close to 
each other in certain scenes. Ultimately, these  
measures enabled us to make significantly more 
shows than I ever thought possible back in April.

How the coronavirus 
crisis has impacted TV 
content production

Producing content was a big 
struggle for broadcasters 
during the pandemic. Jörg 
Graf, CEO of RTL Television in 
Germany tells us about how 
they managed to deliver 
audiences the best content 
possible under these 
extraordinary conditions and 
assesses the long-term 
impacts on programme 
production.

INTERVIEW
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What role did news play? Did you see an 
increase in viewership? How does your 
team fight against fake news?
RTL is the private broadcaster in Germany with the 
biggest news and information programme offering. 
We produced many news specials 
such as the RTL aktuell Corona 
Spezial and time and again inter-
rupted scheduled programming 
to broadcast breaking news or 
news specials. News turned out 
to be a huge reach booster in re-
cent months and very successful 
for us. Regarding the topic of 
fake news, we have our own fact 
checking team. Before airing a 
story, our team goes all out to 
check and double-check the sto-
ry via multiple sources. This is 
standard practice for our jour-
nalists and has been for as long  
as RTL has produced news.

You didn’t have sports programmes on 
RTL’s channels anymore, like Formula 
One. How did you deal with it?
Football matches and Formula One racing were out 
of action for many weeks. We were forced to fill the 
gaps in the schedule with other programming. Thank 
goodness TV coverage of football matches and 
Formula One racing are possible once again. The im-
mense reach of these programmes shows how much 
the audience missed live sporting events on TV.

What happened to reality TV and live 
talent shows? 
We were able to produce reality and live talent 
shows – like Bachelorette or Das Sommerhaus der Stars 
(Stars’ Summerhouse) – in part somewhat later than 
planned or at other locations. We had to be very 
innovative and creative, and also collaborate with 
producers and production companies in order to 
cope with this situation.

What are the programme genres 
emerging? What kinds of shows were 
more popular? 
The most popular shows  were the well-established 
formats, shows  that provided a reliable distraction 
from the crisis like Wer wird Millionär? (Who Wants 
To Be A Millionaire?) or Denn sie wissen nicht, was 
passiert (Because They Don’t Know What’s Going To 
Happen). As much as our audience craved informa-
tion and news, they also longed for a diversion from 
Covid-19 so all the established RTL brands were as 
or even more successful than in previous years.

Did you observe a shift in what people 
wanted to watch?
No, not really. When the crisis started, we saw a 
shift in viewing habits regarding news and informa-
tion. At the moment, we are seeing reality formats 
and primetime shows doing very well. As things get 
more or less back to normal, there is more demand 
for any kind of entertainment format that doesn’t 

involve Covid-19.

How do you revive 
content production 
post-Covid-19? 
What Covid-19 has shown us is that 
we can produce TV differently, 
faster and more effectively. We 
saw how fast decisions can be 
made and how formats can still 
be produced successfully even 
when things we took for granted 
in the past are suddenly no 
longer possible or relevant.

Did the lockdown 
permanently change your 

ways of producing and delivering 
content?
No, I don’t think so. Good craftsmanship is still 
good craftsmanship. I think we can glean some les-
sons from what we went through. For example, 
problems that seem at first glance totally impossi-
ble can be solved pragmatically and successfully. 
Our approach here in Germany has proven to be 
extremely robust and capable of high output in 
content during the crisis. That, in and of itself, is a 
very positive experience and it encourages us to 
continue to invest massively in content. /

WHAT COVID HAS SHOWN
US IS THAT WE CAN
PRODUCE TV 
DIFFERENTLY, FASTER 
AND MORE EFFECTIVELY.

Wer wird Millionär, RTL Television (Germany)
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In March 2020 a wave of stay-at-home orders were 
issued by governments across Europe as officials 
sought to contain the Covid-19 pandemic.
With schools, offices and shops closed plus  
widespread restrictions on even leaving the house, 
people had to make their own entertainment.  
We quickly saw living rooms transformed into 
makeshift production studios and the lockdown 
viral video trend was born: a family performing 
Les Misérables, homemade versions of the Arnolfini 
Portrait using bin bags, Judi Dench as the unex-
pected mistress of TikTok.
British broadcaster ITV responded with an imaginative 
competition to inspire creativity and pay homage to 
some of the nation’s most beloved TV ads.
Dubbed The People’s Ad Break, ITV invited view-
ers to film and edit entirely homemade versions of  
classic TV ads. The winning entries would then  
be shown during a unique peak-time ad break, giv-
ing the people behind them the thrill of knowing 
millions of people would see their efforts.
Knowing time was of the essence, ITV worked 
quickly to find advertisers who were willing to revisit 
the past. Honda agreed to have its legendary ‘Cog’ ad 
remade and Haribo put forward its ‘Boardroom 
Kids’ spot for the homemade touch. Rounding out 
the five ads were a spot for supermarket Aldi featur-
ing a gin-loving grandmother, an ad for the crisp 
brand Walkers and one for Weetabix, the cereal 
brand. On Saturday 23 May, just five weeks after it 
was conceived, The People’s Ad Break aired during 
ITV’s biggest show of the week, Britain’s Got Talent 
– and the response was immense.
We asked ITV’s Chris Goldson, who is Director of 
Commercial Marketing, to tell us more about this 
unusual collaboration between broadcaster, brands 
and viewers.

Chris Goldson 
Director of Commercial 
Marketing, ITV

Why ITV, Honda and 
Haribo asked the 
public to remake 
famous commercials

While 2020 has been disruptive 
in many ways, some creative 
minds really succeeded in 
making the most of a tough 
situation.
With The People’s Ad Break, 
ITV invited viewers in the UK to 
film and edit entirely 
homemade versions of classic 
TV ads. The winning entries 
would then be shown during a 
unique peak-time ad break to 
millions of Brits.

INTERVIEW
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hard to track down broadcast-quality versions of 
the original ads to run during the competition 
launch, as many ads had not run for years. But we 
managed to resolve it.

We’re often told that 
people hate ads – what 
did this project reveal 
about the truth of this?
The thing is, people don’t hate 
advertising, they hate bad adver-
tising. They don’t like advertising 
that’s cheap or makes false 
claims. Actually good, interesting 
TV advertising is really enjoyed 
and loved by viewers. We proved 
this with the competition: as 
there were just 10 days to create 
an entry, we had hundreds of 
submissions and there were  
versions of every ad in the 

challenge – even the Weetabix ad with a full-size 
submarine. Research showed that the remakes 
scored between 73% and 84% on brand recall, well 
ahead of the UK average of 65%1. It gave viewers a 
chance to be part of the advertising world, and be 
on TV – and allowed the brands insight into the 
viewers’ world.

Was this a pandemic one-off or do you 
think it’s something you might take 
forward and repurpose, as it was 
obviously such a big hit with audiences?
It was very much of the moment and there would 
be a danger in doing it repeatedly.
But Christmas ads are something people absolutely 
love so we are looking at doing it again – the differ-
ence is that it would be a challenge to remake 
brands’ current ads, not old ones. It’s such a good, 
upbeat way of bringing the audience in, we think it 
will be fun to do a Christmas special. /

A ‘People’s Ad Break’ is one of those 
ideas which potentially sounds 
great on paper but never becomes 
reality… how did ITV decide to go 
ahead with it?
In the initial stages of lockdown, as we saw 
the virus travel from East to West, memes 
were doing the same. And they were funny, 
they helped people to cope. Like other 
broadcasters, we saw our viewing figures 
increase hugely during lockdown and real-
ised television was playing a number of roles 
in pandemic life. TV was informing people, 
but equally valid was the role TV played in 
providing an escape and entertainment. It 
felt right for ITV as so much of our pro-
gramming is about entertaining people; and based 
on past experiences we were confident that the au-
dience would really get behind it.
Early on, we had the idea of get-
ting people to remake one of 
their favourite ads – it’s a simple 
idea, and everyone at ITV was 
really excited about it. As we 
talked to people outside the  
business, we knew – during an 
incredibly difficult time – it was 
something very positive we could 
do, but in a way that was linked 
to what was happening. The idea 
was so clear and strong that we 
knew the audience would be 
 receptive, and we could tap into 
the public’s creativity. We also 
had the challenge that we didn’t 
know how long this window of 
opportunity would be open, before someone else 
did it – or the time just moved on. It also felt like a 
very ITV thing to do. 

How did brands respond to collaborating 
on The People’s Ad Break, was there a lot 
of ‘not now guys, there’s a global 
pandemic’?
Brands were really supportive. They understood 
why we wanted to do it, why the nation wanted to 
take part, it was really positive. At a time where life 
has changed so dramatically, thinking back to nor-
mality, to happier times and fun advertising was a 
way of helping people to feel more at ease. There’s 
something powerful about nostalgia at the moment. 
It was also a natural way for brands to be part of a 
new national cultural moment, when brilliant films 
made by people stuck at home were going viral al-
most daily. We anticipated some issues – we knew 
we wouldn’t have time for any music clearance for 
example, and that some brands might not want to 
revive old campaigns if they’d changed branding or 
straplines. An unexpected challenge was that it was 

IT GAVE VIEWERS A
CHANCE TO BE PART OF
THE ADVERTISING
WORLD, AND BE ON TV
– AND ALLOWED THE
BRANDS INSIGHT INTO
THE VIEWER’S WORLD.

1Source: Unruly.

Weetabix advert (UK)
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He shares his views on advertisers’ initial responses 
to the Covid-19 crisis, and the kinds of creative 
messages – light, entertaining, bold and free – that 
will resonate with audiences in the coming months. 
He also discusses the important role of broadcasters 
in collaborating more closely with brands and their 
agencies, highlighting broadcast advertising’s poten-
tial power as a showcase for brands that take risks 
while providing consumers with real value.

What was the attitude of advertisers 
when the Covid-19 crisis erupted?
Most brands didn’t immediately realise the conse-
quences of the crisis. When the lockdown was imposed, 
everyone pressed pause and many campaigns were 
suspended. The recommendation we gave our clients 
was that it was imperative they do nothing, so as to 
allow themselves time to think and work out how 
to react to this new state of affairs. Indeed, some 
advertisers who attempted to be proactive must 
have regretted their decision, as people worried 
about their health didn’t want to see opportunistic 
brands trying to profit from the situation.

Time to return to bold 
and free advertising

Jean-Patrick Chiquiar
Co-founder, Rosapark

Jean-Patrick Chiquiar is 
co-founder of Rosapark, the 
multi-award-winning French 
agency with 120 employees 
that has won prizes for its 
work, including the last two 
Grand Prix Stratégies awards 
in 2018 and 2019, for its 
“Ugly ‘90s” Skoda campaign 
and “The Worst Song in the 
World” Monoprix campaign, 
which also won a Lion d’Argent 
at Cannes. 

INTERVIEW

St-Hubert advert (France)
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With Pierre & Vacances (a French group specialising 
in holiday villages and tourist residences), we  
carried out a deep/interesting collective strategic 
reflection. They needed to quickly adapt their offer 
to suit those working from home. The concept was 
to roll out a remote working package for a selection 
of their summer destinations.
We launched a campaign showing amazing views 
taken from P&V residences, to point out that these 
were also perfect places for people needing to work 
from home. B

Weren’t the films shown during lockdown 
sufficiently creative?
Most advertisers made tear-jerking campaigns with 
sad music. Everyone was saying the same thing.  
So, it was very hard to stand out.

Could things have been done differently?
Yes, I think so. We prepared some specific plans  
related to the crisis we were experiencing, but we 
have always sought to pick up on the current  
context while avoiding the spread of presumptuous 
messages. For GRDF (the main distributor of natural 
gas in France and Europe), for example, we went 
back to the conventions of fitness classes in the 
1980s to explain to people spending time exercising 
at home during lockdown – that they should do the 
same when it came to recycling their organic waste 
and producing green energy. 
For St Hubert, a company that produces spreads 
that are good for the heart, we devised a one-minute 
film in which people were hugging and cuddling 
each other. These images were comforting, at a time 
when social distancing was at its height and we 
couldn’t get close to one another. 

Pierre & Vacances advert (France)

Pierre & Vacances advert (France)
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Producing creative ads in the middle of 
lockdown can’t have been easy…
Indeed. We knew it was impossible to do certain 
kinds of film shooting. So, we first devised light 
production solutions for the creative ads we were 
preparing. For St Hubert, we used an illustrator 
and her drawings were then reworked by a post- 
production agency. For GRDF and Pierre & 
Vacances, we used stock images. Specialists and  
actors did sound and voice-over recordings from 
home and sent them to us electronically. Our task 
consisted of working with these puzzle pieces and 
different content to turn them all into effective 
creative ads.

So, working from home 
can work in advertising?
Absolutely. We even won new 
clients by pitching on Zoom and 
Teams. We felt as though we 
were blindfolded when making 
our presentations, as we couldn’t 
hear the reactions of the advertisers, 
who’d put their microphones on 
mute to comment on our creative 
work, but that didn’t hinder us 
winning new contracts.

Did the broadcasters also 
take risks during this 

extraordinary period to help advertisers 
and encourage creativity?
There was no significant change in collaboration 
with broadcasters during this crisis. 

The idea behind these creative ads was to offer  
consumers value, without becoming maudlin and 
lapsing into sentimental talk. 

How do you create when everyone is in 
lockdown at home?
Some of these creative ideas came about in discus-
sions we had with our clients. But we also sought to 
be really proactive. In particular, we set up a Teams 
group where, every morning, all the agency’s 
employees were invited to talk about the ideas that 
had come to them the day before. It was this initiative 
in particular that resulted in the creation of the cam-
paign for Pierre & Vacances: “Working from home? 
Come to our home-from-home!”

What was the advertisers’ 
attitude when you put 
these rather quirky 
campaign proposals to 
them?
At first, some just froze. They 
didn’t know what to do and were 
taking a very short-term view. 
Hence the importance of step-
ping back and seeing the bigger 
picture. But the brands quickly 
showed themselves to be highly 
responsible as they understood 
that the situation in relation to 
the pandemic was far more important than their 
marketing objectives. So, once we started pitching 
original ideas to them, they mostly leapt on them. 
They were ready to take risks in order to speak to 
their target audience; but very few of them were 
disposed to release additional budgets, owing to the 
prevailing economic uncertainty.

ADVERTISING MUST
GENERATE PLEASURE,
EMOTION AND
ENTERTAINMENT.

INTERVIEW

Monoprix advert (France)
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What I particularly expected from them was  
that they would ease the technical constraints 
they impose on us, but the channels stuck rigidly  
to their operating format. They continued to  
demand that they receive films from us five days 
prior to broadcasting and insisted we send them 
really standard-length spots. They were not suffi-
ciently proactive in my view.

Aren’t some broadcasters starting to 
move in the right direction?
There are some encouraging examples appearing 
here and there. For a Monoprix campaign, we 
worked exclusively with the Group M6 to prepare a 
media plan for a film lasting a whole four minutes. 
The idea was to be able to make the most of all of 
the channels in the group to show this creative 
production to our targets, using 
a limited budget. This project 
was a success but it is still highly 
atypical to see broadcasters 
demonstrate creativity in suppor-
ting brand campaigns.

And yet change appears 
to be a necessity as 
advertising comes in for 
increasing criticism, 
doesn’t it?
Indeed. Advertising is accused  
of every evil under the sun.  
It’s charged, in particular, with 
encouraging excessive consumption. Advertisers 
and broadcasters therefore have to find ways  
of communicating, while respecting consumers’  
expectations. People are smart. You can’t get them 
to believe any old thing. People don’t hate 
advertising. 

They just don’t like poor advertising, and I’m often 
distressed to see some campaigns on television that 
are quite simply unbearable. 
Brands have to stop being intrusive and get away 
from the classic Procter & Gamble pattern of  
repeating the same message a dozen times, thinking 
it’ll stick in people’s minds. 
Advertising must generate pleasure, emotion and 
entertainment.
There are good agencies, bold clients and smart 
broadcasters, but they’re still very much in the  
minority. However, some advertisers are now ready 
to take risks but they have to face up to their bosses 
to encourage them to break the mould. It’s far easier 
to convince a brand to make a 20-second film than 
to persuade it to broadcast a creative production 
lasting four minutes. 
But there is now a real need to shake up conven-
tions, even if that takes a lot of time, work and  
effort. Creatives have to stop thinking in “quant” 

and “qual” terms. Instead, they 
must seek to devise showcases 
for brands.

Is the crisis further 
reinforcing this tendency?
The crisis is still there and  
we can’t act as if it didn’t exist. 
We’re now asking consumers to 
make a consistent effort.
Instead of showing them serious, 
depressing messages, advertising 
should seek to be lighter by  
being more entertaining. 
We must rediscover the boldness 

and freedom that used to characterize our sector a 
few years ago. /

Interview conducted by Frédéric Therin

PEOPLE DON’T HATE
ADVERTISING. THEY
DON’T LIKE POOR
ADVERTISING.

Monoprix

Monoprix advert (France)
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Simon Cook
Managing Director, Cannes Lions

Simon Cook, Managing 
Director of Cannes Lions, on 
the pivot towards long-term, 
sustainable action from both 
consumers and forward-
thinking brands.

Why creativity is 
needed more than ever

Cannes Lions was transformed into Lions 
Live this year. What was the result?
Lions Live was born out of our desire to support 
our global community in challenging and unprece-
dented times. We wanted to avoid the formulaic 
‘digital events’ set-up and engage the industry in an 
original way. There was a real appetite for a plat-
form where the world’s creative community could 
share, problem-solve and take time just to reset. A 
lot of the content was driven by global issues – such as 
Covid-19 and Black Lives Matter – as well as the 
challenges specific to the creative marketing com-
munity. As a result, the learnings and takeaways 
were relevant, thought-provoking and timely. 
‘Action’, for example, was a strong theme - the idea 
of brands moving from short-term acts to long-
term, sustainable action. This is something that 
consumers demand, and there’s an expectation that 
brands need to step-up and take responsibility. 
Elsewhere, talent, equality, diversity and inclusion 
were widely discussed. One of the overriding messages 
here was that the industry needs to do an internal job 
first - to look at itself as an organisation in order to 
understand how it operates and what it needs to 
change at its core in order to move forward.
 
How well have advertisers and agencies 
overcome constraints to produce new 
content, boost creativity and keep in 
contact with their consumers?
So often, we see that creativity actually flourishes in 
times of constraint. It pushes us to aim higher, to 
reset and reinvent. Back in March, we launched our 
platform, ‘Creativity Moves Us Forward’, as well as 
our podcast, ‘Progress Through Creativity’, and 
through these we’ve heard stories of genuinely in-
novative thinking emerging in pockets around the 
world. We saw mass pivots; the reinvention of busi-
ness models and other creative problem solving 
that allowed businesses to thrive, stay afloat and 
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create positive change. Sharing these stories from 
our community provided small shoots of hope as 
well as learning. A good example here is a small Finnish 
distillery which started producing hand sanitiser in-
stead of gin after we featured a similar story about 
the actions of the beer giant, AB In-Bev.

What key creative trends have you seen?
Because of the constraints and limitations we’ve 
witnessed over the last few months, I don’t think 
the traditional landscape of creative trends has 
been present in the same way as it normally is. 
Usually, when we arrive in Cannes we see very obvious 
trends across the breadth of the work but when our 
juries come together for the 
Lions in 2021, what we’ll see is 
work that has been focused on 
tackling wider global issues. 
We’re all very excited to see what 
two years’ worth of creative work 
at the Festival will look like. It 
will offer a very rich and 
wide-ranging breadth that will 
chart this moment in time. 
During Lions Live I caught up 
with our Film jury president, 
adam&eveDDB’s Richard Brim, 
and we discussed how recent 
events and constraints could ac-
tually level the playing field.
 
Messages promoting 
unity, solidarity, safety 
and respect were seen 
everywhere across the world and across 
sectors. What do you think is the role of 
brands regarding social and 
environmental issues? 
At a time when governments are floundering 
and being criticised for failing to show decisive 
leadership, people are looking for forces for good, 
consistency and stability. They look to those brands 
which are using creativity as a tool to take a posi-
tion and stand for something solid that stands out 
and cuts through among double-speak and 
uncertainty.
Earlier this year, we produced a report called ‘Let’s 
Get Back to Brand’ and, in this, Bruno Bertelli, 
global chief creative officer of Publicis, said: “People 
believe in brands. Where politicians and govern-
ments fail, brands provide products that people 
love and rely on. But with this comes a responsibility 
to be transparent and act responsibly, and act 
consistently.” Bruno made this statement before the 
global pandemic hit but I don’t think it’s ever had 
more relevance. 

We’ve seen new forms of creativity, new 
ways of working, consumer behavioural 
change. What impact do you think this 
will have on the advertising world?
Short-term, I think we’ve already seen the impact. 
The industry has been faced with rapid acceleration 
and as a result it, too, has had to accelerate and 
adopt new ways of working. The need for agility 
along with the ability to pivot and problem-solve 
have been key in navigating the past few months. 
Long-term, we know that there’s a call for the indus-
try to display authenticity, more action, inclusivity, 
diversity and equality, and there’s a real feeling from 
the industry that collectively it wants to move the 
needle and that it’s time for genuine, systemic 
change. At Lions Live, The CMO Growth Council 

announced a series of priority 
actions for the industry: fos-
tering more equitable and 
sustainable societies; driving 
more human brand experience; 
harnessing the true human promise 
of data and technology; and  
unlocking the human potential 
of talent. During the session, 
P&G’s Marc Pritchard summed it 
up well by saying: “When we are 
both a force for good and a force 
for growth, what we create is a 
virtuous cycle – good leads to 
more economic power; economic 
power leads to more growth 
which allows us to invest back 
into more good.” The impact of 
the past few months is wide-
spread and ongoing but from 

Lions Live we got a real sense of optimism and hope 
as well. Let’s not forget that creativity has the power 
to drive progress and change, and creatives are in-
nately good change-makers and storytellers. That’s a 
powerful combination. 
 
What is the new role of Cannes Lions? 
Cannes Lions has always marked an important 
point in the creative calendar: The chance to 
celebrate creativity in all its guises; the opportunity 
to learn and expand your thinking; and a moment 
to network with a diverse pool of talent. We know 
that the industry needs this support and opportu-
nity more than once a year and so we’re accelerating 
our plans to be there for every step of the creative 
journey, year-round, and to help drive progress 
through creativity. /

LET’S NOT FORGET THAT
CREATIVITY HAS THE
POWER TO DRIVE
PROGRESS AND CHANGE,
AND CREATIVES ARE
INNATELY GOOD 
CHANGE-MAKERS
AND STORYTELLERS.
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Advertising joining 
the path to a 
sustainable world
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What are advertisers’ 
biggest challenges?

Stephan Loerke
CEO, 
World Federation of Advertisers (WFA)

The WFA is the global trade 
association for advertisers. 
Collectively, their members 
represent more than 90% of 
global adspend. They promote 
responsible, efficient, and 
effective marketing all around 
the world. Stephan Loerke, 
CEO of the WFA details 
advertisers’ main challenges 
today.

What are the biggest challenges faced 
by your members in response to the 
events of 2020? 
Collectively our members represent more than 90% 
of global adspend. We have 120 of world’s largest 
brands across 17 different categories, plus a net-
work of local advertiser associations, including 
Union des Marques in France, the ANA in the US, 
ISBA in the UK, and the CNA in China.
Our members in every market are faced with very 
little visibility and huge turbulence. The WFA has 
pivoted to support them by moving all our services 
online, and providing guidance for navigating these 
uncertain waters. But we have not put our other 
priorities on hold. We are also advancing a longer-
term agenda that focuses on four areas: brand and 
online safety; measurement and transparency; di-
versity and inclusion; and sustainability. 

What are the particular challenges for 
media in terms of brand safety? 
The idea of a responsible marketer is very much 
linked to online safety. After headlines about 
brands appearing next to ISIS content, and the 
Facebook Live stream of the Christchurch murders 
last year, marketers realise that they are enabling 
this content: 95% of Facebook revenues are from 
advertising, and for Google it’s 75%.
We launched the Global Alliance for Responsible 
Media last year, with the aim of creating a standard, 
cross-platform definition of harmful content; 
a cross-platform method for measuring the inci-
dence of harmful content; and the creation of 
cross-platform tools that allow brand owners to 
decide where they want to place their campaigns, 
and to hold those platforms accountable. Brand 
owners have different appetites for risk and differ-
ent cultures, so it’s about allowing them to make 
informed choices and being able to hold the 
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platforms accountable. We want to be sure we can 
live up to people’s expectations. If we get that right, 
it will be an important contribution not only to our 
industry but also to society. 

What are the challenges for cross media 
measurement?
This is an important priority for us. Media measure-
ment has been built over time, media by media, and 
each of those measuring systems has become a reli-
able tool that plays an important part in creating 
trust and accountability. But we are seeing seismic 
shifts in media spend – digital is 
now the biggest media, and be-
cause of the pandemic it contin-
ues to grow its share.
There is increasing demand from 
brand owners to put a frame-
work in place that allows a cross 
media measurement approach, 
to allow marketing spend deci-
sions to be made on that basis. 
The WFA has taken the initiative 
on this, and we have a good level 
of engagement and collaboration 
from platforms, media owners, 
and brand owners. We are not 
building a global framework; we 
are seeking a solution that sets 
parameters, but leaves space for 
individual markets to adapt locally. We don’t have a 
time frame for the final product, but the next step 
will be our two pilot projects in the US and the UK. 

How are you approaching the diversity 
issue? 
Diversity and inclusion is clearly a broader subject, 
but it’s very relevant to the media and marketing 
industry, because it has repercussions on our ability 
to connect effectively with people, and on our abil-
ity to bring in the best talent. It also has repercus-
sions with respect to our societal responsibility as 
an industry, so it’s a very important priority for us. 

On sustainability, do you think that 
marketers have changed their vision in 
response to Covid-19 and the current 
economic situation?
I think we are nowhere in the marketing industry 
in terms of sustainability. I am being blunt and pro-
vocative, but there is a long, long journey ahead of 
us. The industry is very much focused on the pan-
demic, and rightly so, but the mother of all battles 
is waiting for us. The challenge is to come up with a 
model that is compatible with a sustainable future, 
and we are nowhere near that yet. 
We are learning valuable lessons during the pan-
demic that might help with this challenge. Who 
would have predicted that we could be so agile in 
adjusting to the lockdown? Who would have be-

lieved it was possible to run a 
global business from your bed-
room? Or that brands would be 
able to make themselves truly  
relevant to consumers and society? 
My moment of enlightenment 
came at a conference in 2019 
during a speech by an 18-year-old 
schoolgirl, who was leading the 
“Fridays for Future” movement 
in Germany. She stood on the 
stage and told 400 middle-aged 
senior marketing execs: “Your 
stuff has no future.  
It hurts our planet. You are deaf. 
You don’t understand what we 
are telling you.” 
She didn’t have a solution, but 

for me that was the moment where I suddenly got 
it. We need to be humble and listen to voices that 
are very uncomfortable. I’m confident that the ad 
industry will find a way forward, but there’s a chal-
lenging road ahead of us. /

WE NEED TO BE
HUMBLE AND LISTEN 
TO VOICES THAT ARE
VERY UNCOMFORTABLE.
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What is the role of television today?
Television should have died out long ago but, 
strangely, it is still here as it has a relational effect 
that cannot be summed up by its content. To un-
derstand TV properly, you have to see what it is 
coming up against, and what it represents as an al-
ternative consummatory experience of collective 
images. In the space of ten years, digital accompa-
nied the deconstruction of the western soul in the 
identity it had assumed for 200 years.
The French Civil Code was established in 1804 and 
Facebook appeared in France in 2004. For two  
centuries, we defined the ideal of what a consumer, 
civilian, employee and father of the family should be. 
We invented an individual employee, an individual 
civilian and individual consumer with a typically 
French force of rationality. But this entire model 
evaporated once the web became a form of popular 
culture. That is why digital and television are social 
developments. To gain a proper understanding of a 
society, you need to know the media structures and 
organisations that represent it. So, you could say 
we’ve got the web and TV we deserve.

What impact has digital had on 
television and on our society as a whole?
While the individualistic model was very strong up 
until the early 21st century, digital shattered that 
and revealed how this individual ideal had become 
worn out, inventing the idea of influence, tribe, 
community, membership or adherence to some-
thing and a new form of leadership. Everything 
digital and therefore a large part of society, operates 
according to systems of adhering to or being  
repelled by something, and this is even stronger 
during this period in which society doubts its social 
model and its leaders. We see that in social media, 

Stéphane Hugon
CEO, co-founder, Eranos

Television is the last 
of the institutions

Stéphane Hugon, one of the 
founders of the Eranos 
consultancy firm, is a 
sociologist who specializes in 
the imagination. For him, 
television’s eucharistic and 
liturgical dimension will be 
more central than ever in the 
coming years. 
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particularly in tough periods such as during the 
crisis with the yellow vest political demonstrations 
and protests, strikes, terrorist attacks and the 
Covid-19 pandemic. These social events create a 
need to find a trusting relationship with others. 
They question social cohesion and coexistence and, 
unfortunately, digital makes you believe it can pro-
vide you with an immediate answer to the doubts 
you may have about all forms of authority. 
Digital tells society what it wants to hear, not ruf-
fling the feathers of a society of comfort. All of 
which ought to have wiped out television, which 
brings people together, synchronized in front of the 
same picture, but the latter has resisted…

Has our society ever been similarly 
divided in the past?
You could draw an analogy with 
what happened in 1945. Today, 
French society is fragmented and 
split between people who don’t 
think the same. Whatever the 
subject, social networks help you 
find out quickly who is for and 
who is against, as they are highly 
polemical. Comments help you 
reassure yourself and censure 
others. That is the exact opposite 
of the social, i.e. debate. 
As French society emerged from 
the Second World War, it was 
already in tatters because there 
had been those who collaborated 
and those who resisted. This was no longer a society 
as such. It had become a group of people without 
any sense of cohesion or consistency. General  
de Gaulle’s answer to this problem was to ask André 
Malraux to reconstruct a “coexistence” through  
culture and he did it, notably, by asking Jean Vilar 
to stage new productions of old works to bring the 
French back into synchrony with one another. That 
led to the creation of “popular theatre”, whose goal 
was no more than to make France a homogeneous 
audience once again. The underlying idea was that 
culture was what made a country, and it worked 
rather well.

The web does not play this social cement 
role…
Indeed. It contributes to division in our society.  
We have seen that the influence of the Russian 

hackers and Facebook has been much criticized for 
depriving people of an open debate. The problem 
with digital is that it has created clusters in which 
we seek similarity, and most algorithms create com-
munities artificially, reinforcing people’s position 
in their spheres.
Digital does not create the unmissable communal 
event that formerly existed with TV of old, when 
there were very few channels and people would 
congregate in front of the small screen to be in syn-
chrony with their children or colleagues, to feel the 
same resonance or thrill of emotion. That is why, in 
the current context of strain and weakening, televi-
sion’s almost eucharistic relational capacity enables 
the audience, viewing the same pictures, to con-
struct a broader way of associating and “creating 
society”.  
TV has an overarching, synchronizing dimension. 
By setting up overarching, intergenerational points 

of contact, it is a mediator of  
social ties. 

And yet TV has been much 
criticized in recent 
decades…
Most intellectuals do not like 
television. It’s an old thing to do 
with abhorring pictures. The  
recurring issue in the Western 
imagination is that it pits icono-
clasts against iconodules. The 
former consider culture to lie in 
books, and regard pictures as evil, 
onanistic propaganda, whereas 
the written text is the fruit of 

reflection and a work of self-reflection. 
These people are always suspicious of pictures and, 
consequently, they regard television as the instru-
ment of the devil. But today we are in more of an 
iconodule phase in which we can adulate pictures as 
a totemic power that creates society.

What does the general public think?
The audience has a subconscious trust in television 
as it represents a reality principle, whereas the web 
embodies more a flight and dispute principle.  
The Arab Spring developed thanks to the coming 
together of social media and television. B 

TV HAS AN 
OVERARCHING,
SYNCHRONIZING
DIMENSION.
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How do you define the VOD streaming 
services such as Netflix or Amazon 
Prime?
There is a current fascination with Netflix as it in-
vented a model. Many other platforms will appear 
in the coming years. But the Netflix identity is still 
weak as it does not editorialize its content. The re-
cent successes in the press, such as The Good Life and 
Vice are not due to their content, which is not new, 
but to the organisation and management of their 
content, and to their narration. The value does not 
lie in the content, as you can find it anywhere. The 
need is to sort, add perspective and have the ability 
to build a narrative. That is the difference between 
speech, which is individual, and language, which is 
collective.

What role will television play in the 
“world to come”?
There is a thirst for protection, appeasement and 
linearity. Viewers will expect major media outlets 

and television in particular to be 
enveloping and to represent a 
matrix that offers a world that’s 
fit to live in.
We’ve gone too far into live 
streaming and the reporting and 
inflation of signals. People want 
to get back not to the content 
but to find a social space and 
some consideration. The chan-
nels can help them in this sense, 
by filtering, providing editorial 
input and slowing things down. 
We have reached a certain degree 
of saturation with news chan-
nels. Today we talk of television 
in the singular, but it is possible 
that within five years the major 
channels might not have  
anything in common with one 

another anymore. We are at the end of the model 
where global schedules were the same for the entire 
sector. That is all in the process of splintering.  
The division of the various broadcasters into small 
segments will increase.
Families are now very fragmented. The sharing, 
ritual aspect and relational experience will take on 
increasing importance and television’s eucharistic 
and liturgical dimension will be more central than 
ever in the coming years. /

Interview conducted by Frédéric Therin.

Something had been brewing on social media for a 
long time, but once TV started to send out signals 
concerning this phenomenon, it synchronized all 
those small, highly fragmented audiences. TV’s 
overarching function played a full part in this 
movement. Television is the last of the institutions. 
All the others have died out. It has an almost sovereign 
function.
What makes an audience is a group’s ability to share 
the same images. This is the idea of consensus, the 
etymology of which is “con sensualis”, meaning to 
recognise the same feelings. Art and literature 
played this role in the 19th and early 20th century 
and, since the second half of the 20th century,  
pictures have become the mediatory soul. The web 
enables people to escape their condition, but it  
generates a sectarian aspect, whereas television 
recreates the soft underbelly of social concerns and 
that is why it has not died out. The two are highly 
complementary as, in moments 
of doubt, our society has a need, 
a thirst and a partiality for redis-
covering a kind of transversality.

What impact has the 
pandemic had on how we 
view television?
The lockdown led us to discover 
our vulnerability. It generated 
anxiety, which drove us towards 
some degree of essentialism. This 
could be seen in our consump-
tion and in our thoughts about 
the usefulness of our work and 
our relationships with close fam-
ily. The entire futile, superfluous 
side of our lives disappeared. The 
etymology of crisis is “krisis” 
from the Greek for “separate”, 
which is also the derivation of “criteria” and “crible”, 
the French word for “screen” or “sieve”. With this 
crisis, there are things we no longer want. During 
the lockdown, TV consumption also increased as 
people wanted to find something reassuring once 
again in a world that was disappearing right before 
their eyes.

The TV and digital worlds increasingly 
overlap with one another. Do the 
increased ways of watching content have 
an adverse effect on TV?
That is indeed a strategic issue for the major  
channels and platforms. We are at a point where 
relational differentiation between the major  
channels is key. This would only make sense on the 
basis of being able to differentiate between TF1, 
France Télévisions or M6.

THE AUDIENCE HAS A
SUBCONSCIOUS TRUST
IN TELEVISION AS IT
REPRESENTS A REALITY
PRINCIPLE.

INTERVIEW
84

   
   

 T
V 

KE
Y 

FA
C

TS
 2

02
0



Ant & Dec’s Saturday Night Takeaway, ITV (UK)
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This year was a challenge for everyone – 
but it was especially hard on the cultural 
and event world. How did you imagine 
this year’s exhibition would go? 
As we have every year since 2002, we were planning 
to put our exhibition on at the Cannes Lions festi-
val. Fate intervened – but we’ve taken this period of 
lockdown to reinvent ourselves and hone our strat-
egy. As a result, the 2020 edition of the exhibition 
is very special to us because it’s the first time we are 
doing it in a digital format! It’s a new experience for 
everyone, and we created it in partnership with the 
respected design school e-artsup. The platform al-
lows visitors to navigate through four galleries, each 
of which is dedicated to a different subject: 
Environment, Solidarity, Human Rights and 
Education. We also added a one-off Covid-19 sec-
tion. It’s a great record of these crazy times and a 
way for us to pay tribute to people who devoted 
their time and energy to reducing the spread of the 
virus.

What are the main findings?
When you mount an exhibition on a digital platform, 
you really maximise your audience. In previous years 
most of the people who saw Great Ads for Good 
were industry professionals, purely because of where 
we held the exhibition. This new format allows us to 
showcase the best of creativity and raise awareness 
of issues with a far broader audience.
Thematically, we noticed a shift in the way the 
advertising community tackles fundamental issues. 
For example, last year’s Environment section 
included a number of campaigns related to plastic 
pollution. This year, there is more of a focus on 
global warming and the negative consequences of a 
capitalist mindset on the environment.

Isabel Kurata 
Co-founder, ACT Responsible

Can brands steer 
the world towards 
responsible lifestyle?

ACT Responsible is an 
international non-profit 
organisation whose mission is 
to encourage responsible 
advertising and to unite the 
community around shared 
good practices. In this 
interview with Isabel Kurata, 
Co-founder of ACT, we 
question the role of brands and 
advertising in the promotion of 
social and environmental 
responsibility.
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What campaigns received 
the most votes and 
engagement?
Voting runs until the end of 
September so there’s still 
everything to play for. Right now, 
three have emerged as frontrun-
ners: “Straws’’ created for the Sea 
Shepherd Conservation Society 
by Wings the Agency, “Elsa”, a 
film created by Altmann+Pacreau 
for the Petits Princes Association, and “Water portraits” 
from Steve for World Vision. These campaigns 
gained hundreds of likes in just a few days. It’s really 
satisfying to see people so engaged but we want 
more, so please do visit www.greatadsforgood.org 
and get involved.

What are your favourites? 
We’ll give a collective answer for this one! The 
team’s favourites are “La rue tue” from 
Altmann+Pacreau for the Abbé Pierre Fondation, 
“Courage” from Ogilvy Toronto for Unilever 
(Dove), “Animal borders” from Circus Grey for 
Amnesty International, “The gun violence history 
book”  from FCB Chicago for the Illinois Council 
Against Handgun Violence, “Project understood”, a 
case study from FCB Canada for Google AI/
Canadian Down Syndrome Society, and “Their 
point of view”, from Tomorrow Communications 
for Hong Kong PHAB Association. 

Can you remind us of the purpose and 
history of the Act For Goods exhibition?
For the past 19 years, the main purpose of our  

exhibition has been to show how 
advertising creativity can help  
to raise awareness on social and 
environmental issues. Over the 
years we’ve seen a big evolution 
in the way brands advertise their 
good actions. Fifteen years ago a 
brand would simply declare its 
commitment in a very corporate 
and traditional way. In one of the 
first exhibitions, we even had a 
famous oil company declaring, in 
a beautiful print campaign, ‘we 
don’t pollute oceans’. 
This kind of communication is 
not possible anymore because 

customers are much more critical and engaged with 
what brands claim, as many more have started to 
advertise their ‘mission’. B 

THEMATICALLY, WE
NOTICED A SHIFT
IN THE WAY THE
ADVERTISING
COMMUNITY TACKLES
FUNDAMENTAL ISSUES.
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them actually do it. We’re slowly getting there but 
there’s still room for a lot of improvement (source: 
The Elusive Green Consumer).  

Is it a brand’s responsibility to promote 
sustainable and responsible practices or 

is it merely a good gesture?
Brands have a responsibility to act 
in favour of sustainable practices, 
but we wouldn’t say that a brand 
promoting these actions is what 
matters the most. What’s really 
important is brands engaging in 
good practices to inspire their 
customers and other brands to do 
the same. This is their true 
responsi bility and communica-
tion is a useful tool to achieve this.

Via the Great Ads for 
Good exhibition, you 
promote both NGOs and 
brands. How legitimate 
are these different parties 
to talk about social and 

environmental responsibility?
NGOs can usually talk about such issues with 
legitimacy because they are trustworthy sources.  

It’s now more about what these brands do and what 
they stand for in the long run. The exhibition also 
highlights the professionalisation of NGOs’ com-
munication strategy. Indeed, Amnesty International, 
Greenpeace and WWF have all used advertising 
creativity to secure the iconic status that they enjoy 
today. In recent years it‘s become more difficult to 
distinguish campaigns made for commercial brands 
from the ones produced for non-profit organisations, 
which has led to both competition and confusion 
between the  profit and non-profit fields.

In their latest spot, Trapa states 
‘’A responsible purpose can make both 
business and earth win’’. Can companies 
be both successful and sustainable?
Of course they can! It’s all about the will companies 
have to change their mindset 
from a purely profit-based one to 
having KPIs on issues like social 
equality and the environment. 
Covid-19, for instance, is an environ-
mental and a social issue, and what 
we’re seeing is that it’s possible to 
make a significant change. When 
brands really implicate themselves 
and slow down their CO2 emis-
sions, the positive impacts on the 
planet are direct and effective. 

Do consumers engage 
more with adverts that 
promote sustainability 
and solidarity?
Young people are the game 
changer, because they are more 
inclined to engage with brands promoting social 
responsibility. Mentalities are evolving, but we have 
to distinguish between declarations and reality. 
Though 65% of citizens say they want to buy products 
from a brand advocating sustainability, only 26% of 

YOUNG PEOPLE ARE 
THE GAME CHANGER,
BECAUSE THEY ARE MORE 
INCLINED TO ENGAGE 
WITH BRANDS 
PROMOTING SOCIAL
RESPONSIBILITY.
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It’s a bigger challenge for brands, especially if they 
haven’t embraced this kind of responsibility before. 
There’s more work to do to prove to people that 
they have legitimacy. A problem emerges when a 
brand embraces a “cause” and promotes its own  
initiatives without collaborating with relevant 
NGOs. In those cases, brands risk coming off as 
actually being in competition – and it’s not a com-
petition they’re likely to win. So, there is room for 
improvement for brands here, making sure that 
NGOs become partners in a cause. This is at the 
heart of our mission in the next few years and it’s 
exciting! /

ACT RESPONSIBLE
IN A NUTSHELL

ACT Responsible is an international non-profit 
organisation affiliated with the United 
Nations Department of Public Information 
(UNDPI) and part of the Global Compact. ACT 
stands for Advertising Community Together. 
Our mission is to inspire and promote respon-
sible advertising and to unite the community 
around shared good practices on social re-
sponsibility and sustainable development. 
Our ultimate goal is to highlight the power of 
creativity when it comes to raising awareness 
on social and environmental issues. We do 
that by gathering the best issues-inspired ads 
from around the world and ensuring their vis-
ibility through various initiatives developed in 
partnership with a network of committed 
players in advertising, media and education. 
The Great Ads for Good exhibition is our star 
initiative and has been going for 19 years, af-
ter premiering at the Cannes Lions Festival in 
2002.

The ACT 2020 Team: Lise Lefevres, 
Anais Vecino, Véronique Geremia, 
Sophie Guerinet & Isabel Kurata
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If the tragic killing of George Floyd in the US, at a 
time when the pandemic upended our lives, taught 
us anything, it’s that our world needs changing  
urgently, not least when it comes to the lack of 
structural diversity in the media. 
Cue a massive scramble across the world as broad-
casters and media owners publicly pledged to  
impact positive change and tackle their own diver-
sity dilemmas. 
There’s a reason why my 14-year-old son shuns most 
traditional media in favour of social channels.  
It just doesn’t reflect the world he lives in. For him, 
it’s a world where thousands of young people in 
Thailand are calling on the army and its allies to get 
out of politics, where teens post confrontations 
with their parents about race online.
Not just the right thing to do, it’s also the smart 
thing, it’s stating the obvious here but by failing to 
reflect the diversified nature of modern life through 
the programmes produced, the actors featured and 
the stories told, media owners will continue to feed 
social division.
Whether it is gender or race, broadcast industries 
need to shoulder roles of great responsibility with 
marginalised communities or risk losing a whole 
generation of talent and eventually fading into 
obscurity.

Why we cannot stop talking about 
climate change
Despite what naysayers might say, climate action 
cannot be separated from social justice. Just con-
sider the disproportionate impact of the 
pandemic on minority communities 

Sonoo Singh 
Associate Editor, The Drum

Sonoo Singh is a business 
journalist and editor with 
almost two decades of 
experience reporting on media 
and marketing. She explores 
the subject of responsibility of 
media owners.

Time to restart, 
rebuild and reset
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and how starkly this highlights the relationship 
between racism, exclusion, ethnicity, and health. 
It’s the marginalised groups who live near industrial 
sites, highways and waste facilities who bear the 
brunt of inadequate housing, healthcare and civil 
rights. So how can we ever forget that the climate 
crisis is a driver of injustice? 

What then is the role of 
media owners in this 
conversation? 
“Media groups today actively en-
gage against social injustice and 
climate change. It has become a 
requirement if they want to con-
tinue to play a role and to be  
listened to. Millennials expect 
them to act, not just ‘report’,” 
says Isabelle Musnik, founder 
and publisher at INfluencia. 
What is also true is that in order 
to raise collective awareness 
around climate change issues, 
we’re now facing a huge chal-
lenge: what is the right way to approach the connec-
tion between the global or the local scale and indeed 
the individual one when talking about climate crisis 
and solutions? Where is the space for more nuanced 
debates for such complex topics? Are media outlets 
creating that space for making the link between 
environmental issues and social battles?
In the end it comes down to this: as an industry, are 
we finally ready to share space and power with 
those who have, for a very long time, been marginalised 
and silenced? /

ARE MEDIA OUTLETS
CREATING THAT SPACE
FOR MAKING THE LINK
BETWEEN
ENVIRONMENTAL
ISSUES AND SOCIAL
BATTLES?

How media groups are 
tackling racism and climate 
change

In the UK, ITV has promised to make 
senior management more diverse and 
written a Diversity Acceleration Plan, 
while ViacomCBS Networks UK has 
pledged a ‘no diversity, no commission’ 
content policy for its suppliers. 
Channel 4’s initiatives include a Black 
Takeover Day in 2021 and ensuring 
more Black talent in its biggest shows. 
The BBC is spending £100m over three 
years to commission diverse, inclusive 
content and has implemented a man-
datory 20% diverse talent target in all 
new commissions.
US telecoms giant Comcast has 
pledged to spend $100m across its  
media divisions Comcast Cable, 
NBCUniversal and Sky over the next 
three years to make a difference in 
communities impacted by racism.
Netflix has promoted tech industry 
veteran Bozoma Saint John to the role 
of Chief Marketing Officer, making her 
one of the few Black women who is a 
senior exec in Silicon Valley. 
Media giants Apple, Bertelsmann and 
RTL Group are among the businesses 
which have pledged to become carbon 
neutral organisations by 2030.
While a report found that the digital 
world is responsible 3.8% of green-
house gas emissions, French broad-
caster Groupe M6 is looking for 
solutions to reduce the energy con-
sumption of its video-on-demand ser-
vice 6play, which counts over 26 
million users.
RTL Nederland is in the process of au-
diting its carbon footprint across its 
whole value chain so it can carefully 
plan to reduce emissions. 
Fremantle, RTL Group’s global content 
production arm, is developing a carbon 
calculator with Albert, to track emis-
sions caused by productions, for the 
same reason.
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Le 1245, M6 (France)
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Once a topic has been chosen, an angle or an image 
found, the reporter or editor charged with reporting 
checks its validity. The information is then checked 
by the editor-in- chief who discusses the content 
with the journalist. 
A rigorous approach is essential because all too  
often, the less serious media outlets don’t ask 
enough questions.
The investigations section of our editorial team  
applies three checks to ascertain validity. 
The key things we look out for are the source of a 
piece of a piece of information or an image and 
when it came to light. Also important is to check 
the identities of the people featured or involved and 
the third-party media or social media outlet from 
which a piece of information or an image has come. 
We can also use verification software to confirm an 
image’s source and also how and when it was first 
used – such as its first appearance online.
Our editorial management has the final say on 
whether to publish or not and, if there is the slightest 
risk of error, it will intervene. When there is even 
the slightest doubt, it’s an automatic no. 
We have also pioneered a regular Saturday slot on 
M6 news dedicated to fighting fake news – or 
InfoX, as it is known in French.
In our weekly ‘Explain It To Us’ slot an on-screen 
journalist lays out that week’s fake news, explains 
what was fake and how it was made up or taken out 
of context, and then how it was picked up and 
spread by the media or the Internet. /

People need reliable and trusted information now 
more than ever, yet it can be hard to find at a time 
when the number of online news websites and so-
cial media content claim to provide it has never 
been greater. Stéphane Gendarme, Director in 
charge of News at M6, explains what makes broad-
cast news the most trusted information source. 
The daily task of an editorial board is to check in-
formation. We’ve followed a specific process to do 
so for many years and combatting fake news – 
checking information that comes from social media 
as we would for every source – is part of this.

Defending the 
frontline in the battle 
against fake news

Stéphane Gendarme
Head of News for the M6 channel,  
Groupe M6

Fake news – and the danger it 
poses – has become a growing 
concern in recent years. But 
the issue has been brought to 
a head by the Covid-19 
pandemic crisis. 

ARTICLE
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The innovative 
future of advertising
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INTERVIEW

What to expect 
in the technology, 
media and telecoms 
sector?

Britain’s Got More Talent, ITV (UK)
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How have your TMT predictions been 
affected by the Covid-19 crisis?
At Deloitte we publish 10 predictions every year. In 
light of the current pandemic and its economic im-
plications, all 10 of these had to be updated. Not 
only has this year been affected, the pandemic will 
impact 2021’s predictions too.

What are the main trends? 
The current crisis has revealed that how we con-
sume media is drastically influenced by where we 
are physically. Due to lockdowns, it was thought 
that consumers would have more 
time to dive into all kinds of me-
dia. But podcast listening hours 
decreased slightly due to less com-
muting. Our findings show that 
audio is strongest when we’re not 
allowed to use our hands, such as 
while driving. 
Video consumption, however, rose 
between 40% and 80%. The absence 
of the daily commute has therefore 
increased video consumption but 
decreased in-car audio listening 
and on-transit print newspaper 
sales.

Audio has been a growing 
market during the 
lockdown. What can we 
expect in the year to come?
Working from home hasn’t led to a drop in produc-
tivity as many feared but in fact proven to be quite 
the opposite. It has been such a success that Siemens 
has told over 145,000 of its employees that they can 
work from home 2-3 days a week if they so desire 
from now on. Less commuting in the long term will 
see a fall in audio listening of all types, including 
podcasts. In the US, podcast listening is likely to 
stay under US$1 billion – down about 10%.

However, as the crisis persists, people are generally 
avoiding public transport, taxis and ridesharing 
services, which means that commuters are more 
likely to use private vehicles instead, spending more 
time in them due to worsening traffic. In the short 
term, this may have an offsetting stimulating effect 
on the quantity of audio consumed.

What will be the main innovations in the 
media sector in the coming years?
The two major tech innovations for the media  
industry are related to 5G mobile networks and 8K 
television sets. Although 4G speeds are more than 
adequate for most streaming, 5G will bring even 

greater speed to consumers and 
will especially be noticed by 
those who game on the cloud. 
The quality of 8K television will 
be evident on larger screens, 
thereby justifying its growth in 
dollar value across global 
markets. 
Despite these innovations, the 
greatest change will be to media 
business models. Hundreds of 
millions of people have signed up 
for BVOD and AVOD services, 
which means that there is now 
more than one way to sell video 
content; linear TV, SVOD services 
with no ads and BVOD/AVOD 
services with ads are now all  
competing in a fierce market. 

With the economic implications of Covid-19, BVOD/
AVOD services, which don’t require economic  
commitments, are becoming increasingly appealing 
to consumers. /

THE TWO MAJOR TECH
INNOVATIONS FOR THE
MEDIA INDUSTRY ARE
RELATED TO 5G AND
8K TV SETS.

Duncan Stewart
Director of Research, TMT, Deloitte

Duncan Stewart, Director  
of Research, TMT at Deloitte, 
explores what trends are going 
to emerge in the media 
industry post-pandemic.
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What consumer tech 
innovations will define 
the next decade?

Sim Blaustein
Partner, BDMI 

CES is an annual showcase of 
innovation, where the world 
discovers the next must-have 
electronic gadget. It was where 
the first videocassette recorder 
was unveiled, in 1970, and 
where gamers first laid eyes on 
Microsoft’s Xbox in 2001. 
The 2020 event ran over four 
days in January, and Sim 
Blaustein, a Partner at BDMI, 
looks back at his visit on the 
trends that will impact the 
Total Video world.

The growth of AVOD streaming 
platforms compared to SVOD
One big takeaway from CES 2020 was the emer-
gence of a raft of ad-funded video-on-demand 
(AVOD) streaming platforms, following several 
years of new subscription based services flooding 
the market. So far we’ve seen Peacock, Pluto, Tubi 
and Xumo, to name a few, and others are on their 
way. It’s really interesting to watch what new services 
are doing with their ad inventory and how marketers 
use these new environments. The SVOD phenomenon 
has been fascinating but consumers are finding it’s 
getting expensive. Clearly ad-funded video pro-
gramming will be a new major driver of the OTT 
market.

New software solutions to manage 
and optimise creative workflows
In terms of back end developments, it was really  
exciting to see some of the new software solutions 
for managing and optimising creative workflows.
Video advertisers need to manage an ever-growing 
number of formats and endpoints to reach their 
audience, while at the same time having to adapt to 
fully-distributed creative teams across the world.
Without getting technical, these are the kinds of 
solutions that allow advertisers to build fantastic 
creative in any format needed, and deliver it to the 
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right audiences efficiently. While this field is not 
new, due to Covid, we have seen significant uptick 
in next-generation solutions for Digital Asset 
Management, like Tenovos. 

New models of targetting 
and attribution in a 
cookie-less world 
In somewhat more future facing 
trends, it was fascinating to learn 
about new models of targeting 
and attribution in a cookieless 
world. Although this is something 
which is partly being driven by 
regulators, innovations are also 
coming because of progressive 
marketers and publishers who 
want to give us all a better user 
experience.
Regulation and platform decisions have led  
marketers and publishers to look for new means of 
targeting consumers beyond the cookie.
These past months, we’ve seen many companies 
rolling out more robust first party data solutions, 
cooperatives, and contextual-based targeting. That 
being said, the full transition away from cookie- 
based advertising infrastructure will necessarily 
take time.
We’re keeping a close eye on developments. 
Obviously AI featured heavily. The demonstration 
of Rosebud AI’s amazingly real non-models has lots 

of interesting implications for workflows I men-
tioned above. And it was great to work by Sensity, 
which BDMI has invested in, on show demonstrating 
their important work in the field of deepfake detec-
tion. The two businesses might seem polar oppo-

sites but actually are two sides of 
the same coin. Why? Ads which 
use virtual people need to make 
it clear that’s the case, otherwise 
they risk making people feel 
tricked – a surefire way for brands 
to lose loyal customers, who no 
longer trust what they’re being 
shown. Truth in AI is paramount.

It was a great thrill to be at CES 
in Las Vegas this year, as the 2021 
event is going to  be totally digi-
tal. It’ll be a different experience, 
of course, but there are a lot of 

advantages to being able to discover the latest  
developments at one’s own pace. /

Next-gen TV screens 

Another development on the 
consumer front is with tele-
vision sets, which are trans-
forming once again. Samsung’s 
The Wall and LG’s OLED TV 
stole the headlines, for obvious 
reasons, and are likely to  
convert any so-called screen 
agnostics who still think TVs 
are passé.

About BDMI

Bertelsmann Digital Media Investments 
(BDMI) is a wholly owned subsidiary of the 
global media, services and education compa-
ny Bertelsmann. BDMI has invested in over 
100 startups since 2007 and is currently fo-
cused on the categories of next gen media, 
next gen brands, enterprise SaaS, and 
fintech.

IT WAS FASCINATING 
TO LEARN ABOUT NEW
MODELS OF TARGETING
AND ATTRIBUTION 
IN A COOKIELESS
WORLD.
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Lisha Li
CEO, Rosebud.ai

Almost human 
Rosebud AI founder on virtual models  
and the future of synthetic media

Rosebud AI is a 
San Francisco-based synthetic 
media company that creates 
CGI models that are 
indistinguishable from real 
humans. The company 
provides a vast library of 
photos and videos of a diverse 
range of virtual models,
called Generative Photos.

In the videos, the face and the words it speaks are 
synthesised by software. The imagery and videos 
can be used for brand advertising, storytelling and 
entertainment and are fully customisable, so that 
you can choose the skin colour or ethnicity of the 
virtual model to appear in your content or create 
your own brand ambassador with just a few clicks. 
The company also offers a tool that puts clothes 
photographed on mannequins onto virtual models 
and is working on a new service, called Tokking 
Heads, that animates virtual or real humans with 
just text or speech.
With the pandemic dramatically disrupting  
production processes for the marketing, media and 
entertainment industries, Rosebud AI’s offering has 
never been more in demand. Production methods 
using CGI videos and imagery, sometimes termed 
‘deep fake’, are a cost-effect, efficient alternative  
to the real thing, and with traditional methods  
presenting so much more risk dueto Covid-19  
restrictions, more corporations and brands are 
turning to CGI for content creation.
We spoke to Rosebud AI’s founder and CEO Lisha 
Li to learn more about the brave new world of syn-
thetic media.

Explain how Rosebud AI works?
We use virtual production methods and newer  
techniques from deep learning to accelerate visual 
content production through photo and video, and 
specialise in faces. 
Through this period, we have had a high demand 
for use of our technology in marketing, educational 
and instructional videos as well as for use for cus-
tomer service, and other creative use cases.
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About Lisha Li

Lisha Li is the founder and CEO of Rosebud AI. Rosebud  
creates images and videos programmatically that look indis-
tinguishable from real ones.  She was previously a principal at 
Amplify Partners leading investments in early stage startups, 
and worked in data science at Pinterest and Stitch Fix. Lisha 
holds a PhD in Machine Learning from UC Berkeley. In 2019, 
she was one of the three winners of L’Oréal USA’s Women in 
Digital NEXT Generation Awards.
They launched a collection of 25,000 images of AI-generated 
faces to be used in photo stocks. The objective was to bring 
more diversity to stock images and propose images that their 
customers could relate to. The faces they offer are customizable 
and personalizable. Users can algorithmically place any face 
onto any body in their collection. 

Do you use real or famous faces? 
We started off creating virtual faces from scratch, 
not based on anyone. The value proposition in print 
was clear; it lay in having something unique. But, 
when we move to video, some clients want to use an 
identity that’s established or somebody famous. Or 
it could be anyone who wants to use their own face 
or to edit their speech in a text-based way, so that’s 
something we’re developing right now.

Is regulation in place to combat fake 
news and to ensure the tech is used in an 
ethical way?
Obviously these are the news headlines everyone 
will be familiar with.  And frankly, I think regula-
tion probably has a little way to go, it needs to catch 
up a little faster. It’s also hard to consider how you 
properly regulate something like this. Do you try to 
attach it to the source? How do you force people to 
comply? Those are all worthwhile questions to ask. 
More broadly, we have a code of ethics. We want to 
make sure we play a part in edu-
cating the public about the tech-
nology, so people are informed. 

How has the Covid crisis 
impacted your business? 
Covid has really accelerated  
organic, inbound interest for  
virtual production. We haven’t 
done any self-promotion or  
advertising for brand ourselves, 
as we’re still focused on finessing 
the product, but people still find 
us. We’re just taking the oppor-
tunity to figure out what’s the 
best way to scale our interface. 
During this time, clients have been happy to use  
a self-serve model with the app. But it’s not a  
consumer tool, we want to be careful about how we 
bring it to market. 

Which sectors are driving the most 
demand for rosebud? 
We’ve seen a lot of demand from the e-commerce 
industry. There’s also demand for faces to service 
text chat bots in customer service, and for the plat-
form interface to enable the creation of videos. 
Interest has been fairly international. Small 

business owners are very interesting – they feel the 
pain of not having the resources of larger compa-
nies, to produce content. Therefore, interest runs 
counter to media reports of ‘fake news’, or taking 

jobs away from models. SMEs 
want to support minorities and 
diversity to reflect their business 
and ethos; and don’t have the ca-
pacity, especially during Covid, 
to hire models. 
This is the kind of tool that 
comes into its own; it allows us 
to bring a business from physical 
locations to a digital e-commerce 
setting.
Our photo editing tool is available 
online and we’ve just started 
working with creators with a 
closed BETA version of our video 
animation product called Tokking 

Heads. By creators, I mean people who are making 
YouTube content, to marketing videos. They give us 
quick feedback helping us iterate quickly. 
We continue to open the beta to more users, including 
some in broadcast media. Some exciting projects 
will be released soon. /

IT ALLOWS US TO BRING
A BUSINESS FROM
PHYSICAL LOCATIONS
TO A DIGITAL
E-COMMERCE SETTING.

10
1  

   
  T

V 
KE

Y 
FA

C
TS

 2
02

0



What’s new with 
Addressable TV?

Sebastian Busse
Director Addressable TV International, 
smartclip

Addressable TV (ATV) 
advertising with the 
development of Connected TV, 
is a cornerstone of increased 
targeting capabilities within 
broadcast groups, especially in 
Europe and the US. 
Collaboration between tech 
companies, like smartclip, and 
broadcasters is key to rapidly 
achieving full addressability of 
the traditional broadcast TV ad 
break. In this Q&A, Sebastian 
Busse from smartclip addresses 
key challenges, opportunities, 
and solutions for advancing 
ATV across Europe.

What does the ATV global landscape look 
like today? 
While ATV has gained tremendous traction across 
global markets, Europe has a vastly diverse and 
unique playing field. Unlike other markets, the 
pan-European Hybrid Broadcast Broadband TV 
(HbbTV) standard has been the driver for ATV 
across Europe. The HbbTV standard allows broad-
casters a controlled solution for ATV within the 
traditional broadcast environment. From a techni-
cal point of view, this means that broadcasters have 
complete control over the entire value chain – from 
content distribution to monetisation. 

How has Covid-19 impacted the 
development of ATV? 
There is no doubt that Covid-19 has had a deleterious 
impact on the entire advertising industry as most 
brands have massively cut back on their advertising 
budgets. However, when we look specifically at 
ATV, there have been many positive trends and  
developments despite the overall economic situation. 
It even seems that the pressure on the economy 
caused by Covid-19 has accelerated some developments 
and decisions. For example, Germany continues to 
show growth in ATV budgets year-on-year. Italy 
and Spain have successfully launched their cross- 
device solutions, utilising ATV data. And in France, 
legislation has been introduced that finally allows 
ATV advertising at a larger scale. This new law  
annuls a 1993 ordinance that prohibited the use of 
targeted video ads in broadcast TV.

What are the technologies behind 
Addressable TV across regions?
There are some ATV solutions that, like in the US, 
require proprietary hardware. For example, the most 
advanced ATV offering in the UK is Sky AdSmart, 
which requires Sky set-top boxes. Smart Ad in 
Belgium and Orange in collaboration with Canal+ in 
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France are other examples of ATV concepts within 
IPTV environments that are tested in Europe. 
However, the open pan-European HbbTV standard 
– which a vast majority of smart TVs sold in Europe 
carry – is the main market differentiator. HbbTV 
provides broadcasters with a controlled environment 
to implement ATV at scale. In short, HbbTV pro-
vides an infrastructure to merge the traditional 
broadcast signal with digital ad technology. smartclip 
uses this technology to capture real-time viewing 
data on a one-to-one device basis and serve targeted 
digital ads into the conventional broadcast stream. 

What are the opportunities and 
challenges across regions? What needs 
to be done to overcome the obstacles?
ATV products already exist in all major markets in 
Europe. Surprisingly, a lot of important information 
gets lost in discussions surrounding definitions, 
technology standards, legislations, and data priva-
cy. There is no consistent understanding of ATV 
advertising and its capabilities across the region. 
This leads to uncertainty and ultimately restraint, 
especially on the buying side. Establishing more 
clarity around how ATV differs from established 
digital video products will help advertisers and 
agencies make better decisions regarding their  
advanced TV ad strategy. It needs to be made clear 
what products are available in each market and how 
they are accessible for the demand side, but also what 
capabilities, formats and benefits are provided.

How do you differentiate Addressable TV 
from established digital video products?
A meaningful distinction of ATV from other online 
video advertising techniques is directly related to 
the requirements of ad distribution and content 

delivery. ATV has been primarily established as 
a playout of adserver-based advertising in classical 
one-to-many broadcasting. For Online Video 
and OTT TV, both content and advertising are  
distributed one-to-one with digital technologies. 

What are the 3 major initiatives in the 
area of ATV in 2020?
First, we have successfully launched our cross-device 
product in Germany, Italy, and Spain. With this 
product, we provide advertisers with the ability to 
target online video campaigns based on linear TV 
usage data. For example, advertisers can extend their 
TV campaigns into digital by specifically targeting 
users who have not yet seen their TV campaign.  
Another significant advance is the launch of the full 
ad break replacement. In Germany, we are now in 
the final phase of implementation into broadcasters’ 
infrastructure and we have started in Spain. Later 
this year we will see the first cases of ad replacement 
within the linear TV ad break. The third topic is 
programmatic access to addressable linear TV. We 
have now reached a more mature stage of ATV in 
Europe and advertisers demand the ability for  
programmatic buying. In Germany, d-force (a joint 
venture of RTL and Pro7) has already been estab-
lished as an exclusive platform for programmatic 
buying of ATV inventory. We also see the need for 
programmatic solutions to access ATV that are un-
der the control of broadcasters in all other European 
markets. As the largest ATV platform in Europe, we 
are striving to establish a pan-European standardi-
sation of programmatic ATV buying. Stay tuned for 
the last quarter. /

smartclip.tv

Adressable TV 

The play out of linear broadcast signals for conventional 
television (e.g. via set-top box, cable, or satellite).

In both cases, advertising is played one-to-one over the internet and therefore is considered addressable.

Online video and OTT TV apply sophisticated technologies 
to match consumers with the content of their choice, 

available both on-demand and via linear TV.

Online video
Content: broadcast one-to-many

Advertising: internet one-to-one

Content: internet one-to-one

Advertising: internet one-to-one
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It is well established today that viewers watch  
content on many screens other than TV sets, and 
usually via the internet, using a variety of connected 
devices. This has created an issue in that viewing 
behaviours are evolving faster than the audience 
measurement techniques that form the basis of ad-
vertising transactions, and TV broadcasters agree 
that measurement systems must be fully adapted to 
the current reality.
One measurement initiative which illustrates this 
point, and which has attracted attention from all 
parts of the industry during the past year, is the 
ongoing work by the World Federation of 
Advertisers (WFA) on a cross-media measurement 
framework. This stemmed from a decision by global 
marketers in 2019 to “take matters into their own 
hands” to form the basis of an industry-supported 
solution. The global framework, which is intended 
to be rolled out locally and adapted to take account 
of market differences, is currently being put to the 
test in the UK and the US as pilot markets.
egta – the trade association of television and radio 
sales houses – applauds advertisers and all the part-
ners involved for their persistent efforts on this 
ambitious initiative, and in particular for creating 
momentum like never before behind collaboration 
and advancement in the development of audience 
measurement systems across media.
What this project has underlined is that there is 
still some way to go in terms of designing a 

Anders Rune
Research & Insight Manager,
egta

How do we build 
a cross-media 
measurement system 
that reflects TV’s 
premium delivery

As content is diffused through 
an increasing number of 
mediums, it is more and more 
vital to develop a cross-media 
measurement system. Anders 
Rune, Research and Insight 
Manager at egta, discusses 
why advertisers need a cross-
media measurement system 
and the challenges in its 
implementation.
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*Joint Industry Committee

minimum, and that both advertising and content 
are measured.
egta is open and supportive of the initiative,  
but remains set on upholding the quality of TV 
measurement in any proposed cross-media solution. 
We believe it is fundamental to remind advertisers 
of the unmatched quality of the ’views’ they associate 
their brands with when they buy into the premium 
world of TV companies’ linear and online properties. 
Measurement standards for the entire TV industry 
and commitment to responsible and transparent 
measurement of advertising are laid out in a  
TV Charter published by egta and the Global TV 
Group in 2019.
Television is not only the most trusted and brand-
safe medium, but also provides the most quantita-
tive and robust measurement, and offers the most 
thoroughly audited data. 

egta and its members believe 
that effective evolution requires 
the further adaptation and ex-
tension of traditional and hybrid 
television audience measurement 
systems to all other devices and 
platforms, rather than their  
replacement by an entirely new 
system. Whereas new elements 
can be added to care for the reality 
of other players, it is vital that 
the work done and the solutions 
developed and tested by JICs and 
their partners across the world 
are given all due consideration 
and become part of the solution 
that is agreed.
To that end, egta has published 

an extensive update of our Advances in Hybrid TV 
Audience Measurement in September 2020, which 
examines the evolution of TV (i.e. total video) audience 
measurement and provides overviews of audience 
measurement projects and developments in various 
markets by JICs and their partners, to remind  
the industry of the advanced and high-quality work 
already achieved. /

measurement system which fully satisfies advertisers’ 
needs. To better monitor and optimise the  
effectiveness of campaigns, the advertiser frame-
work calls for a system that offers deduplicated 
cross-media reach and frequency 
alongside the ability to measure 
viewers of advertising across 
screens, platforms and channels 
with a single mea su re  ment.
Can this be done? With collabo-
ration from the entire industry, 
we believe it can – at least tech-
nically for total video measurement. 
However, beyond the technical 
challenges there are a number of 
fundamental discussions to be 
had before any cross-media 
measurement system is considered 
successful. 
Who will fund, and run it, and 
how? What will it be used for, 
and how will this fit into existing 
currencies and measurements in the countries  
involved? Will the existing measurement solutions 
be used or new ones produced? Broadcasters and 
other participating media groups need to decide 
what role, if any, they, their measurements, their 
Joint Industry Committees (JICs*) and their input 
– both in terms of effort and financial resources – 
should have in this initiative.
Furthermore, to get ‘apples to apples’ comparison 
across TV and online advertising, standards and 
metrics must be discussed, aligned and agreed. It is 
fundamental to any design that the industry agrees 
on how to compare advertising formats and the 
environments in which ads are shown, and that  
differences are represented fairly. As the end-users, 
advertisers should have particular interest in this. 
For broadcasters, it is also important that transpa-
rency, oversight and comparable quality of input 
and output data are guaranteed, that the model 
measures duration weighted impressions as a 

TELEVISION OFFERS 
THE MOST THOROUGHLY
AUDITED DATA.
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Taking on the challenge 
of measuring 
cross-media data  
in Germany and 
around the world

Karin Immenroth
Chief Data & Analytsics Officer, 
Mediengruppe RTL Deutschland

Karin Immenroth, Chief 
Data & Analytics Officer
at Mediengruppe RTL 
Deutschland GmbH 
(a multi-media company that 
comprises video, audio, digital 
and print offers), explores the 
challenges of creating a
cross-media measurement 
system and how Mediengruppe 
RTL Deutschland and their 
partners are facilitating this.

Broadcasters and measurement specialists are col-
laborating to develop cross-media measurement 
standards for the whole industry; it is vital that 
these are transparent and unified. However, this is 
not as simple as it may seem. The greatest challenges 
to its creation will be the availability of data as well 
as data granularity, the comparability of contacts 
and the exchange rates of media performance of 
different types of media.

How do you build cross-media 
measurement?
A market currency relies on the willingness of all 
providers to reach a consensus on transparency and 
comparability, but this is no mean feat. However, a 
joint industry committee like the AGF in Germany 
is a step in the right direction.

Working with the big digital players
The integration of the GAFAs (Google, Apple, 
Facebook, Amazon) into the German JIC standards 
under the same ‘quid-pro-quo standards’ measure-
ment conditions would be mutually beneficial. 
However, the difficulty is to design a fair set of rules 
that serves all players when GAFAs currently want 
to be measured under other conditions than the 
ones provided by the local German JIC standard – 
which is accepted by advertisers and publishers. 
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Moreover, advertisers present another hurdle – they 
often apply and accept the different evaluation 
standards of the GAFAs regarding 
proof of media performance and 
create catalogues of demands for 
local players, which do not  
necessarily apply to the GAFAs. 
From our point of view, it’s highly 
important that a market currency 
requires the willingness of all 
providers to reach consensus on 
issues of transparency and com-
parability, which is currently not 
the case.
 
What’s next? 
There are big steps being taken to 
develop processes that are inno-
vative and durable. The upcoming 
AGF projects that empower 
cross-media measurement in Germany are positive 
for the industry. 

These include Smart Meters which measure the  
usage of streaming services like Netflix and Amazon 
Prime via routers, the ‘Follow the Campaign’  
project by Nielsen Digital Ad Ratings that is devel-
oping standards for campaign measurement that 
include addressable TV, and the AGF ‘Return Path 

Data’ project which concentrates 
on expanding single source data 
to analyse cross-device usage 
information. 
RTL and all other broadcasters 
in Germany are working together 
with the AGF towards the same 
goal of creating a reliable and 
comprehensive video standard 
that covers all forms of video  
advertising. However, the path 
towards standardisation and 
transparent data gathering is not 
an smooth one. As our portfolio 
covers a range of media and  
devices, we are highly interested 
in cross-media coverage and 
measurement. This measurement 

will highlight the size and strength of the Ad 
Alliance content network compared to its 
competitors. /

THEMATICALLY, WE
NOTICED A SHIFT 
IN THE WAY THE
ADVERTISING
COMMUNITY TACKLES
FUNDAMENTAL ISSUES.

Let’s Dance, RTL Television (Germany)
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Ben Jankowski
Senior Vice President, Global Media
Mastercard

The search 
for a cross-media 
measurement system

What impact did the pandemic have on 
Mastercard’s marketing strategy? 
Like everyone else, Mastercard faced vast disrup-
tion. There were huge changes in card usage and 
two of our bigger categories, travel and culinary, or 
dining out, saw massive declines.
The impacts that helped our business were increases 
in ecommerce and touchless payments. In the US,  
it took 10 years to go from a level where 5% of  
transactions were ecommerce to 15%. With the pan-
demic, it then took about eight weeks to go from 
15% to 25%. That’s the magnitude.
Spending on travel and eating out will return over 
time, but now consumers have seen how simple and 
easy it is to do everything from buying your groceries 
to your clothes online I don’t think they’ll decide to 
go back to stores to buy everything.
In terms of marketing, a lot of what we do is expe-
riential, as the official card of Roland Garros, for 
example, where the French Open tennis tourna-
ment is held annually, and of the Cannes Film 
Festival.
So many events have been cancelled or postponed 
that it’s forced us to reimagine how we communicate 
and to develop virtual experiences. And actually,  
I think it’s a good thing, it’s helping us speak to  
bigger audiences. 
Our Priceless Experiences at Home concert with 
Camila Cabello, for example, reached hundreds of 
thousands of people.
 
Have you reviewed your priorities in 
terms of communication angles and 
product launches? 
In the past we would talk about travel benefits and 
products but with the pandemic there was an  
urgency to talk about using Mastercard to stay safe 
by making touchless – or contactless, depending 
where you are – payments.

Ben Jankowski is Senior Vice 
President, Global Media at 
Mastercard and a leading 
figure in the push for a metric 
that makes sense of how we 
consume media now. RTL 
talked to him about the latest 
developments, and how 
Mastercard fared in 2020.
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You’re very involved in the global, 
industry-wide push to develop a cross-
media measurement model – why?
Mastercard is among the organisations which have 
been working with the World Federation of 
Advertisers to come up with a charter, one element 
of which is to do a better job of measurement. To 
make this happen, a cross media measurement team 
was put together in March 2019, which I’m part of.
Consumers are displeased with advertisers and are 
tuning out advertising and installing ad blockers 
more than ever because they’re 
tired of it. We need to make that 
user experience better and part 
of that is knowing how often we 
talk to people and how we mes-
sage them. At the moment, the 
metrics – which are different for 
television and digital – don’t al-
low this to happen.

What’s the biggest 
challenge?
Various industry players have 
spent a lot of time trying to solve 
the problem themselves and 
came to the same realisation, 
which is that it’s not possible to 
do it alone. That’s why the WFA has been a lot more 
active about getting a group together to tangibly 
solve problems across media measurement.
Of course, that means sitting down at the same ta-
ble as your competitors; persuading TV stations to 
sit in a room with Google and Facebook, the very 
businesses that you compete for ad dollars with to-
day; convincing marketers to combine our efforts 
rather than compete. It’s an interesting conversation, 

very lively and contentious. It’s not the technology 
that’s the big challenge – it’s difficult from a cultural 
standpoint.
The most important thing is that the system is built 
for privacy and security, and that it’s built for the 
future.

Are you optimistic about success?
There are a lot of challenges but we’re still very op-
timistic. We’re in the middle of a process where 
we’ve taken a pass at developing some principles 

and some topline architecture 
and we’re now in the process of 
sharing them with all the stake-
holders. It’s a long process, we’ve 
gone through the first stage, 
frankly it went better than  
I thought it was going to go, and 
now we’re in the process of  
getting people aligned to that.
The media market has probably 
changed more in the past 10 years 
than it did in the 25 years before 
that and the 50 years before that. 
The more we keep driving change, 
the more we have to find ways to 
work together. Ultimately we’re 
all going to benefit by being able 
to judge our successes. Marketers 

will be more successful at marketing, in turn they’ll 
spend more money on advertising, which will help 
media owners. It’s in everybody’s interests to band 
together on this issue. /
 

THE MORE WE KEEP
DRIVING CHANGE, THE
MORE WE HAVE TO FIND
WAYS TO WORK
TOGETHER.

Camila Cabello
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With interests in 68 television channels, eight 
streaming platforms, 31 radio stations, a global 
business for content production and distribution, 
and digital video networks, RTL Group entertains, 
informs and engages audiences around the world.
The Luxembourg-based company owns stakes in  
TV channels 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 TV content: from 
talent and game shows to drama, daily soaps and 
telenovelas, including Idols, Got Talent, Family Feud, 
American Gods and Charité. Combining the streaming 
services of its broadcasters, the digital video networks 
BroadbandTV and Divimove, and Fremantle’s more 
than 300 YouTube channels, RTL Group has  
become the leading European media company in 
digital video. RTL Group also owns the ad-tech 
businesses Smartclip and SpotX. RTL AdConnect 
is RTL Group’s international advertising sales house.

The roots of the company 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 wavelength.
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  
was created in 1997 when the shareholders of  

UFA (Bertelsmann) and the historic Compagnie 
Luxem bourgeoise de Télédiffusion – CLT (Audiofina) 
merged their TV, radio and production businesses.
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 
and Luxembourg Stock Exchanges. Since September 
2013, RTL Group has been listed in the MDAX 
stock index. RTL Group publishes its consolidated 
accounts in accordance with IFRS.

RTL Group’s business comprises the following six 
reporting segments: Mediengruppe RTL Deutschland 
(including RTL Radio Deutschland and Smartclip), 
Groupe M6 (including the French RTL family  
of radio stations), Fremantle, RTL Nederland,  
RTL Belgium and Others (which includes 
RTL Hungary, RTL Croatia, RTL Group’s Luxem-
bourgish activities including the Group’s Corporate 
Centre, and the investment accounted for using the 
equity method, Atresmedia in Spain). The segment 
Others also includes the digital businesses SpotX, 
BroadbandTV and Divimove.
Groupe M6 and Atresmedia are themselves listed 
companies, with the shares being traded on the 
stock exchanges of Paris and Madrid respectively.

For more information, 
please visit RTLGroup.com 
follow RTL Group on Twitter @rtlgroup 
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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. With 360-degree solutions, RTL AdConnect supports brands on every step of the way, offering full 
support from start to finish, ensuring high reach, deep market insights and cross-screen solutions. 
For more information, please visit www.rtl-adconnect.com or follow us on Instagram, Twitter, Linkedin and YouTube.

150
TV channels

300
digital platforms

40
radios

11
1  

   
  T

V 
KE

Y 
FA

C
TS

 2
02

0



Special thanks 
A massive thank you to everyone 

who contributed to the 2020 edition 
of TV Key Facts.

Thank you to Thomas Rabe, CEO of Bertelsmann and 
CEO of RTL Group, for his support in this project. 

To the contributors
Sim Blaustein (BDMI), Lucien Brouwer (RTL Nederland), 
Sebastian Busse (smartclip), Jean-Patrick Chiquiar 
(Rosapark), Simon Cook (Cannes Lions), Matthias Dang 
(Mediengruppe RTL Deutschland and Ad Alliance), 
Stéphane Gendarme (Groupe M6), Chris Goldson (ITV), 
Jörg Graf (RTL Television), Nicole Greenfield-Smith 
(Thinkbox), Stéphane Hugon (Eranos), Karin Immenroth 
(Mediengruppe RTL Deutschland), Ben Jankowski 
(Mastercard), Isabel Kurata (ACT Responsible), David 
Larramendy (M6 Publicité), Vincent Letang (MAGNA 
Global), Lisha Li (Rosebud.ai), Stephan Loerke (WFA), 
Denis Masquelier (IP Belgium), Pete Robinson 
(KidsKnowBest), Ton Rozestraten (Ad Alliance), Anders 
Rune (egta), Sonoo Singh (The Drum), Duncan Stewart 
(Deloitte), Brian Wieser (GroupM), Paul Wood 
(Fremantle).

To our world partners
ARMA (Costin Juncu), GARB Audience Measurement 
Bulgaria (Doroteia Dervisheva), IAB Europe (Marie-Clare 
Puffet), ITV (Daryl Leigh, Tony Mawer), Kantar Media 
Poland (Wanda Świętek), Kantar TNS Lithuania (Lina 
Petraitienė), MAGNA Global (Vincent Letang), 
McCann-Erickson Universal Belarus (Maria Yaznevich), 
MTV Oy (Taina Mecklin), Nielsen Audience 
Measurement Cyprus (Maria Mavrommatis), Nielsen 
Audience Measurement Macedonia (Simeon Lavciski), 
Nielsen Audience Measurement Serbia (Silvija 
Atijas-Ristić), Nielsen Audience Measurement Slovenia 
(Boštjan Kušnjerek), Omdia (Aled Evans, Irina 
Kornilova), Publitalia 80 (Giulio Bello), Television 
Industry Committee (Iryna Grebinska), TV 2 Danmark 
A/S (Klaus Surland Jensen).

To our local IPs and other RTL Group 
companies
Atresmedia (Rosa Riestro Sastre), Goldbach Media (Iréne 
Abt-Durrer, Michaela Herzig), IP Luxembourg (Laurent 
Friob), IP Österreich (Alice Benvenuti, Bianca Kohler), 
Mediengruppe RTL Deutschland (Holger Brock, Philipp 
Schlichting, Simone Seewald), RTL Belgium (Ariane 
Debeur, Christine Pirmez-De Kempeneer), RTL Croatia 
(Ana Anđal), RTL Hungary (Zoltán Aracsi, Frigyes Ur), 
RTL Nederland (Cindy Borrenbergs).

Thanks also to
Matthieu Bienvenu (Groupe M6), Lionel Cler 
(M6 Publicité), Chris Dunne (Thinkbox),
 Oliver Fahlbusch (RTL Group), Orélie Fallon 
(RTL Belgium), Justin Jeffreys (ITV), Christian Koerner 
(Mediengruppe RTL Deutschland), Camilla Lambert 
(Cannes Lions), Laura Leszczenski (Mediengruppe RTL 
Deutschland), Andreas Meier (smartclip), Paul 
Mennesson (Groupe M6), Irina Mettner-Isfort (RTL 
Group), Kathrin Müller (smartclip), Adrienne Nélissen 
(RTL Group), Isabell Ostermann (RTL Group), Eva 
Respaut (M6 Publicité), Simon Tunstill (Thinkbox), 
Laura Wichers (RTL Nederland), Emily Wilson 
(Fremantle).

To our editorial and graphic design consultants
To Isabelle Musnik and Sophie Huttmann (Influencia)
To Jane Austin and Lorette Nettar (Persuasion 
Communications), Charlotte Hillion.

And thank you to the RTL AdConnect team for 
their endless support on this project.
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