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 legal notice 
This publication has been researched and produced by egta’s TV department, and it draws inspiration 
from open sources, egta materials and databases, conversations with industry experts and literature 
from multiple sources. Whilst every effort has been made to ensure the accuracy of the information in 
the publication, egta does not accept responsibility for possible errors or omissions. The opinions and 
analysis expressed in the publication are those of egta and do not necessarily reflect the views of the 
other parties.



 introduction  
In our ever-evolving media landscape, people are inundated with a wide range of options when it comes to 
how, where and when they can access TV content. A world of powerful stories at their beck and call, simply 
by asking for them. By demanding them.

It is fair to say that TV advertising is experiencing a renaissance, and that egta members have innovated 
more than ever in the last two years to reinvent their businesses and make their offer more attractive. As 
the evolution from television to video swiftly progresses, TV (and Total Video) is no longer perceived only 
as a proven and brand-safe, but also as a forward-thinking medium, which is incessantly looking to the 
future.

This egta Insight dives deeper into the landscape of OTT/VOD services across Europe and beyond. The 
report, which focuses on existing services, business models and monetisation opportunities is the first 
part of a two-volume series that egta intends to release in 2019. 

The objective of this overview is to help broadcasters strengthen their position in the video space by 
delivering not only inspiration but also hands-on case studies and providing members with the practical 
knowledge and tools to aid them on the global advertising battlefield.

Chapter one sets out the key strategic challenges and opportunities that TV publishers need to consider 
while developing their online offers and outlines the main priorities to tackle in these areas. 

Chapter two examines the different revenue models present in the OTT/VOD space. 

Chapter three looks at the different elements necessary for the success of any video monetisation 
strategy. 

As OTT/VOD continues to resonate with consumers across the globe, becoming an integral part of the 
video viewing habits, we hope that our analysis, combined with a number of practical cases from France, 
the Nordics, Belgium and the US, will prove a valuable resource and support TV publishers in their online 
endeavours. 

We wish you plenty of inspiration and reading pleasure.

The egta team
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 chapter 01:  
Piecing together the 
broadcasting and OTT 
puzzle: how OTT/VOD is 
changing the TV world
1.1. Definitions
OTT (over-the-top) refers to any service that 
is directly delivered to users over the Internet, 
bypassing telecommunications and broadcast 
platforms that traditionally act as controllers or 
distributors of such type of services. In broad 
terms, OTT can describe a wide range of solutions 
and products (such as messaging apps, video 
streaming systems, etc.) that once depended on 
satellite or cable delivery mode (texts, video calls, 
access to TV programming, etc.) but now use the 
internet instead. In broadcasting, OTT refers to the 
delivery of video content via the Internet, without 
requiring users to subscribe to a traditional cable 
or satellite pay-TV service.

VOD (video-on-demand) should be considered 
as video content that is controlled, enabled, and 
consumed whenever and wherever a viewer 
chooses to watch it. VOD content can be found 
on set-top-boxes, OTT devices, mobile web, 
mobile apps, and video streaming services1. In 
this context, VOD refers to OTT understood in a 
broadcasting context. Videos can be distributed 
either by downloading them and storing on the 
user’s computer hard drive (or another device) 
or as streamed content (also called progressive 
download). In this case, the programme is not 
permanently stored on the user’s device: the 
process permits video only to be played2. VOD 

1 Video Adveryising Glossary, IAB, http://dvglossary.www2.iab.com/.
2 Video on demand  and  catch-up TV  in Europe, European Audiovisual Observatory, October 2009, https://rm.coe.int/16807835d3.
3 The rise in SVoD viewing to swamp traditional TV by 2023, Rethink Technology Research, February 2019,  

https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf.
4 Ibidem.

services on the Internet cover a wide range of 
offerings, whether free of charge or subject to 
payment. The video sharing services of the type 
provided by YouTube or Dailymotion normally 
employ streaming.

Catch-up TV is a system for watching TV 
programmes after they have been broadcast, 
using a computer, a smartphone/tablet, set-top-
box, smart TV or another device that is connected 
to the Internet.

1.2. TV broadcasters in the video 
space
a .  C h a n g i n g  v i e w i n g  p a t t e r n s  a r e 
d r i v i n g  t h e  O T T  b o o m

The digital disruption of over-the-top video on-
demand services has irrevocably altered the path 
of the TV industry. In today’s TV Everywhere (TVE)/
Total Video (T/V) world, linear broadcast remains 
a big part of the entertainment mix, but shifting 
consumer viewing behaviours continue to drive 
global OTT growth. With younger audiences “raised 
on” video streaming services, the media industry 
is witnessing major changes in terms of viewers’ 
expectations of how video content is consumed 
and delivered. 

According to a recently published report by Rethink 
Technology Research, the number of SVOD 
subscribers will grow from 478 million in 2018 to 
743 million globally by 2023 (with China having 
the most SVOD subscribers by 2023, but North 
America is still driving the largest dollar volume)3. 
The average viewing time for SVOD content is 
expected to equal the amount of broadcast TV 
watched within the next 4 years4.

http://dvglossary.www2.iab.com/
https://rm.coe.int/16807835d3
https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf
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FIGURE 01: Ad-free SVOD viewing vs. ad-based TV viewing (per day, worldwide)
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Source: The rise in SVoD viewing to swamp traditional TV by 2023, Rethink Technology Research, February 2019,  
https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf

FIGURE 02: Number of ad-free SVOD subscribers (per region)
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Source: The rise in SVoD viewing to swamp traditional TV by 2023, Rethink Technology Research, February 2019,  
https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf

https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf
https://rethinkresearch.biz/wp-content/uploads/2019/02/Executive-Summary-SVoD-to-Swamp-Traditional-TV.pdf
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FIGURE 03: forecast of ad-free vod users by segment worldwide (2017-2023)
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Source: Digital Market Outlook, Statista, July 2018
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b .  O p p o r t u n i t i e s  f o r  T V  b r o a d c a s t e r s 
a n d  a d v e r t i s e r s

From a consumer perspective, OTT/VOD offers 
many benefits in terms of convenience and choice. 
For the media industry, the shift to on-demand is 
forcing players in most markets to come up with 
innovative new business models that capitalise on 
this consumer trend. TV broadcasters and brands, 
specifically, can benefit from the OTT ecosystem in 
several ways:

• Extended reach: video streaming allows 
broadcasters to expand and enhance the TV 
audience, which is particularly important in 
view of declining linear TV viewing. Although 
broadcast TV continues to deliver broad scale, 
publishers and brands can increase their overall 
reach even further by adding OTT services to 
their media offer. In addition to “intercepting” 
consumers who no longer watch traditional 
linear TV (cord-cutters or cord-nevers), video 
streaming allows both TV broadcasters and 

marketeers to also reach those who want more 
options (cord-extenders or cord-stackers) in a 
brand-safe ecosystem. In this context, OTT/
VOD is not replacing broadcast TV viewing – it is 
just adding to the total video viewing time.

• More innovation and greater engagement: 
OTT’s accessibility is giving TV viewers 
greater power over what they watch and 
when. Compared to traditional TV (bound by 
schedules, ad breaks, hardware and the limits 
of viewers’ living rooms), the digital space offers 
broadcasters more flexibility both in terms 
of programming and innovative ad formats. 
Increased interactivity and personalisation can 
lead to greater engagement among viewers, 
who become an incremental, high-value and 
ad-receptive audience for advertisers.

• New monetisation opportunities: compared 
to traditional broadcast television, OTT/VOD is 
much more capable of delivering highly targeted 
audience segments. As precision targeting, 

BE

FIGURE 04: EU countries with the highest number of VOD services
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Source: European Audiovisual Observatory, Yearbook of the European Audiovisual Observatory 2018/2019, December 2018
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addressability and overall quality of data 
continue to improve, advertisers will be able to 
achieve greater efficiency in the relevancy of 
their messages. With continuous technological 
developments, TV broadcasters are now able 
to offer cross-platform reach via TV, desktop 
and mobile. Combining the reach of broadcast 
(great for long-term brand awareness effects) 
with the targeting capabilities of online video 
(particularly effective for increasing purchase 
intent and short-term activation) can be a 
golden formula for a remarkable TV advertising 
success. Additionally, with the evolution of 
video advertising, both publishers and brands 
can benefit from standards long present in the 
digital world (such trends as programmatic and 
automation).

• Higher ROI: many industry reports indicate 
that combining several advertising channels/
media (rather than attempting to choose one 
medium over another), is the best way for 
brands to increase the ROI of their campaigns. 
This is referred to as the “kicker effect”. A 2017 
study by the Advertising Research Foundation 
shows that when online is added to television, 
the return on investment increases by 60% for 
the average campaign measured compared to 
utilizing TV alone5. Similar conclusions were 
also confirmed by other pieces of research, 
including Accenture’s Cross-channel advertising 
attribution: New insights into Multiplatform TV 6.

• Brand-safety: broadcasters’ VOD services 
represent an innovative and brand-safe 
environment for brands that, paired with 
improved targeting capabilities, can be a viable 
alternative to solutions offered by global tech 
companies.

5 The kicker effect of cross-platform campaigns, January 2017, https://www.warc.com/NewsAndOpinion/news/The_kicker_effect_
of_crossplatform_campaigns/0d7efc86-a6f6-4628-a50e-51e53e53d9e5.

6 Cross-channel advertising attribution: New insights into Multiplatform TV, Accenture, 2016, https://www.accenture.com/be-en/
insights/communications-media/cross-channel-advertising-attribution.

7 The FANGs Of The World Are Transforming TV, June 2017, https://adexchanger.com/tv-and-video/fangs-world-transforming-tv/.

c .  C h a l l e n g e s  f o r  b r o a d c a s t e r s  a n d 
b r a n d s

TV broadcasters now must evolve their OTT/VOD 
services to meet the needs and preferences of 
the audience and become more competitive in the 
global video market. One of the main challenges 
faced by TV publishers in the video space include 
the competition with global tech platforms such 
as Facebook, Amazon, Netflix and Google (FANG). 

In the fast-changing media ecosystem, data 
and technology quickly became the universal 
currencies that are thought to pay for everything. 
The media industry witnessed a growing chasm 
opening between those who can gather and use 
the most and least data. It is apparent that video 
operators that invest in using their data will be the 
ones that will survive and thrive. Many industry 
experts indicate that global tech giants are clearly 
in a winning position compared to TV broadcasters 
when it comes to these two elements. They argue 
that all consumers can be defined by four key 
data sets: attention, consumption, passion and 
intention7. The FANGs have figured out how to 
tap into each of those categories with other pieces 
of information such as user login information, 
the kind of content/ads the person has watched, 
location, device specs, payment details, etc. By 
contrast, marketers using linear TV have to rely 
on generalized measurement data (show ratings, 
combined with estimated demographics) that 
simply do not allow the degree of targeting offered 
by tech companies and sought by advertisers. 

The global nature of technology (that is not limited 
by national laws) implies that big tech companies 
operate under integrated globalised business 
models and supply chains – very different from 
individual TV broadcasters, who traditionally 

https://www.warc.com/NewsAndOpinion/news/The_kicker_effect_of_crossplatform_campaigns/0d7efc86-a6f6-4628-a50e-51e53e53d9e5
https://www.warc.com/NewsAndOpinion/news/The_kicker_effect_of_crossplatform_campaigns/0d7efc86-a6f6-4628-a50e-51e53e53d9e5
https://www.accenture.com/be-en/insights/communications-media/cross-channel-advertising-attribution
https://www.accenture.com/be-en/insights/communications-media/cross-channel-advertising-attribution
https://adexchanger.com/tv-and-video/fangs-world-transforming-tv/
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are bound to one or a few markets. This aspect 
has two main consequences. First, as the cost 
of technology decreases with scale, FANGs 
are in a privileged position in terms of revenue 
distribution and expenses for innovation. Many 
industry experts indicate that, from a strictly 
budgetary perspective, it is much easier for tech 
providers to enter the content production world 
(until recently dominated by TV broadcasters) than 
for TV publishers to develop a sufficient ad tech 
stack allowing them to outperform global digital 
players. Second, FANGs operating under globalised 
business models, organisational structures and 
workflows mean that TV broadcasters may have 
to rethink their business models and further adjust 
their operations to respond to the challenges of 
the global economy.

Additionally, many tech companies (eg. Amazon, 
Apple and Google) have very diversified portfolios 

of products (available worldwide), including video 
streaming, hardware, e-commerce, messaging 
apps, data-related ventures (eg. hosting, data 
sharing), financial services (incl. micropayments), 
etc. This allows them not only to accompany their 
users/customers at all stages of the consumer’s 
journey but also cover most of the areas necessary 
to successfully perform in a technology-driven 
world. 

The TV screen has become a central part of many 
ad tech platforms’ offering. For instance, in 2019 
YouTube decided to separate YouTube TV from the 
rest of its inventory and pitch it to advertisers as 
a distinct product. YT has also introduced several 
modifications to Google Preferred to make it more 
attractive to TV advertisers by highlighting its 
viewership on the big screen.

FIGURE 05: Forecast of ad-free Video-on-Demand revenue by segment worldwide 
2017-2023 (USD)

Ad-free subscription VOD

Transactional VOD (pay per view)

Electronic downloads/electronic-sell-through
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Source: Digital Market Outlook, Statista, July 2018
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d .  H o w  b r o a d c a s t e r s  c a n  s t r e n g t h e n 
t h e i r  p o s i t i o n  o n  t h e  O T T/ V O D 
m a r k e t

P o o l i n g  r e s o u r c e s  t o  g a i n  s c a l e  a n d 
s h a r e  c o s t s

Traditional broadcasters and pay-TV operators alike 
are approaching OTT and streaming with growing 
confidence. One of the developments in this area 
concerns multi-broadcaster collaborations. In 
recent years the number of such alliances has 
significantly increased. Both industry experts and 
publishers themselves argue that cooperation and 
internationalisation are the key to broadcasters’ 
success in the face of competition from global tech 
players. Gaining scale both in terms of the potential 
audience as well as the inventory available for 
purchase are the crucial factors for publishers 
to trigger interest from viewers, advertisers and 
media buyers. Such alliances may focus on various 
areas of business activity:

• Creation of common OTT platforms (eg. Hulu in 
the US, Salto in France, cooperation between 
ProSiebenSat.1 and Discovery in Germany, 
Britbox in the UK, LOVEStv in Spain);

• International ad sales (eg. European Broadcast 
Exchange (EBX));

• Business innovation, exchange of good 
practices and technology (European Media 
Alliance (EMA));

• Content production (eg. cooperation between 
France Télévisions, Italy’s Rai and ZDF)

8 Australia prepares for a world-first Total TV measurement and shared audience targeting platform, March 2019, https://www.v-net.
tv/2019/03/08/australia-prepares-for-a-world-first-total-tv-measurement-and-shared-audience-targeting-platform/.

9 More information on: https://together.nbcuni.com/setting-the-new-standard/impact/cflight/.

M e e t i n g  a d v e r t i s e r s ’  n e e d s  t h r o u g h 
a d v a n c e s  i n  a u d i e n c e  m e a s u r e m e n t , 
g r e a t e r  a c c o u n t a b i l i t y ,  t a r g e t i n g  a n d 
s i m p l i f i c a t i o n  o f  b u y i n g  p r o c e s s e s

With the rise of OTT, some TV viewing has moved 
away from traditional television distribution 
channels to streaming platforms. According 
to many industry experts, the real market 
transformation will only take place when advanced 
audiences become the currency for T/V (Total 
Video). Currently, even in the most advanced 
markets, unduplicated viewing measurement 
across all screens is still a few years away. It is 
therefore crucial for the television industry to find 
new ways to better quantify TV audiences and 
count the “missing eyeballs”. Several markets 
are currently developing solutions in order to 
extend television audience measurement (TAM) 
beyond broadcast viewing (eg. Virtual Australia 
(VOZ) system to be launched in 2019)8. Many 
individual broadcasters have also invested in new 
metrics in order to capture total TV viewing (eg. 
in April 2018 NBCU launched Cflight – a unified 
advertising currency metric. Designed as an open 
industry standard, Cflight aims at providing a 
comprehensive representation of ad campaign 
exposures across all platforms and screens)9. 

In order to successfully compete in the digital 
space, broadcasters need to improve their data 
capabilities. While addressable TV advertising 
is on the rise in many markets, these types of 
offerings still make up a relatively small portion of 
the TV market. As publishers continue to introduce 
new targeting capabilities, the size of addressable 
audiences, the quality of data for audience profiling 
as well as the combination of different data sets 
remain the main challenges for media owners. The 
OTT space brings a significant opportunity for TV 
broadcasters in terms of collection of qualitative 

https://www.v-net.tv/2019/03/08/australia-prepares-for-a-world-first-total-tv-measurement-and-shared-audience-targeting-platform/
https://www.v-net.tv/2019/03/08/australia-prepares-for-a-world-first-total-tv-measurement-and-shared-audience-targeting-platform/
https://together.nbcuni.com/setting-the-new-standard/impact/cflight/
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first party data that media owners can capitalise 
on. Taking video advertising to the next level would 
require TV publishers to develop generalised data 
strategies that would facilitate the collection and 
activation of all first party data available from all 
proprietary services/apps and help actively drive 
viewers to these platforms (instead of consuming 
TV content elsewhere).

Simplification of media planning and buying 
processes is also becoming a must as buyers 
demand more efficient ways to purchase video 
inventory. “Walled gardens” in digital media (eg. 
Facebook and Google) provide audience buying in 
an easy-to-use automated setting. Key elements 
that could help broadcasters strengthen their 
position in the online world (when it comes to 
simplification and automation of sales) are, among 
others: the centralisation of booking solutions, 
delivery and yield, a better evaluation of campaign 
performance across different media assets and 
audience buying. A good example of a broadcaster 
initiative aiming at simplifying these processes is 
OpenAP in the US. Launched in 2017 by Viacom, 
Fox and Turner as an audience-based ad platform, 
the tool became transactional in April 2019. The 
recently introduced automated marketplace will 
allow agencies and marketers to buy audiences 
across national linear and digital video inventory.

................................................................

 M o r e  o n  t h i s  t o p i c

For more information on OpenAP please refer to 
egta Collections: Stronger together. Collaborations 
and alliances in the TV/video ecosystem (http://bit.
ly/2018_egta_collections_tv_alliances) and egta 
insight: Advances in audience buying. An overview 
of an industry trend (https://bit.ly/egta_insight_
audience_buying).

................................................................

The data-driven opportunities that OTT/VOD 
advertising offers will certainly continue to 
develop, presenting advertisers with new ways to 
reach audiences. Additionally, further advances in 
programmatic trading, advanced media planning 
and media buying tools are fast becoming a reality 
in the video space. Considering technology’s 
increasing share in the advertising market in the 
coming years, unlocking its full potential may soon 
become one of the most lucrative opportunities for 
advertisers.

 

http://bit.ly/2018_egta_collections_tv_alliances
http://bit.ly/2018_egta_collections_tv_alliances
https://bit.ly/egta_insight_audience_buying
https://bit.ly/egta_insight_audience_buying
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 Building sustainable 
 business models to 
 exploit new 
 monetisation 
 opportunities: 
 a roadmap for 
 TV sales houses 

Tips from Maarten Albarda, CEO at Flock 
Associates, Mentor for the egta VOD Masterclass 
(June 2019).
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Why invest in VOD/OTT?
When designing a sales strategy for ad inventory on OTT/VOD, it is crucial for TV broadcasters to clearly 
determine the “why” behind pursuing this new revenue source. Is it to: have a more competitive offering 
vs other market players, position yourself as a market leader in terms of business innovation/technology 
and/or generate substantial new revenue streams? Do you want to offer OTT/VOD products as a direct 
response to demands formulated by my clients/agencies?

Understanding the strategic reason for launching your VOD/OTT service will (and should!) impact your 
company’s programming, pricing and sales strategy. While it might be difficult to pinpoint one sole reason 
behind such a move, determining the company’s core motivations in the video space might help your 

organization better plan your next steps and ultimately lead to better success metrics.

Other key issues to consider


• Where can I make my video content available (self-owned OTT/VOD service, 3rd party video 

streaming service, common broadcaster-funded OTT/VOD service)?
• What are the main consequences for monetisation?


• What is the best revenue model for my OTT/VOD service taking into account the available 

content, market conditions and potential audience (subscriptions, advertising, pay per view, 
a hybrid method)?


• What type of content can be available through my OTT/VOD service: linear (pre-broadcast, 

catch-up/extracts, previews, live stream) or/and on-linear (original content created 
specifically for the streaming service)

• What implications does it have for the ad inventory? (for ad-funded services)


• What is the optimum B2C pricing strategy for available subscription plans? (for partially or 

fully subscription-funded services)


• How to estimate the available inventory and predict the volume of the inventory available 

for sale? (for ad-funded services)


• What is the best pricing model (CPM, PPV, cost-per-engagement, other)? (for ad-funded 

services)


• What types of ad solutions and formats should I include in my offer? (for ad-funded services)


• What is the optimal ad load? (for ad-funded services)



• How do I organise sales processes in terms of structures and responsibilities?
 - What segments of advertisers and agencies do I approach?
 - What sales methods do I employ (direct sales, network sales, programmatic)?
 - How do I position my OTT/video offer within the company’s overall sales strategy?
 - Who in my teams is responsible for selling the OTT/VOD offer?

€
Page 15
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 CHAPTER 02: 
An overview of existing 
OTT/VOD business 
models
OTT/VOD services exist in a variety of forms, with 
different funding and business models in place. 

The business models behind OTT/VOD services can 
be broadly classified as direct and indirect.

• With direct financing, the user pays for access 
through a subscription (SVOD) or on a pay-per-
view (PPV/transactional VOD) basis.

• Indirect funding takes the form of advertising 
(AVOD) or subsidies (eg. taxation or license fees).

Certain business models (hybrid VOD) may involve 
a combination of direct and indirect funding.

Long before concepts like TV Everywhere or Total 
Video became commonplace, the media industry 
started testing various approaches to monetise 
content on OTT/VOD platforms. Sponsorship-
based VOD delivery was one of the first concepts 
of video monetisation (very much like sponsored 
programmes on linear TV). While this form of 
financing is still present on various VOD platforms, 
it has long lost its initial status as a dominant 
approach to monetisation of video content10.

With the evolution of the video market and shift in 
viewing habits, several other business approaches 
came into play: Advertising-based VOD (AVOD), 
Subscription VOD (SVOD), Transactional VOD 
(TVOD)/Pay per-View (PPV), Hybrid VOD (HVOD), 
Premium VOD (PVOD) and Free VOD (FVOD).

10 Survey: Do You AVOD, SVOD, or TVOD?, 10 August 2016, https://www.streamingmedia.com/Articles/ReadArticle.
aspx?ArticleID=112879.

11 Ad Receptivity and the Ad-Supported OTT Video Viewer, IAB, October 2018, https://www.iab.com/wp-content/uploads/2018/10/

2.1. SVOD
Subscription VOD refers to a type of services based 
on a subscription agreement between the video 
provider and the viewer. Viewers who sign up to 
the service can watch video content without any 
advertising or access limitations. Subscribers pay 
a fixed fee (monthly, weekly or daily) in order to 
have unlimited access to a library of TV shows, 
series, movies, etc. Depending on the type of 
subscription, pricing plans may allow single or 
multi-user access to the service on one or more 
devices simultaneously. Usually, the payment 
automatically renews unless otherwise cancelled.

a .  A d v a n t a g e s  a n d  d i s a d v a n t a g e s  f o r 
v i e w e r s

Ad-free SVOD services provide the least disruptive 
viewing experience for users, who might prefer 
to watch content without being interrupted by 
advertising. 

The subscription model is particularly attractive 
for viewers who have an established interest in a 
certain type of content. It has the added benefit 
of generally being a cheaper option compared to 
other models such as PPV/TVOD (please see page 
21) which require paying for each piece of video 
content individually. 

Furthermore, content value and user experience 
(UX) have traditionally been part of the perceived 
advantages of ad-free SVOD. According to the 
results of a survey on Ad Receptivity and the Ad-
Supported OTT Video Viewer published by the IAB 
in October 2018, platforms such as Netflix, HBO 
Go/Now and Amazon Prime were the highest 
rated services in terms of user experience (91%), 
quality (89%), diversity (87%) and availability (87%) 
of content among the respondents11.

Many viewers consider subscription-based video 

https://www.streamingmedia.com/Articles/ReadArticle.aspx?ArticleID=112879
https://www.streamingmedia.com/Articles/ReadArticle.aspx?ArticleID=112879
https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
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platforms as a viable alternative to cable and pay-
TV that usually offer more expensive plans than 
those of SVOD services. According to the above-
mentioned survey, 88% of ad-free subscription 
service subscribers believe that these platforms 
deliver either excellent or good value (understood 
as the relation between the price, content offer 
and viewer experience)12. By comparison, cable/
satellite/telco TV got a score of only 59% and 
online-based cable operators (such as SlingTV, 
Direct TV Now) were rated at 84%13. While such 
views might highly depend on the individual 
preferences of each user (characteristic for the US 
market), they clearly highlight the ongoing shift in 
viewing habits. This aspect should be taken into 
account by TV publishers, who aim at distributing 
and monetising their content outside of their linear 
offer.

This being said, various industry reports show 
consumers are starting to experience certain level 
of confusion at having to manage subscriptions to 
numerous platforms and keep track of available 
content or content discovery. Such subscription 
fatigue among viewers might encourage them to 
become more open to other types of video services, 
which rely (solely or partially) on advertising. This 
is because access to such platforms is cheaper, 
easier to manage and does not require them 
to enter any contractual agreement involving 
recurring payments. 

IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf.
12 Ibidem and Subscription Video-on-Demand Services Get High Marks For Their Content, 22 October 2018,  

https://www.marketingcharts.com/digital/video-106137.
13 Ibidem.
14 More and More Video Companies Are Offering a Hybrid Ad-and-Subscription Model, Here’s Why, https://nicepeopleatwork.com/blog/

more-and-more-video-companies-are-offering-a-hybrid-ad-and-subscription-model-heres-why/.

b .  B e n e f i t s  a n d  c h a l l e n g e s  f o r 
p u b l i s h e r s

The main advantage of SVOD for media owners is 
that this model allows recurring revenue streams. 
It enables publishers to better forecast viewing 
numbers, predict upcoming incomes and forward 
plan their business strategies in a more reliable 
manner. 

SVOD is best suited for publishers who have a large 
portfolio, offer long forms of content and have the 
potential to sustain large numbers of viewers. 
It generally provides better retention and time 
spent per user. The revenues per subscriber tend 
to be considerably higher than in the case of other 
models.

However, SVOD comes with a number of challenges 
that operators need to address in order to make 
their service successful.

An important aspect to be taken into consideration 
is that SVOD is characterised by very high user 
acquisition costs. Some sources estimate that 
companies like Netflix need to spend $100 to 
acquire one single new user14. This means that 
user retention would have to last a minimum of one 
year for the platform to make a profit (assuming 
the monthly subscription rate was $9.99 at the 
time of the estimate). In the case of other operators 
(such as TV broadcasters) who already have a well-
established brand and a strong audience base 
linked to their overall media portfolio, the cost of 
user acquisition might be lower. Such providers can 
use their existing media channels to drive traffic to 
the new streaming services and extend the reach 
of their original products. 

https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
https://www.marketingcharts.com/digital/video-106137
https://nicepeopleatwork.com/blog/more-and-more-video-companies-are-offering-a-hybrid-ad-and-subscription-model-heres-why/
https://nicepeopleatwork.com/blog/more-and-more-video-companies-are-offering-a-hybrid-ad-and-subscription-model-heres-why/
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Businesses that choose to pursue an ad-free 
subscription model have to regularly update their 
video library to justify a continued money flow 
from the users. Diversified, high quality and unique 
programming therefore becomes a must.

In terms of user retention, while building their 
user pricing plans, SVOD operators should be 
particularly aware of challenges such as users 
cancelling their membership after expiration of 
the trial period and password sharing. According to 
some market estimates, for services fully relying 
on subscriptions, such as Netflix, the latter can 
result in losses up to $2.3 billion per year15. 

As ad-free SVOD predominantly relies on single-
source financing, this option can be relatively 
inflexible from a budgetary perspective. It can 
prove challenging for a publisher to adjust its 
business strategy to face unfavourable market 
circumstances and compensate eventual 
losses (such as a sudden drop in the number of 
subscribers).

By choosing an ad-free subscription model, 
publishers must address the problem of balancing 
the continuously rising content production and 
acquisition costs with the necessity to keep the 
pricing plans at an affordable level for users. 
Customer response to changes in pricing can be 
very sensitive, as evidenced by the experience 
of Netflix in the US in 2011 when a sharp price 
increase resulted in a considerable loss in the 
number of registered subscribers. The company 
has since turned its fortune notably by investing in 
original content and expanding into new markets. 

15 Password sharing could be costing SVODs billions each year, 1 March 2019, https://www.businessinsider.com/password-sharing-
costs-svods-billions-2019-3?r=US&IR=T.

16 In the US, basic subscribers will see their monthly rate increase from $7.99 per month to $8.99 per month; standard subscribers 
will be affected by an increase from $10.99 per month to $12.99 per month. Premium plan will now cost $15.99 per month 
(instead of $13.99). In Europe, the price of the medium tier will rise from €10.99 to €11.99 per month. For the most expensive plan 
the monthly fee will goes up from €13.99 to €15.99 per month.

17 TDG: New Research Reveals Growing Sensitivity Among Netflix Subscribers to Price Increases, 17 January 2019, https://www.
prnewswire.com/news-releases/tdg-new-research-reveals-growing-sensitivity-among-netflix-subscribers-to-price-
increases-300780309.html.

18 Ibidem.
19 Ibidem.

The more recent pricing increases (such as those 
introduced across several markets in 2014 
and 2015) did not result in a noticeable drop in 
subscription levels. Regardless, in January 2019 
Netflix announced the largest-ever price hike, 
where pricing plans will go up by 13-18%16. The 
increases will first affect the US subscribers, but 
similar changes will also be introduced in other 
markets (in Europe, the first affected markets will be 
Germany, Austria, Switzerland and Liechtenstein). 
The new pricing has been immediately applied for 
all new subscriptions. For the existing customers, it 
was introduced gradually thorough 2019. 

While some analysts claim that a small price rise 
is both necessary and acceptable to customers, 
other warn that even minor variations may have 
significant long-term implications. According to 
the report published by The Diffusion Group in 
December 2018, with an increase of $1 per month, 
8% of Netflix subscribers declared they would 
downgrade their plan and 8% said they would 
cancel the service altogether17. If the prices go up 
by $3 per month, the rate of cancellations is likely 
to double, while the rate of likely downgrades may 
nearly triple18. At a price rise of $5 per month, the 
rate of likely cancellation might increase to 38%, 
while the rate of likely downgrade may reach 
17%19. While the accuracy of these predictions can 
only be verified in the long term (as they depend 
on other factors, eg. the quality of the new content 
available on the platform and macro-economic  
trends etc.), such forecast clearly shows that 
with the current level of market saturation, if the 
biggest players (with the most loyal customer 

https://www.businessinsider.com/password-sharing-costs-svods-billions-2019-3?r=US&IR=T
https://www.businessinsider.com/password-sharing-costs-svods-billions-2019-3?r=US&IR=T
https://www.prnewswire.com/news-releases/tdg-new-research-reveals-growing-sensitivity-among-netflix-subscribers-to-price-increases-300780309.html
https://www.prnewswire.com/news-releases/tdg-new-research-reveals-growing-sensitivity-among-netflix-subscribers-to-price-increases-300780309.html
https://www.prnewswire.com/news-releases/tdg-new-research-reveals-growing-sensitivity-among-netflix-subscribers-to-price-increases-300780309.html
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base) start encountering resistance at increasing 
pricing levels, undoubtedly other operators will 
as well. Many industry experts also predict that in 
view of increasing content production costs, SVOD 
services might consider changing their business 
model in the future and introduce advertising as an 
additional revenue stream20.

2.2. AVOD
Advertising-based VOD refers to services where 
access to VOD content is free at the point of 
consumption and is only funded by advertising. 

a .  A d v a n t a g e s  a n d  d i s a d v a n t a g e s  f o r 
v i e w e r s

The most prominent advantage of AVOD is that 
this model allows users to watch unlimited quality 
content for free. The only costs incurred for the 

20 Next on Netflix: Advertising?, 11 February 2019, https://www.emarketer.com/content/netflix-is-an-ad-supported-option-
inevitable.

viewer are the internet charges. While the service 
might require that the viewer creates an account 
and logs in to access the platform, the access to 
the video library is not paid making this model the 
most cost-effective option for customers. 

This business formula is also characterised by the 
highest level of contractual flexibility as it does 
not require users to enter into any additional 
agreement (except for privacy policies and general 
terms of service) that could result in recurring 
financial obligations. This easy-in easy-out aspect 
makes it an attractive solution for viewers, who do 
not want to commit to any long-term viewing plan, 
pay for the service or add another subscription on 
top of other membership plans they have.

The AVOD model is however more disruptive for 
the viewer than SVOD or TVOD/PPV due to the fact 
that video content is interrupted by advertising. 

https://www.emarketer.com/content/netflix-is-an-ad-supported-option-inevitable
https://www.emarketer.com/content/netflix-is-an-ad-supported-option-inevitable
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With no specific regulatory framework regulating 
the ad load on online video platforms, the 
streaming service is free to decide on the number 
and length of interruptions. Additionally, some 
providers might prevent viewers from skipping the 
ads. 

b .  B e n e f i t s  a n d  c h a l l e n g e s  f o r 
p u b l i s h e r s

AVOD is a popular monetisation model as it makes 
user acquisition relatively easy compared to other 
options. Since viewers are not required to pay for 
access to the video library, they can easily signup 
and start watching content. This may easily 
contribute to an increase in audience numbers. 
Additionally, relevant recommendations provided 
by the platform can result in a growth of viewing 
time per user, thus enhancing revenue generation 
possibilities.

With the multitude of streaming services available 
on the market, viewers might not wish to pay 
for additional VOD services. Numerous reports 
show that audiences are becoming more open to 
video advertising. According to IAB’s report on Ad 
Receptivity and the Ad-Supported OTT Video Viewer, 
73% of adults 18+ OTT viewers in the US declared 
they watch ad-supported OTT video21. 45% of 
them say they watch ad-supported OTT video 
most out of streaming videos22. The report also 
indicates that AVOD viewers are a highly valuable 
audience as they are more receptive to advertising 
than SVOD or TV-only viewers. Additionally, they 
enjoy interacting with ads and are open to new 
brands and new types of marketing/ads.

The AVOD model offers a viable consumer 
alternative to subscription-based models as 
it allows publishers to capitalise on the many 
possibilities offered by the online space. It gives 
media owners a greater flexibility in terms of 

21 Ad Receptivity and the Ad-Supported OTT Video Viewer, IAB, October 2018, https://www.iab.com/wp-content/uploads/2018/10/
IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf.

22 Ibidem.

advertising formats and ad load compared to linear 
TV while (if done properly) ensuring a higher level of 
viewer engagement and targetability. The ability to 
deliver non-skippable pre-roll ads that can be hyper 
targeted and localised with back-end performance 
metrics is one of the most important selling points 
of video advertising. As AVOD allows for precise 
user-level targeting based on a wide array of 
data, it can constitute an attractive option for 
brands looking to reach segmented audiences with 
highly relevant ads in a brand-safe environment. 
Additionally, incorporating dynamic ad insertion 
allows the ads to be stitched seamlessly into the 
video streams making it less susceptible to ad-
blocker software. More information on advertising 
formats can be found on page 31.

The fully ad-supported VOD model is particularly 
suitable for services where the library consists of 
shorter forms content that appeal to a broader 
audience. This formula is also used where it would 
be difficult for the video provider to gate content 
and generate income through either a paywall 
or subscriptions. When it comes to long-form 
premium content, the AVOD model might not be 
as easy to justify unless that premium content 
is being viewed by millions. That being said, 
these purely ad-funded platforms are a common 
choice among TV broadcasters, who build their 
online platforms following the TV paradigm while 
capitalising on their linear programming and 
existing audiences. The careful positioning of VOD 
services in broadcasters’ media offer allowing them 
to increase the value of their inventory, remains 
one of the key aspects when building a successful 
business strategy. For more on this topic, please 
refer to chapter 03.

In order for AVOD to be profitable, a large 
audience base is needed to ensure large numbers 
of views and ad impressions. While the other 

https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
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monetisation models involve a retention-based 
sales component, AVOD requires getting as many 
eyeballs as possible. Without careful attention 
to the user experience, video advertising might 
become too disruptive for users and might result 
in considerable drops in audiences. Figuring out ad 
placement, length, frequency and type is what is 
necessary for AVOD businesses to find the perfect 
balance between ad income and impressions while 
reducing churn for viewers.

While video advertising comes with a great data 
potential and targetability, the lack of cross-
industry standards for measuring online video 
viewing is one of the most important challenges 
for both media owners and advertisers. This aspect 
is particularly important for TV broadcasters, who 
seek to effectively measure the viewing of TV 
content on digital platforms. 

AVOD operators are also facing challenges 
related to ad-blocking as ad-blocker extensions 
continuously evolve to support various ad formats 
(including pre- and mid-rolls). 

Due to high delivery costs, a complex optimisation 
of the ad parameters and content type, overall 
it takes longer for AVOD to become profitable. 
In general, the AVOD model might incur higher 
technology-related expenses compared to other 
models. Apart from web development (including 
UX) and bandwidth, the platform operator must 
also cover costs of ad tech (technology related to 
ad serving, dynamic ad insertion, data collection, 
targeting) and ensure the compatibility of standards 
across multiple devices and operating systems. 
Additionally, publishers need to acquire (and retain) 
personnel specialised in digital strategies, data and 
ad tech.

2.3. TVOD/PPV
With Transactional Video on Demand or Pay per 
View the viewer pays for each individual piece 
of content (or small package of videos) watched 
on the platform. Examples of such services are, 
among others: iTunes, Film4oD, Distrify or on-
demand options available on different providers’ 
set-top boxes.

TVOD systems can be divided into 2 sub-
categories:

• Electronic Sell Through (EST) (also known as 
Download to Own – DTO) is a formula in which 
the customer can purchase the content for 
download. The content can thus be accessed on 
demand on a computer, mobile device or cable 
in perpetuity for unlimited viewing in exchange 
for a transactional fee. It can be described as an 
extension of the home video market.

• Download to Rent (DTR) is the digital rental of 
a programme. Like in the case of EST, users 
can access the content on a computer, mobile 
devices and cable, but only for a limited period 
of time in exchange for a transactional fee. 

a .  A d v a n t a g e s  a n d  d i s a d v a n t a g e s  f o r 
v i e w e r s

From the viewer perspective, due to its contractual 
flexibility, this model is certainly one of the most 
beneficial features for those who only consume 
video content sporadically. The customer only 
pays for content he/she watched or downloaded. 
However, the PPV option might be an expensive 
choice for viewers who regularly watch large 
amounts of content.

b .  B e n e f i t s  a n d  c h a l l e n g e s  f o r 
p u b l i s h e r s

From the publisher’s point of view, the TVOD model 
makes an accurate estimation of operational costs 
and risks easier. Operational costs in the TVOD 
business are very straightforward: costs of server 
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+ CDN (content delivery network) to stream the 
video of a particular size plus the cost to acquire 
the single customer.

PPV also offers an easy revenue distribution model 
to video content creators. Unlike in the case of 
SVOD and AVOD, there is no confusion in what the 
user paid for, which makes it easier to evaluate 
margins for content creators. 

TVOD might also provide better revenue 
opportunities for freshly released content. As in 
general viewers have an affinity for newly released 
movie and serial content, the service can decide to 
charge a small amount for such videos. This might 
lead to immediate payment from users and can 
reach a considerable scale.

The TVOD model can work on a smaller scale than 
SVOD and AVOD. Since operational margins are 
fixed and revenue can be linked directly to content 
owners, the PPV formula can be particularly 
beneficial formula for companies who are at 

the beginning of their journey in the streaming 
business. 

One of the challenges associated with the TVOD 
model relates to user retention, which may 
prove difficult due to the fact that viewers have a 
tendency to pay for a particular piece of content 
and then leave the platform. Due to the on-off 
relationship with the user, TVOD can make it also 
more difficult for a publisher to fully capitalise on 
the opportunities linked to the recommendations.

2.4. HVOD
Hybrid Video on Demand refers to a business 
formula combining two or more revenue streams 
(eg. advertising and subscriptions).

As it might prove difficult for content owners 
relying on a single (primary) monetization model to 
secure a sustainable turnover, some publishers opt 
for a more flexible, holistic approach by choosing a 
hybrid business formula. Hybrid Video on Demand 
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is thought by many to be one of the most effective 
ways for video businesses to maximise their 
revenue as it enables VOD operators to rely on 
different ways to generate income.

The hybrid VOD model implies multi-tiered payment 
models to accommodate various customer needs. 
This strategy has long been employed by mobile 
gaming and software companies as an alternative 
funding method that allows customers to either 
purchase the product or download a free version 
and subject themselves to regular advertising. In 
case of VOD, the combinations of monetisation 
models are endless and require some trial and error 
to find out what works best for each individual 
business (SVOD + TVOD; SVOD + AVOD; SVOD + 
TVOD + AVOD).

A hybrid ad-and-subscription model offers room 
for upselling, cross-selling and variable income 
dependant on ad impressions. The flexibility that 
this model offers has proved to be very popular 
among various OTT operators. An example of such 
business formula has been applied by YouTube 
that, apart from its pure ad-funded services, 
has extended its offer by adding a number of 
subscription-based options (YouTube RED, YouTube 
Music). Another example of a hybrid approach 
is Hulu that allows users to choose between 
different pricing plans with or without ads (for 
more information on Hulu please refer to page 52 
and for TV2 Denmark – to page 48).

Hybrid monetisation models have become more 
popular due to the increased convergence between 
TV and digital video and the fragmentation of the 
video space. Many experts point out that holistic 
approaches can benefit all: consumers, who are 
able to view a wider variety of video content on 
their own terms, advertisers who can access more 
premium inventory across a range of platforms, and 
media companies who can fully exploit the value of 

23 Hybrid monetisation models are the future of premium video, 30 November 2018, https://www.v-net.tv/2018/11/30/hybrid-
monetisation-models-are-the-future-of-premium-video/.

their content via the optimum monetisation mix23.

a .  A d v a n t a g e s  a n d  d i s a d v a n t a g e s  f o r 
v i e w e r s

From the viewer’s perspective, one of the main 
advantages of hybrid solutions is their cost-
effectiveness compared to other models. Users 
get access to a large video portfolio for free or at a 
lower price than in the case of pure SVOD services, 
while being exposed to no (or fewer) ads compared 
to AVOD platforms. Many platforms offer viewers 
flexibility when it comes to choosing from several 
pricing plans (depending on the amount of served 
advertising).

b .  B e n e f i t s  a n d  c h a l l e n g e s  f o r 
p u b l i s h e r s

One of the most prominent advantages of 
the hybrid model is its business flexibility. For 
VOD operators that have so far relied solely on 
subscription or transactional revenue, hybrid 
monetisation brings the opportunity to introduce 
free or lower cost ad-supported tiers for viewers 
who do not wish to pay to view content or be 
tied to a regular monthly fee. A try-before-you-
buy sales method is part and parcel of the online 
marketplace. By pulling some content from behind 
the paywall and offering it for free, the service 
gives its consumers a sneak peek into the full 
product and unbiased user experience. This may 
help gain larger audiences, attract high CPMs and 
thus drive new revenues. Equally, other operators 
– such us TV broadcasters – traditionally funded 
by advertising could introduce a subscription 
providing their viewers with a premium access to 
certain types of content, such as a pre-broadcast 
digital window for super-fans, or ad-free catch-
up. These types of publishers could also consider 
implementing some transactional opportunities 
(eg. a possibility to pay a one-off fee to view a 

https://www.v-net.tv/2018/11/30/hybrid-monetisation-models-are-the-future-of-premium-video/
https://www.v-net.tv/2018/11/30/hybrid-monetisation-models-are-the-future-of-premium-video/


Page 24

series/a TV show without commercial breaks) to 
attract viewers who, for instance, prefer ad-free 
options or wish to only watch selected content on 
their mobile device in the offline mode.

Hybrid models enable operators to easily adjust 
their business strategy depending on the market 
circumstances as they do not rely on one single 
source of financing. Deriving a part of their revenues 
from advertising can help publishers make up for 
any possible loss in subscription/transactional 
income. It also provides operators with more 
flexibility in terms of their subscription offer – in 
response to changes in pricing plans introduced by 
their competitors. For more information on flexible 
B2C pricing strategies, please refer to the cases of 
Hulu (page 52) and TV Denmark (page 48).

With an appropriate number, length and 
format of ads, increased personalisation and 
targeting, publishers using hybrid solutions can 
easily increase the value of their inventory by 
capitalising on all the key advantages offered by 
the pure models: relative predictability of income 
coming from subscriptions, ad targeting and 
personalisation opportunities offered by data and 
maximised viewers’ engagement and receptivity.

This being said, in the case of mixed formulas 
including ads, it is increasingly important to 
correctly identify and maximise revenues coming 
from an ad payload (delivered across total content 
consumption) that is tolerable to each type of 
viewer to avoid customer churn and, at the same 
time, can be balanced by subscription turnover.

2.5. Other models
Premium video-on-demand (PVOD) refers to 
a business model that enables users to watch 
feature video content only a few weeks after 
it debuts in theatres. Most recently companies 
such as Fox and Warner Bros are experimenting 
with this model, by offering debut films to rent 
(similar to TVOD) a limited number of days after 

they preview in cinemas. The two main challenges 
linked to this model, are the anti-trust laws (which 
vary depending on the film studio), licensing 
depending on the country and distribution policies 
of individual theatre owners – who run the risk 
of their exhibition window being shortened, and 
potentially losing revenue.

Free Video on Demand (FVOD) refers to a business 
model where video programming is offered by 
a network operator/service free of charge for 
viewers but, at the same time, it does not include 
advertising nor require any subscription-based 
payments. Such services are offered by some 
public broadcasters, who cannot commercialise 
their inventory, as a part of their PSB (public service 
broadcaster) mission.
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 CHAPTER 03: 
Welcome to the world 
of Total Video. 
Maximising OTT 
monetisation  
opportunities for 
broadcasters
3.1. Types of content on OTT/VOD 
services
Within the current video ecosystems, there are two 
main types of content that a publisher can make 
available using the OTT technology:

• Content from the linear inventory, including 
post-broadcast catch-up and programme 
extracts, previews and live streaming

• Content that does not belong to the linear 
inventory, including original content produced 
specifically for the streaming service.

Additionally, depending on its duration, video 
content can be classified as: 

• Long-form (IAB defines it as more than 10 
minutes) and 

• Short-form (typically less than 10 minutes)24.

The type of content is directly correlated to the size 
and profile of the audience and it has an impact 
both on the choice of the business model of an 
OTT/VOD service as well as on all elements of the 
publisher’s monetisation strategy.

24 Guide to Digital Video Advertising, IAB, https://video-guide.iab.com/digital-video-advertising-landscape.

3.2. Exploiting the potential of 
video inventory
The typical business decision to be made by 
publishers when it comes to monetising video 
content is what to do with the original ad breaks. 
The first option for TV broadcasters is to make their 
content available in an unedited version compared 
to the TV broadcast. This solution is sometimes 
used for linear video content (catch-up services 
or live streaming). While it is certainly the simplest 
and most budget-friendly option, it does not allow 
for the creation of any additional inventory (as the 
video file includes the exact advertising breaks that 
were originally broadcast on TV) and offers limited 
capabilities in terms of data (apart from general 
log in information associated with basic statistics 
regarding video views, usually, no granular data 
for individual ad breaks and commercials is 
available). While a publisher can still monetise 
these additional audiences, this solution presents 
a limited potential in terms of additional revenue. 

The second option for TV publishers is to make 
their video content available in a “cleared” 
version (without the original commercials – if 
any). This option can be used both for linear and 
non-linear OTT content. In its pure variant, all 
original broadcast commercials can be replaced 
with online-only in-stream ads (and additional 
accompanying formats). It allows publishers to 
create additional inventory that can be sold on 
top of their TV offer. Broadcasters can experiment 
with various ad formats and ad load that are more 
flexible than those on linear TV and fulfil the needs 
of online audiences. Through OTT/VOD-adapted 
ads, publishers and marketers can capitalise on 
some of the benefits of the advertising technology 
used in the online space for years. The main 
advantages of this approach include:

https://video-guide.iab.com/digital-video-advertising-landscape
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• Opportunity to diversify the client base thanks 
to enhanced targeting, dynamic ad insertion and 
advanced analytics;

• Overall improvement of the quality, quantity 
and overall value of the online video offer;

• Improved user experience and more 
engagement;

• Possibility to better optimise ad load and 
therefore reduce churn for the viewers;

• Higher revenue per user (CPMs for video 
advertising are usually higher than for linear 
broadcast ads).

Some publishers may also opt for a combination of 
the two above-mentioned solutions. For instance, 
they may decide to insert digital ads on top of the 
original broadcast commercials by:

• Creating additional ad blocks,

• Adding extra commercials preceding the original 
ad breaks or

• Applying partial ad replacement by substituting 
some ads within original ad blocks (eg. 
local advertising from regional feeds, auto-
promotion, pro bono or bonus spots) by 
dynamically inserted commercials.

Such intermediate solutions are sometimes used, 
for example, to optimise off-prime time slots for 
live streaming where the sold out is lower, or to 
reduce overall ad load.

3.3. Yield and capacity 
management
While building a video monetisation strategy, 
it is necessary for publishers to establish a 
system of yield and capacity management for 
revenue forecasts and targets. The objective is to 
ensure guaranteed impressions are delivered to 
advertisers and to optimise yield by estimating 
remnant inventory. The remaining inventory can 

then be allocated to programmatic sales and/
or (in case of TV broadcasters) as incremental 
impressions to support broadcast TV campaigns. 
The most crucial component of such a system is 
the historical data about streams and audiences 
(eg. streaming and ad servers log files on sessions 
starts, pauses, drop outs and durations, google 
analytics data, mobile apps data, etc.) that can feed 
the optimisation tool with relevant information 
about audience behaviour.

3.4. Video content distribution 
channels and their effects on the 
monetisation opportunities
In terms of delivery methods, viewers can access 
OTT content through dedicated websites, apps (for 
mobile devices, desktops and smart TVs) as well 
as through set-top-boxes or additional solutions 
such as Chromecast, Amazon Firestick, AppleTV 
and many more.

TV publishers can make their video content 
available through self-owned OTT/VOD, common 
BVOD platforms created in cooperation with other 
stakeholders and 3rd party streaming services. The 
first two solutions have the highest monetisation 
potential as the content owners retain full control 
over the pricing and sales strategies and do 
not have to share revenues with any external 
operators. Nonetheless, some publishers (including 
TV broadcasters) make their content available on 
3rd party services (eg. YouTube). While this strategy 
allows them to better “follow their audiences”, 
it implies that they have to share their revenues 
with external platforms. Additionally, such 3rd party 
platforms and services may impose limitations for 
content owners in terms of monetisation or force 
them to prioritise their own ad solutions/inventory 
over those of individual publishers. This trend is 
particularly visible when it comes to video viewing 
on connected TVs. For instance, in deals with TV 
networks and other publishers that distribute their 
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apps on Roku25 and Amazon26, both platforms 
take 30% of the ad inventory available on their 
apps/devices/platforms. This can be particularly 
disadvantageous for smaller publishers. Big 
services (such as Hulu), due to their scale, may 
have the leverage to prevent platforms to retain 
big chunks of their revenue.

3.5. Pricing models
a .  C P M - b a s e d  p r i c i n g  m o d e l

The video advertising space is governed by several 
pricing models. The oldest of them (and still one 
of the most commonly used) is the CPM-based 
method. CPM stands for cost per mille (cost per 
thousand) and refers to the solution in which 
an advertiser pays a flat rate for every 1000 
impressions that an ad receives. The IAB defines 
impression as a way of measuring responses 
sent by an ad delivery system to an ad request 
from a user’s browser. These ad responses must 
be recorded as late as possible in the process of 
delivery to capture the closest to actual opportunity 
for an ad to be seen by a user. 

The CPM model is certainly the most advantageous 
type of deal for the publisher because of the 
predictable revenue stream and measurable 
results. In its pure form, this method focuses solely 
on one goal – reach – and it is not linked to any 
type of performance-based metrics: the website 
operator is simply selling the ad space, and it does 
not take into account whether the user engaged 
with it or not. This being said, in order for this 
model to be profitable, it requires relatively high 
traffic. Additionally, the ads are usually paid less 
and, if the clicks/interactions were generated, the 
publisher cannot monetise them. 

From the advertiser’s point of view, with the large 
amount of inventory available on the market, the 
CPM model remains one of the most interesting 

25 In 2017 Roku Launched its ad-supported service Roku Channel.
26 In 2018 Amazon launched an AVOD service Freedive.

options in terms of price: if the ad generates a 
high click-through rate, CPM is simply a low-cost 
method. CPM-based ads are a good solution for 
campaigns in which building brand awareness is 
more important than actual interaction with the 
user measured as an immediate ad performance. 
However, this solution presents a number of 
disadvantages for advertisers. The CPM model, 
being more of a quantitative benchmark rather 
than a qualitative one, runs into limitations when 
it comes to reflecting user’s engagement. The ads 
are billed even if they failed to provoke any kind 
of response from viewers (even if the user was 
exposed several times to the same commercial). In 
isolation, this model is often marked by a high risk 
of impression fraud. 

An additional challenge relates to media cross-
comparison. Video advertising on OTT/VOD 
services is often viewed by advertisers as a 
companion/complementary channel for other 
advertising venues such as TV. Many publishers – 
in particular TV broadcasters – see this segment 
as a part of the wider total video ecosystem, where 
their more traditional assets (linear channels) are 
paired with a video offer and then presented to 
advertisers in the form of cross-platform deals. 
As impressions do not have a direct counterpart 
in other advertising venues, tracking the ad 
performance of multi-channel ad campaigns can 
be challenging for both publishers and advertisers.

In view of the challenges linked to CPM in the 
context of the evolving video landscape, other 
pricing models have emerged. Regardless, CPM 
still remains widely used in online advertising 
and understanding this model is crucial for any 
publishers and advertisers who want to navigate 
the complex maze of video ad buys. 
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b .  C o s t  p e r  v i e w  m e t h o d

Another widely used pricing model is the cost per 
view (CPV) method, in which the advertiser only 
pays when an ad has been played. In most cases 
there is a pre-agreed minimum amount of time (eg. 
2 seconds) that an ad has to run before it counts 
as a view. A variation of this model is the cost 
per completed view (CPCV) method, where the 
publisher can only charge for ads that have been 
viewed to completion. 

Another alternative to the CPM-based pricing 
solution is cost per thousand viewed impressions 
(CPVM). In this case, advertiser only pays when 
an ad is actually seen 1000 times. This relatively 
new method intends to reconcile the performance-
related issues linked to the CPM-based ad buys. 

The main obstacle when it comes to the wide 
proliferation of CPVM is the notion of viewable 
impression that can be defined differently 
depending on the market player (eg. for Google an 
ad counts as “viewable” when 50% of it has been 
viewed on the screen for minimum 1 second or 
longer – for display ads, or plays continuously for 
minimum 2 seconds or longer – for video ads).

Among metrics linked to the viewability of video 
ads, it is worth mentioning AVOC (i.e. active view: 
impressions audible and visible at completion) 
that corresponds to the number of measurable 
impressions that were played to video completion 
and were also audible and visible at the time of 
completion. For instance, Google defines audible 
as the situation where the video’s audio was at 
10% or higher at any point, while visible means 

FIGURE 06: overview of the dominant Pricing models

VOD I Catch-up II

2%
2%

62%

33%

3%

64%

33%

I Data from 40 sales houses in 26 markets:  Austria (1), Belgium (4), Bulgaria (1), Canada (3), Croatia (1), Czech Republic (1), Denmark 
(1), Estonia (1) , Finland (2), France (2), Georgia (1), Germany (2), Ireland (1), Italy (2), Latvia (1), Lithuania (2), Netherlands (1), Poland (2), 
Portugal (1), Russia (2), Spain (2), Sweden (1), Switzerland (1), Turkey (2), UK (1), Ukraine (1)

II Data from 35 sales houses in 24 markets:  Austria (1), Belgium (4), Bulgaria (1), Canada (1), Croatia (1), Czech Republic (1), Estonia (1) 
, Finland (2), France (5), Georgia (1), Germany (1), Ireland (1), Italy (2), Latvia (1), Lithuania (1), Netherlands (1), Poland (1), Portugal (1), 
Russia (2), Spain (1), Sweden (1), Switzerland (1), Turkey (2), UK (1)

Source: egta VOD survey, April 2019
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at least 50% of the ad’s pixels were on screen. 
Variations of this metric are also used by some TV 
broadcasters (ex. Belgian broadcaster Medialaan, 
through their partnership with Moat) to guarantee 
the effectiveness and improve the transparency of 
their video campaigns27.

c .  O t h e r  p r i c i n g  m o d e l s

In response to the issues related to user’s response 
to ads, some market players introduced a number 
of additional pricing models such as:

• Cost per action (CPA) – in this method, the 
advertiser is charged only for ads that lead 
to a specific action that has been completed 
by the user (eg. sale, app install, signing in 
to a streaming service, download, etc.) and 
attributed to the specific ad. 

• Cost per engagement (CPE) – in this model, 
the advertiser is only charged for ads that 
triggered interaction with the user. In this 
case, engagement can include actions such as 
clicking, expanding the ad window, sharing on 
social media, liking, rating, submitting contact 
details or even pausing/muting the video. A 
variation of this model is CPL (cost per lead) 
where an advertiser only pays for ads that 
allowed him to gather the contact details of 
potential customers.

While the above-mentioned methods are 
predominantly used for display advertising, some 
publishers offer a limited number of video ad deals 
based on these models. The main challenges are 
that in the majority of cases, the conversion does 
not happen immediately and viewers may view the 
same ads on multiple websites/media channels. To 
resolve this issue, publishers (or advertisers) may 
have to develop additional and more advanced 

27 Viewability garantie – Medialaan start met uitkijkgarantie voor online videoadvertenties, 19 April 2018, https://www.mediaspecs.be/
medialaan-online-videoreclame-moat/.

28 Pay Per What? Choosing Pricing Models In Digital Advertising, 29 August 2014, https://marketingland.com/pay-per-pricing-models-
digital-advertising-97913.

29 Ibidem.

tracking assets (cookies, tracking pixels) that will 
allow them to track user’s behaviour thorough 
the funnel in order to determine which ad has 
ultimately triggered the user’s response. That 
being said, advanced attribution capacities come 
with increased risks related to data privacy. From 
the publisher’s point of view, these pricing models 
are risky as the revenue is directly linked to ad 
performance. For advertisers, while these methods 
address the notion of user response and do not 
require a lot of optimisation (the revenue flow is 
pretty straightforward: advertiser only pays for ads 
that have worked), they might lack scalability. They 
are therefore more appropriate to drive short-term 
effects than brand awareness.

d .  T h e  m e c h a n i s m  b e h i n d  p r i c i n g 
o p t i o n s

From the media owner’s perspective, ultimately, 
all pricing methods can be converted into a single 
metric: eCPM (effective-cost-per-impression) 
defined as effective revenue per impression for the 
publisher28. All pricing models can be translated 
to an eCPM by predicting what the click-through 
rate (CTR) and conversion rate would be for the 
ad if it were shown for the particular ad slot. This 
eCPM calculation depends on the accuracy of 
the click-through-rate (CTR) and conversion rate 
predictions. The less accurate the prediction, the 
more risk the publisher will take. 

As a consequence, when it comes to non-
auctioned media, publishers usually try to sell as 
much inventory as possible on a CPM (preferably 
premium) basis, and any remnant inventory on a 
cost per view (CPV) or cost per click (CPC) basis, 
and only then do they move on to cost-per-action-
based (CPA) sales29. In the case of auction buys, 
different pricing models are eligible to bid against 

https://www.mediaspecs.be/medialaan-online-videoreclame-moat/
https://www.mediaspecs.be/medialaan-online-videoreclame-moat/
https://marketingland.com/pay-per-pricing-models-digital-advertising-97913
https://marketingland.com/pay-per-pricing-models-digital-advertising-97913
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the same inventory. Many publishers may adjust 
the purchase options to accommodate this risk: if 
two or more commercials are competing for the 
same spot with a similar eCPM, the ad with the 
lower risk for the publishers is given preference. 
For instance, if one ad is bidding CPM while another 
is bidding CPC, the auction algorithm will prioritise 
the CPM-priced ad. Similarly, a CPC ad will be 
preferred over a CPA ad. 

Taking into account the above-mentioned factors, 
both marketeers and publishers should always 
take into account three factors: effort (time and 
expertise required to optimise the campaign 
performance), efficiency (ROI for the campaign’s 
objective) and scalability (ie. how much volume 
an advertiser can obtain for a given campaign 
objective)30. As a general rule, the less risk there 
is to the advertiser, the greater the risk to the 
publisher. Low-risk options (from the advertiser’s 
point of view), such as CPA-priced campaigns, 
have limited scalability, while CPM, CPV and CPC 
campaigns can potentially attain the same CPA 
target at greater scale, but they require greater 
optimisation effort to reach that same level of 
efficiency.

e .  T h e  f u t u r e  o f  p r i c i n g  m o d e l s

The multitude of existing pricing models can be 
challenging for both publishers and their clients. 
In the case of video advertising, several pricing 
solutions (including mixed ones) may co-exist on 
one market and publishers often combine different 
options in their offer depending on the inventory.

Despite the emergence of new pricing models 
in the video space, many experts claim that the 
traditional CPM pricing will not be completely 
abandoned. Many campaigns are focused more 
on branding than direct response, in which 

30 Ibidem.
31 Supply path optimisation refers to the improvement of verification algorithms for bid requests to allow smarter buying decisions 

and simplify buying layers by reducing infrastructure load.
32 With ads.txt (by IAB), publishers can declare which supply partners have rights to resell their inventory, indicating its legitimacy. For 

more information please refer to: https://iabtechlab.com/ads-txt-about/.

impressions and reach are the most important 
measures of campaign success. Despite the 
above-mentioned issues, progress is being made 
on alternatives and refinements to the existing 
models in response to the challenges faced both 
by publishers and advertisers. 

These current efforts to improve the existing pricing 
systems for video advertising are predominantly 
focused around three main issues: 

• Performance: any new pricing system should 
offer better performance metrics that clearly 
indicate the level of user engagement that the 
ad has received. This issue becomes increasingly 
important for TV broadcasters who, while 
expanding their business into the video sphere, 
need to build a compelling cross-platform offer 
and avoid the risk of cannibalisation.

• Accountability: with the increasing number 
of data sources used by both publishers and 
advertisers, it is necessary to ensure the quality 
and independent verification of data sets that 
form the basis of any pricing model. Currently, 
some companies (such as Moat or Integral Ad 
Science) provide tracking options for metrics 
including viewability, audibility and completion 
rates. These solutions gain in popularity and 
many brands/media operators refuse to work 
with partners who are not certified by such 
providers or do not follow common guidelines 
issued by industry bodies (the IAB, MRC – the 
Media Rating Council).

• Transparency: media owners and advertisers 
seek solutions for the growing ad fraud problem 
through efforts centred on areas such as: supply 
path optimisation31 or various initiatives aiming 
at introducing higher industry standards for the 
video space (such as ads.txt by the IAB32).

https://iabtechlab.com/ads-txt-about/
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The number of different pricing models will only 
continue to increase in the future, with platforms 
and media competing for shares of advertising 
budgets. As the number of options grow, it is 
important for publishers to understand the trade-
offs between pricing models in order to pick 
the combination that is most suitable for their 
individual business model, technical capacity and 
available inventory.

3.6. Advertising formats on OTT/
VOD services
a .  B a s i c  d i g i t a l  v i d e o  a d  u n i t s  a n d 
f o r m a t s

There are two primary types of video ad units33: 

• In-stream video ads that are displayed within 
the context of streaming video. Examples of 
such ads include pre-, mid- and post-rolls.

• Out-stream video ads that take place outside 
of in-stream video content. The key difference 
between in-stream and out-stream video 
ads is that out-stream video ads leverage the 
existence of standard display ad units to deliver 
a video experience (eg. while visiting a website, 
a user may view an article and a muted auto-
play video ad loads in a standard display ad unit). 
These types of ads are not the primary focus of 
the page and usually they are not rendered in 
a prominent video player. Out-of-stream ads 
can however be an additional monetisation 
opportunity for a publisher. Examples of out-
of-stream video include: in-banner video 
commercials, in-feed videos (native video 
ads in content, social or products feeds, often 
paired with a headline, description and a logo), 
interstitial videos (ads that appear between two 
content pages) and many more.

33 Guide to digital video advertising, IAB, https://video-guide.iab.com/digital-video-advertising-landscape.
34 Ibidem.

Digital video ads can be broken down into two 
basic groups of formats34:

• Linear video ads are ads that are inserted 
between segments of streaming video content 
much like a TV commercial. An example of such 
ads are pre-, mid- and post-rolls. Linear ad 
formats can be accompanied by a companion 
ad or they can include an interactive component 
such as branded components of the video 
player (i.e. logos within the control bar, progress 
bar, etc.);

• Non-linear video ads are served as visuals that 
“overlay” the video content. In this case, the ad 
runs concurrently with the streaming content 
so the user sees the ad while also viewing the 
content without interruption. They can take 
the form of text, static images, interactive rich 
media or video overlays. Non-linear ads can be 
served with companion ads.

b .  S t a n d a r d  a d v e r t i s i n g  f o r m a t s  o n 
O T T/ V O D  s e r v i c e s

Unlike traditional TV commercials, the online video 
space may offer a variety of ad formats that, 
depending on used technology and available data, 
can be highly personalised. Typically, advertising 
on OTT/VOD services may take the form of pre-, 
mid- or post-rolls of varying lengths. Advertisers 
can purchase certain numbers of ad slots available 
within a break. In most cases the standard length 
for pre-/mid-/post-roll is 15-30 seconds. However, 
many publishers offer additional options varying 
from 5 seconds up to 2 minutes. Some broadcaster 
VOD services (and other operators that offer 
broadcasters’ content) might also differentiate the 
availability and length of pre-, mid- and post-rolls 
depending on the type of service and content, eg. 
longer formats (>1 minute) might only be possible 
on catch-up (and not on VOD).

https://video-guide.iab.com/digital-video-advertising-landscape
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Many publishers offer various sponsorship 
opportunities for individual shows or even 
programming genres. These solutions might 
take the form of a simple static logo splash/title 
card (with or without voiceover/accompanying 
text) or rich media units (such as animations or 
videos). Many publishers also offer a wide range 
of additional brand-integration products such as 
digital product placement, advertiser-funded 
programming, branded microsites and games.

Other popular ad solutions on OTT/VOD include 
customised commercials developed by publishers 
for their individual advertiser clients. These tailor-
made ad units allow marketeers to strategically 
align their brands’ values and messages with 
programming through seamless integration that 
feels like video content itself and thus is less 
intrusive for the viewer.

Various publishers also offer display ad 
opportunities such as banners, billboards, 

overlays or galleries that provide additional 
monetisation opportunities and help optimise 
advertising space within the video player or on 
different parts of the website.

c .  S p e c i a l  f o r m a t s .  To w a r d s  g r e a t e r 
e n g a g e m e n t :  u s e r - e n g a g e d  a d 
e x p e r i e n c e s  a n d  i n t e r a c t i v i t y

Brands are constantly seeking viewable ad formats 
that deliver meaningful consumer engagement to 
meet their goals in a way that is non-intrusive for 
viewers. 

Whilst most OTT/VOD ad formats are clickable 
(ie. they can take the user out of the player/app 
directly to the brand’s website), in addition to 
click-throughs, publishers increasingly invest in 
the development of new innovative interactive 
formats around video content. These solutions 
(also referred to as iVOD) allow viewers to directly 
react to commercials displayed on their screens and 
then see the results of that interaction within the 
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VOD player. Interactive functionalities could take 
the form of a game/competition, extra content, a 
synchronised product description, a possibility to 
choose an ad that will be displayed (ad selector) 
or even enhanced T-commerce experience. They 
can be integrated or combined within other ad 
products (eg. pre-/mid-/post-rolls) or offered as 
stand-alone solutions. The main advantages of 
such interactive formats include: increased brand 
engagement, higher click-through rates, uplifts 
in brand recall through higher engagements, 
increased interaction rates and user dwell time.

Another example of ad formats that are making 
an entry into the OTT/VOD space are opt-in value 
exchange ads. While this type of ad solutions 
originated from the social game space, they 
quickly became mainstream across many different 
types of websites, apps, and now, increasingly, in 
connected TV as well as OTT/VOD environments. 
In essence, such ad products offer consumers 
something of value in exchange for their attention 
and time spent watching commercials. One of 
the main advantages of this form of advertising 
is that they require an active interaction with the 
viewer. Through the opt-in option the user has 
the choice to engage (against a reward) or not. 
The value exchange for the consumer is directly 
related to accessing the media experience that 
the user intended to access at the destination, eg. 
engage with a brand message on a BVOD app and 
immediately get a certain number of hours of ad-
free watching.

Another good illustration of advanced ad solutions 
that aim at providing users with greater control 
over their viewing experiences are pause-button 
ads, ie. static overlays appearing in the player 
that are triggered when a viewer pauses the video 

35 Examples of such solutions are pause button ads that are currently tested by Hulu in partnership Coca-Cola, and Charmin. The new 
format is expected to be officially launched (for selected content) in the second quarter of 2019. The Pause Ads won’t be appearing 
on episodes that have been rated TV-MA (content that may air only from 10:00 pm to 06:00 am). Advertisers will be able to target 
or “anti-target” viewers based on genre. For more information, please refer to page 52.

36 The next front of the streaming wars is the battle for ad-supported programming, 9 April 2019, https://digiday.com/media/inside-race-
scramble-ad-supported-ott/.

content35. This type of ad product is designed to 
allow viewers to choose a natural break in the 
storytelling. A similar solution aiming at optimising 
the usage of ad space are jumbo (king) spots – 
ad spots displayed when a user fast-forwards 
through the video content. Such viewer-initiated 
ad experiences are designed to be less disruptive 
for viewers and, at the same time, more effective 
for brands. This argument often forms a crucial 
part of the strategy to reduce the ad load on OTT/
VOD services while triggering greater engagement 
among viewers.

3.7. The resurgence of ad-
supported models. Ad load on 
OTT/VOD
a .  A d v e r t i s i n g  a s  a  k e y  e l e m e n t  t o  a 
f l e x i b l e  b u s i n e s s  m o d e l

Recent developments in the VOD/OTT space seem 
to indicate a resurgence of the ad-supported 
model. According to estimates from Magna Global, 
only in the US, OTT-based video advertising 
reached 2.7 billion USD in revenue in 2018, which 
represents a year-on-year growth of 54%. Magna 
further predicts a 39% growth in 2019 (to hit 3.8 
billion USD) and 31% in 2020 (to reach 5 billion 
USD)36.

A good illustration of the rising interest in ad-
supported models for OTT is a series of recent 
developments on the US market. 

https://digiday.com/media/inside-race-scramble-ad-supported-ott/
https://digiday.com/media/inside-race-scramble-ad-supported-ott/
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NBCU’s new streaming service will be widely 
launched in July 2020 with three different price 
tiers: a free option (Peacock Free) that comes with 
limited programming; an ad-supported premium 
tier (with the complete program library) that is 
free to existing Comcast customers and $4.99/
month for everyone else; and Peacock Premium 
– a $9.99/month ad-free version that is open to 
anyone.37 Earlier in 2018, Viacom bought Pluto 
TV, a free video streaming service that offers more 
than 100 linear-programmed channels. Viacom 
has been pitching Pluto TV to cable and satellite 
distributors as an add-on for broadband-only 
subscribers. The broadcaster has also reportedly 
been in talks to acquire Tubi TV, a free ad-
supported service currently partly owned by MGM 
and Lionsgate. Similar interest in ad-financed 
streaming solutions can also be observed among 
non-broadcaster publishers. A good example of 
this trend is IMDB’s Freedive – a free ad-supported 
service launched by Amazon in January 2019 (the 
platform later rebranded as IMDb TV)38. Roku has 
also been expanding the content available on The 
Roku Channel. In both cases, the availability of free 
content on Roku and Amazon devices may also 
help their hardware sales business. 

One explanation for the increasing interest in ad-
supported models for OTT/VOD is their potential 
to provide more flexibility in terms of B2C pricing 
– especially in view of the growing investments 
in content and technology. For many content 
owners and publishers, advertising is one of the 
key factors allowing them to remain competitive in 

37 NBC’s Peacock streaming service will launch on July 15th with three different price tiers, 16 January 2020, https://www.theverge.
com/2020/1/16/21068607/nbc-peacock-streaming-service-price-launch-date-ads-universal-comcast-office-harry-potter. 
Peacock debuted for Xfinity cable, broadband and Flex streaming customers in April 2020 and it will be made available for the 
entire U.S. market on 15 July 2020. 

38 IMDb TV is currently available in the US and includes a collection of movies and TV series as well as video content (such as movie 
trailers, celebrity interviews and short-form original series) currently available on the IMDb website. The service also features 
X-Ray, the IMDb-powered service that offers details about the title’s cast, crew, music, and more. At the moment, most of the 
ads on Freedive are for Amazon’s own private label products. If this service takes off, it will provide Amazon with new video ad 
inventory. Although there is no Prime Video tie-in at the moment, Freedive could act like an additional driver for viewers to try out 
the ad-free viewing option on Amazon.

39 2020 to Be the Year of AVoD, Says Ampere, 6 January 2020, https://www.tvtechnology.com/news/2020-to-be-the-year-of-avod-
says-ampere.

the crowded video space and fend off the growing 
dominance of global ad-free SVOD services 
like Netflix. By offering cheaper subscription 
plans (lower revenues from subscriptions are 
compensated by advertising), media owners can 
attract new audiences – especially among younger 
generations, users who decided to drop their TV 
packages (cord-cutters) and migrated towards the 
online space as well as viewers who already have 
several other paid video subscriptions. 

In one of its recent reports, Ampere Analysis states 
that 2020 will be the year of AVOD.39 One of the 
reasons behind the proliferation of ad-supported 
models lies in the structure of the video library 
that AVOD platforms have. Such services usually 
offer access to older programming that their SVOD 
counterparts (who tend to focus more on original 
content). Ampere believes that as AVOD services 
continue to grow, advertisers will invest more and 
more on such platforms. While AVOD platforms are 
following the proven path of using older content to 
build an interest, in time, they may also begin to 
offer a newer library and invest in original content 
– just like some of their SVOD peers.

For TV broadcasters, fully or partially ad-supported 
VOD models appear as a natural choice to capitalise 
on the long history of ad-funded television being 
funded by advertising. Such solutions can help 
these companies to bridge the gap between 
their linear and digital offers, increase the overall 
value of their inventory by offering new solutions 
to advertisers and compensate for decreasing 
viewing numbers on linear TV by intercepting 

https://www.theverge.com/2020/1/16/21068607/nbc-peacock-streaming-service-price-launch-date-ads-univ
https://www.theverge.com/2020/1/16/21068607/nbc-peacock-streaming-service-price-launch-date-ads-univ
https://www.tvtechnology.com/news/2020-to-be-the-year-of-avod-says-ampere
https://www.tvtechnology.com/news/2020-to-be-the-year-of-avod-says-ampere
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FIGURE 07: examples of vod/ott services in europe and beyond

Country/
availability

Name of the 
service + 

operator(s)
Business model Live streaming Free tier

Austria, Germany TVNOW 
(RTL Group)

HVOD  
(AVOD + SVOD) Yes Yes

Belgium VTM Go 
(De Persgroep) AVOD Yes Yes

Belgium

Stievie 
(De Persgroep; for 
Stievie Premium: 

in cooperation 
with SBS)

HVOD Yes
Yes  

(to be replaced 
by VTM Go in the 

near future)

Belgium RTL Play  
(RTL Group) AVOD Yes Yes

Belgium AUVIO 
(RTBF) AVOD Yes Yes

Bulgaria VOYO 
(bTV Mediagroup) SVOD Yes No

Canada CBC Gem 
(CBC)

HVOD  
(AVOD + SVOD) Yes Yes

Canada illico 
(Videotron) SVOD Yes No

Croatia Nova Plus 
(Nova TV) SVOD Yes Yes

Czech Republic iPrima 
(FTV Prima)

HVOD  
(AVOD + TVOD) Yes Yes

Denmark TV2 Play  
(TV2)

HVOD  
(AVOD + SVOD) Yes Yes

Estonia TVPLAY 
(All Media Baltics)

HVOD  
(AVOD + SVOD 

+TVOD)
Yes No

Finland C More 
(MTV Oy) SVOD Yes No

Finland Ruutu 
(Nelonen Media) SVOD Yes No

France MY CANAL 
(Canal+)

HVOD  
(AVOD + SVOD + 

TVOD)
Yes Yes

France 6play 
(M6 Publicité) AVOD Yes Yes

France MYTF1 
(TF1) AVOD Yes Yes

Germany Maxdome* 
(SevenOne Media)

HVOD 
(SVOD + TVOD) No No
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FIGURE 07: examples of vod/ott services in europe and beyond (continued)

Country/
availability

Name of the 
service + 

operator(s)
Business model Live streaming Free tier

Germany 7TV* 
(SevenOne Media)

FVOD No Yes

Germany 
(to be launched in 

2019)

JOYN* 
(ProSiebenSat1, 

Discovery)

HVOD 
(AVOD + SVOD)

Yes Yes

Ireland RTÉ Player 
(RTÉ)

AVOD Yes Yes

Italy Mediaset Play 
(Mediaset)

AVOD Yes Yes

Italy Rai Play 
(Rai)

AVOD Yes Yes

Latvia TVPLAY 
(AMB Latvia)

AVOD Yes Yes

Lithuania TVPLAY 
(All Media 
Lithuania)

HVOD 
(AVOD + SVOD + 

TVOD)

Yes Yes

Lithuania lnk.lt 
(LNK)

AVOD Yes Yes

Netherlands NPO Start 
(Ster)

AVOD Yes Yes

Poland IPLA 
(Polsat)

HVOD 
(AVOD + SVOD + 

TVOD)

Yes Yes

Poland Player 
(TVN Discovery)

HVOD 
(AVOD + SVOD + 

TVOD)

No No

Portugal RTP PLAY 
(RTP)

AVOD Yes Yes

Spain ATRES player 
(Atres Media)

HVOD  
(SVOD + AVOD)

Yes Yes

Spain mitele 
(PUBLIESPAÑA)

AVOD Yes Yes

Sweden TV4 Play 
(TV4)

AVOD Yes Yes

Sweden C More 
(Bonnier Group)

SVOD No No

Sweden, Norway, 
Denmark, Finland

Viafree 
(Nent Group)

AVOD Yes No

Sweden, Norway, 
Denmark, Finland

Viaplay 
(Nent Group)

SVOD Yes Yes
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FIGURE 07: examples of vod/ott services in europe and beyond (continued)

Country/
availability

Name of the 
service + 

operator(s)
Business model Live streaming Free tier

UK All 4  
(Channel 4 TV)

AVOD Yes Yes

UK, Germany, Italy Sky Q 
(Sky)

HVOD 
(AVOD + SVOD + 

TVOD)

Yes No

UK, Germany, Italy Sky Go 
(Sky)

HVOD 
(AVOD + SVOD + 

TVOD)

Yes No

UK, US 
(to be launched in 

2019)

Britbox 
(ITV, BBC)

SVOD No No

Ukraine Teleportal 
(Starlight Media)

AVOD No Yes

US IMDb TV* 
(Amazon)

AVOD No Yes

US Hulu* 
(Disney)

HVOD 
(AVOD + SVOD)

Yes No

US CBS All Access* 
(CBS)

HVOD 
(AVOD + SVOD)

Yes No

US Sony Crackle* 
(Sony)

HVOD 
(AVOD + SVOD)

No Yes

US, Europe 
(through Sky; to 

be launched  
in July 2020)

Peacock* 
(NBC Universal)

HVOD 
(AVOD + SVOD)

Yes Yes

Worldwide Disney+* 
(Disney)

SVOD No No

Worldwide 
(to be launched in 

May 2020)

HBO Max* 
(HBO)

SVOD Yes No

Worldwide Apple’s TV+* 
(Apple)

SVOD N/A No

Worldwide YouTube* HVOD 
(AVOD + SVOD)

Yes Ues

Worldwide Facebook* AVOD Yes Yes

Worldwide Pluto TV* 
(Viacom)

AVOD Yes Yes

Source: egta VOD survey, April 2019

* Source: Press articles
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audiences that prefer to watch TV content in an 
online environment.

According to the IAB’s study on Ad receptivity 
and the ad-supported OTT video viewer, 45% of 
adults 18+ who typically watch streaming OTT 
video report that they predominantly watch 
ad-supported video content40. Some experts 
emphasise that competition in the video streaming 
space should not be treated as a zero-sum game. 
Many households use multiple video services. 
In fact, most users pay for one or two ad-free 
streaming subscriptions (eg. Netflix or prime 
Video) that offer highly differentiated, exclusive 
programming and further supplement their 
content consumption with several additional ad-

40 Ad Receptivity and the Ad-Supported OTT Video Viewer, IAB, October 2018, https://www.iab.com/wp-content/uploads/2018/10/
IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf.

41 Is there a ceiling for streaming services?, 19 November 2018, https://magid.com/mentions/is-there-a-ceiling-for-streaming-
services/.

42 The Age of Television: the needs that drive us, 21 November 2018, https://www.thinkbox.tv/Research/Thinkbox-research/The-Age-
of-Television-the-needs-that-drive-us.

supported services. The 2018 Video Entertainment 
Study (VES) by Magid shows that consumers are 
willing to pay an average of 38 USD per month in 
total for streaming services and they are willing to 
subscribe to an average of six services (including 
free AVOD)41. This suggests that although OTT/
VOD operators are ultimately competing for the 
same pool of attention, ad-supported services are 
not necessarily directly competing with the ad-free 
offerings because they satisfy different viewers’ 
needs and consumers usually use several services. 
The complementarity between different forms of 
video was further explored by Thinbox in its recent 
study The Age of Television42.

https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
https://www.iab.com/wp-content/uploads/2018/10/IAB_AVOD_User_Study_PRESS_DECK_FINAL.pdf
https://magid.com/mentions/is-there-a-ceiling-for-streaming-services/
https://magid.com/mentions/is-there-a-ceiling-for-streaming-services/
https://www.thinkbox.tv/Research/Thinkbox-research/The-Age-of-Television-the-needs-that-drive-us
https://www.thinkbox.tv/Research/Thinkbox-research/The-Age-of-Television-the-needs-that-drive-us
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FIGURE 08: Average ad break/ad slot length

3-4 min< 3 min > 4 min

linear tv I vod/
Catch-up II

40%

40%

20%

74%

5%

21%

I Data from 25 sales houses in 19 markets: Belgium (3), Bulgaria (1), Canada (2), Denmark (1), Finland (1), France (3), Georgia (1), Germany 
(2), Ireland (1), Italy (1), Latvia (1), Lithuania (1), Netherlands (1), Poland (1), Romania (1), Russia (1), Spain (1), Sweden (1), Switzerland (1)

II Data from 19 sales houses in 16 markets: Belgium (2), Canada (2), Denmark (1), France (2),  Georgia (1), Germany (1), Ireland (1), Italy (1), 
Latvia (1), Lithuania (1), Netherlands (1), Poland (1), Russia (1), Spain (1), Sweden (1), Switzerland (1)

Source: egta VOD survey, April 2019

b .  A d  l o a d

In a crowded marketplace, the best VOD ad 
experience is the one that makes the most impact 
with the least intrusion. For ad-funded services, 
this means getting questions around ad load 
right, so viewers do not switch off. In this context, 
experts emphasise that it becomes increasingly 
important for OTT/VOD operators to identify 
and maximise the consumer tolerable revenue 
threshold (CTRT), ie. a total ad payload across 
total content consumption time that is tolerable 
for each type of user (subscriber or free viewer)43. 
Various pieces of research show that people are 
generally not against advertising, but they are 
bothered with irrelevant interruptions and non-

43 A new hybrid revenue model for OTT, 14 January 2019, https://digitalcontentnext.org/blog/2019/01/14/a-new-hybrid-revenue-
model-for-ott/.

optimised commercials/ad blocks that negatively 
affect the user experience.

In today’s streaming environment, in-stream ads 
are still the predominant form of video advertising. 
That being said, new solutions are being invented 
to optimise and maximise CTRT beyond in-stream. 
Examples of such solutions include: 

• Innovative and non-intrusive advertising 
formats that contribute to improving viewer’s 
experience through greater interaction with ads 
as well as more user control over the placement 
and selection of commercials (please refer to 
page 31);

https://digitalcontentnext.org/blog/2019/01/14/a-new-hybrid-revenue-model-for-ott/
https://digitalcontentnext.org/blog/2019/01/14/a-new-hybrid-revenue-model-for-ott/
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FIGURE 09: average number of ad breaks per hour

linear tv I vod/
Catch-up III

56%

29%

6%

33%

39%

38%

2-3 breaks< 2 breaks > 3 breaks

I Data from 24 sales houses in 18 markets: Belgium (3), Bulgaria (1), Canada (2), Denmark (1), Finland (1), France (3), Germany (2), Ireland 
(1), Italy (1), Latvia (1), Lithuania (1), Netherlands (1), Poland (1), Romania (1), Russia (1), Spain (1), Sweden (1), Switzerland (1)

II Data from 18 sales houses in 15 markets: Belgium (2), Canada (2), Denmark (1), France (2), Georgia (1), Germany (1), Ireland (1), Latvia 
(1), Lithuania (1), Netherlands (1), Poland (1), Russia (1), Spain (1), Sweden (1), Switzerland (1)

Source: egta VOD survey, April 2019

• Reduced or better calibrated ad load through:

 - Shorter and fewer ad breaks (including 
user-level ad load optimisation, depending 
on users’ category and behaviour, and 
user-level frequency capping to minimise 
interruptions and clutter); 

 - Limitations regarding total number of 
advertisers who can place their ads within 
certain pieces of content combined with 
creative ad packages offered to brands. 
A good example of such initiative is the 
concept of the break-free advertising by 
Crackle – a US streaming service, owned by 
Sony. Under this plan, Crackle only allows 
five brands to advertise across a single 
season of its original ten-episode shows 
(viewers see only five spots per episode). 

The service offers advertisers the possibility 
to enhance their commercials by packaging 
them with story arcs of unique content that 
will be threaded together across the entire 
season of the show. These story arcs could 
be creative narratives about the show’s 
setting, special insights about the characters 
from the creators, or a backstage look at 
the production – all designed to grab the 
viewer’s attention and tied to the brand’s ad.

Many experts indicate that reduced ad load, 
combined with advances in data targeting 
capabilities and addressability can significantly 
boost viewer engagement and increase overall 
yield for publishers. A good illustration of such 
trend is the collaboration between Belgian 
broadcaster Medialaan and Yospace - the UK 
based provider of server-side ad insertion (SSAI) 
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FIGURE 10: Average amount of advertising per hour (TOTAL)

6-11 min< 6 min ≥ 12 min

linear tv I vod/
Catch-up II

59%
29%

17%

46%

12%

38%

I Data from 24 sales houses in 18 markets: Belgium (3), Bulgaria (1), Canada (2), Denmark (1), Finland (1), France (3),  Georgia (1), Germany 
(2), Ireland (1), Latvia (1), Lithuania (1), Netherlands (1), Poland (1),  Romania (1), Russia (1), Spain (1),  Sweden (1), Switzerland (1)

II Data from 17 sales houses in 14 markets: Belgium (2), Canada (2), Denmark (1), France (2), Georgia (1), Germany (1), Ireland (1),  
Latvia (1), Lithuania (1), Poland (1), Russia (1), Spain (1), Sweden (1), Switzerland (1)

Source: egta VOD survey, April 2019

technology. The solutions offered by Yospace 
allow users of Medialaan-owned service Stievie 
to rewind live content mid-stream. As a result, ad 
breaks were reduced in length, allowing viewers 
to catch up with the live action. Thanks to the 
SSAI technology the publisher can take precise 
decisions (on a per viewer basis) when it comes 
to serving specific ads. Individual viewers are 
therefore served only relevant ad content, which 
drives up the CPM for the broadcaster. According 
to Medialaan, the introduction of server-side DAI 
(dynamic ad insertion) resulted in a 10% capacity 
increase for long-form views over 12 months44.

44 Reduction in ad load combined with addressable advertising can boost viewer engagement significantly in the OTT arena, 12 December 
2018, https://www.thebroadcastbridge.com/content/entry/12438/reducing-ad-load-for-ott-boosts-viewers-engagement.

3.8. Integration of video assets 
into the overall media offer
Publishers with multimedia portfolios, while 
developing video monetisation strategies should 
take into account several important factors. One 
of the key challenges is avoiding cross-channel/
product cannibalisation. For TV broadcasters, the 
positioning of video products within cross-media 
offers should ensure that video buys constitute 
an additional investment rather than shift budgets 
away from linear broadcast. Well-thought B2B 
pricing and content policies are therefore a must. 

Many TV publishers currently offer global Total 
Video packages to their clients. These kind of offers 

https://www.thebroadcastbridge.com/content/entry/12438/reducing-ad-load-for-ott-boosts-viewers-engagement
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FIGURE 11: Average length of a pre-, mid- and post-roll ad slot

PRE-roll slot MID-roll slot post-roll slot

I Data from 38 sales houses in 25 markets:  Belgium (4), Bulgaria (1), Canada (3), Croatia (1), Czech Republic (1),  Denmark (1),  
Estonia (1) , Finland (2), France (2), Georgia (1), Germany (2), Ireland (1), Italy (2), Latvia (1), Lithuania (2), Netherlands (1), Poland (1), 
Portugal (1), Russia (2), Spain (3), Sweden (1), Switzerland (1), Turkey (1), UK (1), Ukraine (1)

II Data from 30 sales houses in 20 markets:  Belgium (4), Bulgaria (1),  Canada (1), Czech Republic (1),  Estonia (1) , Finland (2), France (5), 
Georgia (1), Germany (1), Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (1), Spain (2), Switzerland (1), T 
urkey (1), UK (1)

III Data from 32 sales houses in 22 markets:  Belgium (4), Canada (3), Croatia (1), Czech Republic (1),  Estonia (1) , Finland (2), France 
(2), Georgia (1), Germany (1), Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (2), Spain (2), Sweden (1), 
Switzerland (1), Turkey (1), UK (1), Ukraine (1)

IV ata from 28 sales houses in 19 markets:  Belgium (4), Bulgaria (1),  Canada (1), Czech Republic (1),  Estonia (1) , Finland (2), France (4), 
Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (2), Spain (1), Sweden (1), Switzerland (1), Turkey (1), UK (1), 

V Data from 17 sales houses in 15 markets:  Belgium (1), Croatia (1),  Czech Republic (1),  Estonia (1) , France (1), Germany (2), Ireland (1), 
Latvia (1), Lithuania (1), Poland (1), Portugal (1), Russia (2), Spain (1), Switzerland (1), Ukraine (1)

VI Data from 15 sales houses in 14 markets:  Belgium (1), Bulgaria (1),  Czech Republic (1),  Estonia (1) , France (2), Germany (1), Ireland (1), 
Latvia (1), Lithuania (1), Poland (1), Portugal (1), Russia (1), Sweden (1), Switzerland (1)

Source: egta VOD survey, April 2019
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FIGURE 12: Average length of an ad depending on the type of ad slot

vod I

Catch- 
up II

vod III

Catch- 
up  IV

vodV

Catch- 
up VI

39%
61%

67%

33%

63.5%

38.5%

64%

36%

71%

29%

80%

20%

21-30 sec≤ 20 sec

I Data from 38 sales houses in 25 markets:  Belgium (4), Bulgaria (1), Canada (3), Croatia (1), Czech Republic (1),  Denmark (1),  
Estonia (1) , Finland (2), France (2), Georgia (1), Germany (2), Ireland (1), Italy (2), Latvia (1), Lithuania (2), Netherlands (1), Poland (1), 
Portugal (1), Russia (2), Spain (3), Sweden (1), Switzerland (1), Turkey (1), UK (1), Ukraine (1)

II Data from 30 sales houses in 20 markets:  Belgium (4), Bulgaria (1),  Canada (1), Czech Republic (1),  Estonia (1) , Finland (2), France (5), 
Georgia (1), Germany (1), Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (1), Spain (2), Switzerland (1), T 
urkey (1), UK (1)

III Data from 32 sales houses in 22 markets:  Belgium (4), Canada (3), Croatia (1), Czech Republic (1),  Estonia (1) , Finland (2), France 
(2), Georgia (1), Germany (1), Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (2), Spain (2), Sweden (1), 
Switzerland (1), Turkey (1), UK (1), Ukraine (1)

IV ata from 28 sales houses in 19 markets:  Belgium (4), Bulgaria (1),  Canada (1), Czech Republic (1),  Estonia (1) , Finland (2), France (4), 
Ireland (1), Italy (1), Latvia (1), Lithuania (2), Poland (1), Portugal (1), Russia (2), Spain (1), Sweden (1), Switzerland (1), Turkey (1), UK (1), 

V Data from 17 sales houses in 15 markets:  Belgium (1), Croatia (1),  Czech Republic (1),  Estonia (1) , France (1), Germany (2), Ireland (1), 
Latvia (1), Lithuania (1), Poland (1), Portugal (1), Russia (2), Spain (1), Switzerland (1), Ukraine (1)

VI Data from 15 sales houses in 14 markets:  Belgium (1), Bulgaria (1),  Czech Republic (1),  Estonia (1) , France (2), Germany (1), Ireland (1), 
Latvia (1), Lithuania (1), Poland (1), Portugal (1), Russia (1), Sweden (1), Switzerland (1)

Source: egta VOD survey, April 2019

ads in a PRE-roll slot ads in a MID-roll slot ads in a post-roll slot
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FIGURE 13: price of vod/catch-up offer vs. linear tv (b2b)

At a higher price than my TV offer

At a lower price than my TV offer

At a similar price than my TV offer

Q: How do you sell your VOD/Catch-up offer 
compared to your linear TV?

Data from 37 sales houses in 23 markets: Austria (1), Belgium (4), 
Bulgaria (2), Canada (2), Croatia (1), Czech Republic (1),  
Denmark (1), Estonia (1) , Finland (2), France (4), Germany (2), 
Ireland (1), Italy (2), Latvia (1), Lithuania (2), Netherlands (1),  
Poland (1), Portugal (1), Russia (2), Spain (1), Turkey (2), UK (1), 
Ukraine (1)

Source: egta VOD survey, April 2019

76%

5%

19%

encompass linear products and addressable TV 
(often defined as any type of TV content that allow 
advanced audience targeting, independently of the 
device on which it is accessed). In this context, TV 
publishers may face several challenges:

• Lack of unified measurement systems to 
measure TV consumption across all platforms 
and devices (the question of duplicated reach 
across different platforms and devices) and the 
existence of multiple metrics (including those 
proposed by the tech giants);

• Lack of standardised video trading currency;

• Problems related to transparency (viability, 
verification of data and accountability);

• (For some publishers) Lack of aggregated 
media planning and buying tools (in the form 
of a unified system facilitating planning against 
different audiences, booking and measuring the 
effectiveness of campaigns across different 
media channels).

3.9. Organisations of sales
a .  A v o i d i n g  t h e  r i s k  o f  s i l o i s a t i o n

The basic premise when building or adapting a 
publisher’s sales structure is that it needs to reflect 
as much as possible the buying side team structure. 
Therefore, if the buying side is structured around 
TV and digital departments, agency and direct 
clients, programmatic and direct buys, regional 
and sectoral differentiation, etc., the optimal sales 
team structure and process need to take all of 
these factors into account. Additionally, digital 
developments make it necessary for publishers to 
adapt their sales organisation in order to embrace 
tasks and expertise related to data, analytics and 
ad-tech. 

The formation of silos is, for many businesses, 
an unintended consequence of organisational 
rigidity and segmentation. As portfolios of media 
owners (including TV broadcasters) become more 
and more diversified, it becomes one of the most 
dangerous factors that can affect the performance 
of sales. The recent trend involves generalisation 
and training of sales teams, where companies tend 
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to promote synergies and greater cooperation 
between different departments (sales, marketing, 
insights/data) in order to be able to deliver more 
streamlined offers and innovative ad products.

b .  P r o g r a m m a t i c  a n d  a u t o m a t i o n

According to some industry experts, in the near 
future direct sales alone might not be sufficient 
to connect TV’s online inventory with the growing 
demand in a full and optimal way. Therefore, 
enabling sales processes and the ad tech stack 
for an automated and programmatic mode is an 
important task to include in the roadmap for TV 
publishers’ video assets. 

Automated solutions not only position TV as a 
fully digital and programmatic medium at scale in 
the eyes of buyers, but also offer a cost-saving 
model for the agencies involved in TV planning. 
Additionally, programmatic marketplaces are 
popular among digital native and D2C companies 
that never bothered to hire a media agency. Thus, 
a dedicated video buying dashboard unlocks 
television’s potential as an addition to their media 
mix and brings new clients and new money to 
broadcasters.

 Future perspectives 
The outlook for OTT/VOD is looking stronger than 
ever. Despite the disruption that it has caused in the 
way media and entertainment are consumed, this 
evolution will continue. Technical advancements 
in video delivery methods and targeting led to 
a business scenario centred on convergence 
and globalisation and new technologies that 
pushes the continuous transformation of the OTT 
landscape. While it may be difficult to predict (with 
certainty) the final outcome of these changes, it 
is possible to identify a number of trends that will 
shape the media and advertising industry in the 
years to come:

• Increasing number of OTT/VOD services: 
the number of video streaming platforms are 
expected to grow both on the broadcaster and 
non-broadcaster side.

• Evolving mobile media consumption: with 
an increasing penetration of mobile devices 
worldwide, there is an ever-increasing need 
for higher bandwidth and technical capabilities. 
The next generation of cellular communication, 
5G, is poised to solve this with the promise of 
low-latency. Future developments in this area 
are expected to drive both the consumption of 
streamed content and further innovations in 
terms of advertising.

• Convergence through data: the convergence 
of OTT/VOD advertising with e-commerce, 
aided by advanced analytics and personalised 
ad-injection is opening up a plethora of 
revenue models for providers (including TV 
broadcasters).

• Personalisation for loyalty and revenue: 
Earning the loyalty of cord-cutters and cord-
nevers takes more than just great content as 
they expect tailored ad and video services 
based on their choices, previous behaviour and 
preferences. Personalisation is therefore a trend 
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that will shape such aspect of video delivery 
as: user interfaces (content recommendations, 
search, etc.), subscription plans, metadata and 
highly-relevant targeted advertising offers – all 
to cater to the new era of video viewers.

• Continuation of efforts towards the 
establishment of a common measurement 
framework and a standarised trading currency 
for digital and TV.

• Developments in ad tech stack including 
programmatic and automated dashboard, ad 
serving technologies, targeting and analytics.

• Regulatory challenges related to data privacy 
and data protection – in particular with regards 
to the changes in the EU law (GDPR, e-privacy 
directive): These developments require 
important internal adjustments as well as 
coordination across the advertising value chain 
for all media stakeholders and their clients.

• In-housing of media planning/buying by some 
advertisers and the rising needs for easy-to-
use media buy platforms.

................................................................

 M o r e  u p d a t e s

For more updates and interesting press news 
on VOD/OTT please refer to egta Scoop.it board: 
https://www.scoop.it/topic/vod-ott. 

................................................................

https://www.scoop.it/topic/vod-ott
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 TV 2 Denmark: 
 constructing a new 
 flexible business 
 model for the 
 broadcaster’s VOD 
 service 

Christian Godske, Head of Commercial Product 
Development at TV2 Denmark talked to egta about 
how the adoption of a new hybrid revenue model 
for its online offering helped the broadcaster 
strengthen its position on the video market.

egta: In 2017 you adopted a new hybrid business 
model for your OTT platform (TV2 Play). Could you 
please tell us a bit more about the revenue streams 
behind it? 

Christian Godske (CD): We decided to launch this 
new hybrid model in 2017 whereby viewers can 
watch content for a reduced price in exchange for 
advertising. We call it “hybrid” as it combines two 

revenue streams: subscriptions and advertising.

Currently we have two basic products. With the 
basic plan users can only watch the video-on-
demand content. The full package offers them the 
access to both VOD programming and live TV. For 
these two products we have four different price 
points. Each product is available in two options: 
cheaper (with advertising) and more expensive 
(without ads). The basic plan with ads is priced 
at 6.6 EUR per month while the ad-free option is 
available for 10.6 EUR per month. The prices for 
the full package are 14.6 EUR per month (with ads) 
and 18.6 EUR per month (no extra advertising). For 
the ad-supported VOD options, the viewers are 
served up to 3 minutes of advertising in the form 
of pre-rolls. For live TV we retain the length and 
placement of the original ad blocks, but replace the 
ads with targeted advertising using Dynamic Ad 
replacement technology.

egta: What are the main advantages of this revenue 
model?

CD: This solution brought us three main 
advantages. First, it gives us more range in terms 
of the available price points. What we have seen 
(and this is very much linked to the psychology of 
people choosing what they want to buy) is that 
people rarely go for the cheapest option or the 
most expensive one. They tend to go for the one 
in the middle. In our case, it means that users tend 
to upgrade by choosing the full package and get a 
small reduction by picking the ad-supported plan. 
This allows us to generate a higher revenue per 
user. Second, the cheapest plan (VOD with ads) 
allows us to attract significantly younger viewers. 
In fact, 60% of subscribers choosing this option 
are below the age of 40, which is a significantly 
younger audience than on our linear channels. This 
is very beneficial for us in terms of the advertising 
products we offer as advertisers are more and 
more interested in younger demographics. Third, 
our hybrid pricing models allows us to be more 
transparent with the consumers by showing them 
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what the value of advertising is. From the user 
perspective, there is a real, tangible saving that 
comes with the ad-supported options as in order to 
benefit from the ad-free plan, they would have to 
pay 4 EUR more. We believe that being transparent 
with consumers will ultimately benefit not only us 
as a broadcaster but also advertisers as they help 
subsidise the content that viewers are watching.

egta: How can viewers access TV2 Play? Which 
devices and viewing platforms can be used to watch 
it? 

CD: TV2 Play can be accessed via a website 
and an app for desktops, mobile devices and 
smart TVs (also via Chromecast). We are now in 
negotiations with the likes of Play Station to make 
the app available through their platform. What is 
interesting here is that 75% of the viewing happens 
on the big screen. This TV-like content is therefore 
being consumed as a TV-like experience.

egta: What is the response from the viewers: which 
pricing option is the most popular and why? 

CD: In absolute numbers we have seen the 
greatest growth rate in the cheapest option (VOD 
with advertising). The reason for this is that when 
we launched our service, we already had a quite 
substantial customer base for the more expensive 
products, while the cheaper plan was new to 
the market. In this context, we need to take into 
account that there is almost no free-to-air TV on 
the Danish market. This means that we did not 
go from the free broadcast model to a paid OTT 
service. In fact, we went from a paid distributor 
model to a paid OTT service.

This being said, whereas the cheapest pricing plan 
attracted the highest number of new customers, 
we can see that more and more users later migrate 
toward the upgraded options including live TV.

egta: What is your content distribution policy? Are 
there any limitations in terms of content available 
through TV2 Play? Do viewers have access to the 

same video library independently of their subscription 
plan?

CD: The video-on-demand library is exactly the 
same for all customers independently of their 
subscription plan. The catalogue includes pretty 
much all video content we have ever made. The 
only difference between the cheaper and premium 
options is that viewers who have the full package 
subscription can also watch live TV.

Most live content will be made available in the VOD 
library after 24 hours.

In terms of our video portfolio, we do not have many 
Hollywood blockbusters. In fact, the majority of 
content available on TV2 Play are local productions 
made specifically for the Danish market, for which 
we own the rights. Having this unique content is 
really an unique selling point in the market.

One of the benefits the PLAY customers get is 
the ability to watch previews (programmes are 
available on TV2 Play a week prior to the scheduled 
broadcast date) which we promote quite heavily 
on our traditional, flow TV channels at the end of 
a piece of content. Interestingly, this is the greatest 
driver of new subscriptions on day-to-day basis.

egta: Does TV2 Play include any exclusive content 
specifically produced for this service?

CD: Currently about 98% of content available on 
TV2 Play is our broadcast content. However, we 
have started experimenting more and more with 
original content produced specifically for our VOD 
service (eg. behind-the-scene snapshots). Then, 
there is also branded content made exclusively for 
TV2 Play that offer new possibilities to advertisers.

egta: Is the ad-load the same compared to your linear 
channels? If no, what is the difference?

CD: There are actually two answers to this 
question. When watching live TV, the ad blocks on 
live TV streaming have the same length as on linear 
broadcast. However, as mentioned before, the 
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original ads are replaced by targeted advertising 
using Dynamic Ad Insertion technology. On linear 
TV, by law, we can have 12 minutes of advertising 
per (running) hour and on average an ad block 
on linear TV is about 7 minutes long (we are not 
allowed to interrupt the programming)

On our VOD content, we can serve up to 3 minutes 
of advertising before each new piece of content 
in the form of  pre-rolls. We might lose some 
advertising time compared to our linear channels, 
but as the most watched types of content in our 
VOD library is episodes of only around 30-40 
minutes and as viewers typically watch several 
episodes at a time, they often end up watching 
more than one ad block. As a consequence, the ad 
load per hour on TV2 Play is getting closer to that 
of the linear channels. 

One thing to keep in mind, is that our linear 
channels do not interrupt programmes with ads. 
We carried this practice over to our VOD service, 
where, although it is allowed by law, we have 
chosen to only offer pre-rolls.

egta: Are the ads different from those used on the 
linear channels or are they simply re-purposed TV 
spots? Are the ads dynamically inserted?

CD: In most cases we use repurposed TV ads, 
considering that the technical specifications for 
both linear broadcast and our VOD service are the 
same (in particular as most video viewing happens 
on the TV screen).

Compared to our linear offer, on TV2 Play we can 
see a slightly higher proportion of short ad formats 
– for instance, 6-second ads (we also use this 
format on addressable TV). Because of the price 
index applied to our on-demand offer, this practice 
has proven to be very profitable for us.

egta: How do you integrate TV2 Play in your media 
mix?

CD: Due to our dominant position on the Danish 
market, we are not allowed to bundle our linear 

and digital offer in a way to force advertisers to buy 
addressable TV (including ads on our VOD service). 
The way we present it to our clients is that we 
highlight the importance of differences in terms 
of demographics and the fact that TV2 Play allows 
our clients to reach additional audiences that are 
hard to get on linear TV. 

We put a lot of effort into developing an advanced 
analytics and reporting system. As of 1 March 
2019, all ads served on addressable TV are verified 
by an independent 3rd party auditor. We also 
provide media planners with the possibility to see 
an aggregated reach for commercials across our 
linear and digital outlets.

egta: Do you price your VOD higher or ower than your 
TV offer?

CD: We currently have the same price for both our 
ads in VOD and targeted ads in live TV advertising 
(where we are using dynamic ad replacement) – 
and collectively refer to this as ‘Addressable TV’. 
This price is about 2.5x higher than traditional 
(flow) TV advertising rates.

This has made it easier for us to communicate 
our offering in the market and also given us 
more flexibility in terms of delivering against our 
guarantees (there’s a very clear trend that when 
consumers are spending more time on PLAY 
watching live sports and other events, they watch 
less VOD – and when there are no big events that 
you have to watch live; then watch more VOD). 

I do believe however that the VOD inventory is 
potentially more valuable as the consumers have 
made a much more active choice in watching this 
and are therefore paying more attention; which 
should deliver more effect for the advertisers – but 
we haven’t conducted a study to document this 
yet.

I think there are 2 key elements to TV2 Play’s 
success. 

From the advertising perspective, I think it is 
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important that we all stick to the fact that this is 
television. That’s why we keep using the notion of 
‘Addressable TV’, which implies the best of both 
worlds: the legacy and the quality of television and 
data and targeting offered by digital. 

From the subscription model point of view, I believe 
that we have done well in developing a product and 
getting to a price point with our hybrid solution, 
whereby we have been able to get a lot of younger 
consumers to our OTT service and thereby allowing 
them to get to know and enjoy the content from TV 
2 (and paying for this as well).
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 Hulu: 
 an example of a 
 successful BVOD 
 service 
A b o u t  H U L U

Hulu is a premium OTT/VOD media service in the 
US that allows users to watch TV shows, movies, 
documentaries and more on a wide range of 
Internet-connected devices (connected TVs, 
computers and on mobile). Hulu’s offer blends 
the live TV experience with a large on-demand 
selection, including exclusive and original series.

The service was officially launched in 2008 as a 
joint venture between NBC Universal (owner of 
NBC and Universal Studios), News Corporation 
(owner of the Fox Broadcasting Company and 
20th Century Fox) and The Walt Disney Company 
(through its subsidiary ABC). As a result of various 
mergers and acquisitions on the American market, 
The Walt Disney Company currently has full 
operational control over the service. 

E v o l u t i o n  o f  H u l u ’ s  b u s i n e s s  m o d e l  – 
a  h i s t o r y  o f  a n  a g i l e  s t r a t e g y 

Hulu started with a uniquely ad-supported 
business model: viewers could watch TV shows 
for free but had to watch advertisements that 
interrupted the stream. 

In 2010 the company launched its paid subscription 

service (Hulu Plus). The paid plan, however, was 
not ad-free. It contained as many ads as the free 
version but provided viewers with access to a 
larger video library than the free option. 

In 2015, the service introduced a no-commercial 
premium subscription tier, which allowed viewers 
to watch content ad-free (with the exception of 
some shows that retained the pre- and post-roll 
ad pods). 

In 2016 Hulu ended the availability of free content 
through its own platform, making it oriented 
exclusively to subscription services. The company 
moved all of its free offering to Yahoo! View.

In 2017, the company strengthened its market 
positioning by launching the Live TV service that 
is supported by Xbox One, Apple TV, Chromecast, 
iOS and Android devices. At this stage, the service 
offered live streams of more than 50 broadcast 
and cable-originated channels. Hulu has also 
expanded its subscription plans by offering a wide 
array of addons and additional features (please see 
next page for more information).

In 2019, Hulu’s business model can be characterised 
as a hybrid formula with two revenue sources:

• subscriptions; and

• advertising.

R e v e n u e s  g e n e r a t e d  b y  s u b s c r i p t i o n s

The company currently provides four basic options 
starting from $5.99 per month: an ad-supported 
basic plan, an ad-free plan, an ad-supported plan 
with live TV and an ad-free option with live TV. 
Hulu accounts allow the creation of up to six user 
profiles per single subscription (with personalised 
programme recommendations based on a user’s 
favourite programmes and varying simultaneous 
streams depending on the package).

Users can further customise their base subscription 
by purchasing specific add-ons and extensions 
(HBO, Cinemax, Showtime, Starz, enhanced cloud 
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Hulu’s B2C pricing plans

base plans

HULU (ad-supported) 
$5.99/month

HULU (no ads) 
$11.99/month

HULU (ad-supported) + Live tv
$44.99/month

HULU (no ads) + LIVE TV
$50.99/month

Customisations

Can be added to any plan Can be added to live plan

HBO
$14.99/month

CINEMAX
$9.99/month

ENHANCED CLOUD DVR
$9.99/month

SHOWTIME
$10.99/month

STARZ
$8.99/month

UNLIMITED SCREENS
$9.99/month

ESPAÑOL ADd-ON
$4.99/month

ENTERTAINMENT ADD-ON
$7.99/month

ADD BOTH FOR
$14.98/month

Source: https://help.hulu.com/s/article/how-much-does-hulu-cost?language=en_US

DVR, unlimited screens, a dedicated Spanish 
language extension or entertainment add-on 
offering access to additional lifestyle content) – 
please refer to figure 01 for more details. 

In January 2019, Hulu announced that it had 
ended the previous year with more than 25 million 
subscribers in total and a net gain of 8 million 
for the year1. The 48% increase in the number of 

1 Hulu Tops 25 Million Subscribers, Claims Nearly $1.5 Billion in 2018 Ad Revenue, 8 January 2019, https://variety.com/2019/digital/
news/hulu-25-million-subscribers-2018-ad-revenue-1203102356/.

2 Hulu tops 25 million total subscribers in 2018, 8 January 2018, https://www.hulu.com/press/hulu-tops-25-million-total-
subscribers-in-2018/.

3 Hulu’s Live-TV Service Has Quietly Signed up 2 Million Subscribers, Reports Say, 1 March 2019, http://fortune.com/2019/03/01/hulus-
live-tv-service-2-million-subscribers/.

subscriptions (compared to 2017) makes Hulu’s 
customer reach surpass that of the US largest 
cable and satellite pay TV providers2. Available 
reports indicate that in March 2019, Hulu’s Live TV 
subscriptions reached nearly 2 million (which is a 
127% increase compared to May 2018)3.

https://help.hulu.com/s/article/how-much-does-hulu-cost?language=en_US
https://variety.com/2019/digital/news/hulu-25-million-subscribers-2018-ad-revenue-1203102356/
https://variety.com/2019/digital/news/hulu-25-million-subscribers-2018-ad-revenue-1203102356/
https://www.hulu.com/press/hulu-tops-25-million-total-subscribers-in-2018/
https://www.hulu.com/press/hulu-tops-25-million-total-subscribers-in-2018/
http://fortune.com/2019/03/01/hulus-live-tv-service-2-million-subscribers/
http://fortune.com/2019/03/01/hulus-live-tv-service-2-million-subscribers/
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A d v e r t i s i n g  o n  H u l u

A d  r e v e n u e s

Hulu ended 2018 with nearly $1.5 billion revenue 
generated from advertising (45% increase 
compared to 2017). In 2018, the service increased 
its advertiser base by 50% (compared to the 
previous year)4.

A d  f o r m a t s  a n d  b r a n d  i n t e g r a t i o n 
o p p o r t u n i t i e s  f o r  a d v e r t i s e r s

The service offers a wide range of advertising 
formats:

• A video commercial includes placement of the 
advertiser’s video creative into any one of Hulu’s 
standard long-form content commercial breaks.

• A custom integrated commercial (CIC) allows 
advertisers to integrate their brand values and 
message in a custom developed commercial 
which feels more like a part of the content 
rather than advertising.

• A premium slate is a custom seven-second 
video introduction that appears as the first 
video in pre-roll, priming viewers for the 
commercial to follow before they start watching 
content. The video execution is accompanied by 
intro text and “presented by” voice over. 

• A slate is a custom branded title card (via 
a standard logo splash in a still form) that 
appears in premium positioning before a video 
creative in the last pod before the beginning of 
a show. The advertiser’s brand logo is shown 
on a five- to seven-second animated screen 
with standard “presented by” intro text and the 
voiceover audio. 

• Spotlight is a solution for theatrical, TV tune-
in, or video game advertisers to amplify their 

4 Hulu tops 25 million total subscribers in 2018, 8 January 2019, https://www.hulu.com/press/hulu-tops-25-million-total-
subscribers-in-2018/

5 Hulu Tweaks Advertising Loads, 3 April 2019, https://www.mediapost.com/publications/article/334028/hulu-tweaks-advertising-
loads.html?edition=113420.

message and drive awareness for any new 
release by using Hulu as a marketing tool where 
they release their trailers and teasers. 

• T-Commerce is a solution developed to 
providing users with the possibility to directly 
buy products. While initially developed for 
purchasing movie tickets, this unit is likely to 
expand to other categories of products. 

• The interactive interstitials are rich media 
units (eg. photo galleries, video overlay, quizzes, 
polls) enabling greater interaction within the 
player space. They are displayed together with 
or in place of video commercials.

Hulu also offers several interactive units that give 
viewers more control over their ad experiences:

• Ad selector allows users to choose the ad 
they want to see. The viewer is presented with 
up to three video options. Once a selection is 
made, the user sees the ad of their choice. If no 
selection is made, an automatic ad creative will 
play.

• The masthead brand placement allows 
advertisers to integrate their branding with one 
of Hulu’s homepage mastheads.

• The branded entertainment selector (BES) 
allows the viewer to choose whether to watch 
a long-form commercial during the video 
playback, or to view the show with standard 
commercial breaks.

A d  l o a d

Hulu’s ad load is considerably lower than the 
average on other American network or cable 
channels. Currently, the company limits individual 
commercial breaks to 90 seconds5. In January 
2019, the service started testing pause button 
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ads that take the form of a display-like translucent 
unit when a user pauses the video content. The 
beta testing phase involved 2 brands: Coca Cola 
and Charmin. The new ad format is likely to be 
introduced in the second quarter of 2019.

Ta r g e t i n g  o p t i o n s  f o r  a d v e r t i s e r s

The company offers three ad-targeting options for 
brands:

• Splash – where the advertiser intercepts nearly 
every unique viewer on a single day;

• DMA targeting – where the advertiser receives 
data on nearly every viewer within a specific 
market;

• Targeted – that allows advertisers to target 
the ad according to demographics, geolocation, 
content length, genre, etc.

Hulu also provides seasonal ad targeting options 
like on Earth Day, Mother’s Day, Father’s Day, etc.
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 LOVEStv: 
 How broadcasters 
 can better position 
 themselves in the 
 battle for premium 
 video viewing on the TV 
 screen 
LOVEStv, the joint HbbTV-based platform created 
by Spanish broadcasters RTVE, Atresmedia and 
Mediaset España, launched in November 2018. 
The service currently provides access to seven-
day catch-up material from its partners, as well 
as the possibility to start watching a programme 
currently on air from the start, an improved 
electronic programme guide and an editorial 
recommendation service. LOVEStv remains open 
to all DTT operators who are interested in joining 
the project.

LOVEStv is available for viewers equipped with up-
to-date smart TV sets equipped with HbbTV 1.5 
or above (LG, Panasonic, Philips, Samsung, Sony 
and Vestel). By 2019 the service had reached 3.5 
million potential devices. 

Users can access the offering free-of-charge 
without the need to download or install an 
app. From the user’s perspective, this new 

interactive platform extends the functionalities 
of the existing individual developments over 
HBBTV (including the start-over functionality, 
and improved programming guide and content 
recommendations). In its current form, LOVEStv 
does not offer the possibility to record programmes. 

The service opted for the wireless telecom and 
broadcasting infrastructure outfit Cellnex that will 
further facilitate the transition of the platform into 
a streaming service.

egta spoke to Arturo Larrainzar Garijo, Director of 
Strategy at ATRESMEDIA, about how broadcasters 
can join forces to reinforce their position when it 
comes to premium video viewing on the big screen.

egta: Why did the Spanish broadcasters feel the need 
for a joint OTT platform? How does LOVEStv position 
itself on the market? 

Arturo Larrainzar Garijo (ALG): The origin of 
LOVEStv is strongly linked to the specificity of 
the Spanish market, where DTT remains the 
main distribution channel for TV. In fact, DTT has 
a 98% reach of the population and despite the 
development of the Pay TV platforms in Spain, the 
majority of TV consumption still happens on DTT 
channels. It is one of the most prominent values 
that we, as Spanish broadcasters, can capitalise 
on. It was therefore the most logical step for us 
to seize the opportunity linked to DTT as a first 
step in developing this partnership. Our goal was 
to improve the diversity and quality of the free TV 
offering and complement the country’s digital-
terrestrial offering. 
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In view of the changing viewing patters, we 
realised that viewers are seeking integrated video 
experiences, hence the growing popularity of 
services (such as Netflix) that offer large content 
bundles. We also have to remember that a big 
portion of viewing happens on the big screen.  
For premium video, it seems as though viewing 
experiences are migrating back to the living room 
– or at least back to the TV set. LOVEStv is our 
response to this trend. We decided to use the 
HbbTV functionality to improve user experience 
and allow users to access all available TV content 
through a single point of entry. 

egta: Could you please explain the business model 
behind the LOVEStv? How are broadcast partners 
remunerated?

ALG: Currently, LOVEStv has the same ad load (ads 
and ad breaks) as linear TV channels, so the ads 
are non-skippable and are still measured under the 
traditional TV currency. All ad sales activities are 
individually managed by each broadcaster. 

egta: What are the next priorities for LOVEStv?

ALG: We took the decision of launching the platform, 
even without digital ads, but the next priority for 
us is to substitute linear ads with digital targeted 
advertising and thus open new monetisation 
opportunities. We hope to complete this stage in 
2019. We are also considering the introduction 
of a login system that would help us in providing 
better programme recommendations. Gathering 
first party data is a real asset for broadcasters 
today. With this step we are hoping to unlock new 
high-value inventory linked to connected TVs and, 
of course, exploit opportunities linked to the data.

Since the very beginning of the project all the 
partners have declared that the last objective of 
this project is to transform LOVEStv into an OTT 
service available not only on smart TVs but also on 
other devices. We hope it will further open the door 
to a larger number of prospective viewers who 
could now access the platform for free and on any 
connected device. 
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 The future is 
 streaming, says 
 NENT Group as it 
 reinforces its position 
 on the video market 
Nordic Entertainment Group (NENT Group) 
holds a unique position on the Nordic video 
streaming market. The company launched its 
first streaming service in 2007. Currently, NENT 
Group’s streaming offering include two separate 
streaming possibilities: Viaplay (SVOD) and Viafree 
(AVOD), available in four markets (Sweden, Norway, 
Denmark and Finland). Both services are accessed 
through their individual websites, dedicated apps 
for smart TVs, mobile devices, Google Chromecast 
and Apple TV, as well as gaming consoles. Viaplay 
reached close to 1.3 million subscribers at the end 
of 2018 (34% growth compared to 2016), while 
Viafree have 3.4 million downloaded apps. 

egta talked to Alexander Bastin, SVP & Viaplay 
Chief Commercial Officer at NENT Group, about 
their position on the Nordic streaming market and 
the opportunities they see with their streaming 
services.

egta: NENT Group currently operates two streaming 
services with two distinct business models: SVOD and 
AVOD. From the media owner’s perspective, why did 
you opt for two separate products instead of rather 
opting for a single service with a hybrid funding 
(subscriptions + advertising)? What are the main 
advantages of this solution?

Alexander Bastin (AB): Offering both Viaplay and 
Viafree gives us a clear competitive advantage, 
where we can expand our total reach by targeting 
different audiences in the market. 

The streaming market is growing fast as 
consumers want to watch content when, where 
and how they want, which is why we already 
launched our first streaming service already back 
in 2007. And by having two differentiated services 
with unique consumer propositions, we are able to 
create additional value by capturing a larger share 
of the total streaming market. And our strategy 
to cater to different audiences through two 
services has proven to be very successful. Viaplay 
is targeting a premium streaming position where 
customers subscribe at a monthly fee to get access 
to international movies and series, the most 
loved kids content, live sports, and our original 
productions where we are set to premiere 20 new 
series every year. Viafree (launched in 2016), with 
3.4 million app downloads, is a free-to-use ad 
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funded service with a primary focus on reality and 
entertainment content. As such the products are 
complementary both in their business models and 
value propositions. 

egta: In terms of user experience, we often hear 
that viewers seek integrated TV experiences, i.e. they 
favour services that act as a single point of entry 
giving them access to the broadcaster’s complete 
video portfolio. What is the viewers’ response to NENT 
Group operating two streaming services on top of its 
TV offer?

AB: NENT Group’s business is built around our Free 
TV and Pay TV channels, our streaming services, 
radio channels, and our group of 32 production 
companies. With this setup we have created 
an ecosystem where we commission, produce, 
distribute, and offer our services directly to the 
consumers, which is a unique position. But it’s not 
a closed ecosystem, we have business partners for 
the distribution of our channels while we distribute 
channels from other media companies. We work 
closely with international studios and sports 
right holders, we produce programming for our 
platforms that’s being sold internationally, and our 
production companies have customers all across 
the world. 

Looking at our services and platforms, we have 
more windows and a higher reach across the 
Nordic region than any of our competitors, which is 
very important in order to utilise the content across 
as many platforms as possible. The catch-up and 
pre-windowing possibilities of our Free TV content 
on Viafree and on Viaplay are good examples of 
that. And our Viasat Pay TV offering also offers a 
top-of-the-line integrated experience as a Viaplay 
subscription is part of the package. 

egta: In terms of available content, what are the main 
differences between Viaplay and Viafree?

AB: Viafree’s strength lies within its own 
productions, covering formats that are made in 
collaboration with our TV channels as well as 

formats that are produced exclusively for Viafree, 
and on top of that sports clips. It is a fantastic mix 
of acquired, catch-up and web exclusive content. 
Viafree’s primary target group is a younger skewing 
audience, millennials, while the programming mix 
also attracts large audience groups across all ages. 

Viaplay is the home of the best international 
acquired series and movies from leading local and 
international studios, the most loved kids content. 
We produce 50,000 hours of live sports every 
year including UEFA Champions League, Premier 
League, Bundesliga and Ligue 1 football, NHL and 
KHL ice hockey, Formula 1, IndyCar, NFL American 
football, boxing, UFC, tennis, basketball, handball, 
golf and much more. And, Viaplay also offers 
exclusive local Nordic scripted drama where we 
are set to premiere at least 20 new original series 
every year. This is an exceptional mix of content 
that we offer our customers and has made us build 
a unique position on the Nordic streaming market.

egta: How do you position Viaplay and Viafree within 
your global media mix – both towards viewers and 
advertisers? In terms of audience, do you treat Viaplay 
and Viafree more as additional products or rather as a 
way to “intercept” TV audiences migrating towards the 
online video market? Do these services attract groups 
that are particularly hard to get on TV?

AB: As streaming is becoming the new norm, 
media companies like us must actively embrace 
the shifting dynamics towards streaming and 
monetise this trend with full attention on what 
the customers are asking for. Customers are 
increasingly consuming content on-demand, they 
want a personalised experience and they want 
the content to be available on any screen. And as 
the consumers’ appetite for traditional TV is still 
strong, the diverse consumer requirements provide 
NENT Group with an opportunity to strengthen our 
competitive edge by optimising our cross-platform 
model, exploring new synergies and upselling 
possibilities, while at any given moment providing 
exactly the kind of content that the consumers 
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want on just that platform.

For advertisers, Viafree offers an opportunity to 
reach a desired group of viewers through exclusive 
and local video content in a brand-safe digital 
environment. Today 3.4 million Viafree apps are 
downloaded across the Nordic region and we 
have more than 2 million registered users on the 
service, which provides an even better customised 
experience for the user, who’s also exposed to 
more relevant advertisement.

egta: What differs Viaplay and Viafree from its 
competitors? If you had to name 3 key pillars of NENT 
Group’s success in the video space, what would they 
be?

AB: A premium streaming service must offer an 
exceptional user experience in order for customers 
to invest their money and time with you. We 
have an in-house tech team who are constantly 
developing both Viaplay and Viafree to provide 
just that for our customers, and where we provide 
our unique mix of content that’s presented in a 
way that offers an individualised user experience 
based on each customer’s content preferences. 
The key aspects are to deliver precisely that to our 
customers:

1. We are a content champion with clear 
differentiators in what we offer our customers.

2. We launched our first streaming service in 
2007 and are constantly developing our 
streaming proposition where content, quality 
and the user experience is the reason for 
customer to tune in to our services.

3. And it’s all about the team where those of us 
working at NENT Group share the passion to 
provide the best entertainment experiences to 
our customers. 

egta: What are the next steps/main projects/priorities 
you are currently working on for both services?

AB: To be the Nordic region’s leading entertainment 

provider, capturing the growth within streaming.
Our main priorities are to:

1. Offer the best content, 

2. Drive user engagement through continuous 
product and tech development, and 

3. Have a deep customer understanding in order 
to provide an experience that sets us apart 
from the competition.
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 Sky Deutschland: 
 embracing streaming 
 services as a key to 
 maximising 
 broadcaster’s position 
 in the media space 

egta spoke to Thomas Deissenberger, Managing 
Director at Sky Media GmbH, about Sky’s video 
strategy.

egta: What is the business model behind your VOD/
Catch-up service (AVOD, SVOD, TVOD, hybrid)? 

Thomas Deissenberger (TD): Sky is an 
entertainment company with classic TV 
broadcasting services as well as on demand 
services like Sky Go, Sky Ticket and On Demand. We 
want to create the most convenient entertainment 
experience for our customers – therefore, it does 
not matter which way the content is delivered to 
the customer. It’s important to offer all content in 

one platform and in an easy-to-find way.

egta:  How can viewers access your VOD/Catch-up 
service? Which devices and viewing platforms can 
be used to watch it? Do users have to log-in/pay to 
access this service?

TD: We have two different types of VOD-‘services’ 
we offer. The first is a free classic TV subscription 
add-on, where you can see content on the go or on 
demand (Sky Go & On Demand). 

• Sky Go is available as an app on PC, Mac, Apple 
and Android Devices for mobile use.  

• On-demand Sky + or Sky Q subscribers receive 
free access to Sky programmes on demand: 

These include thousands of titles, including the 
latest movies, series hits and Sky Originals, high-
quality documentaries, numerous children’s 
programs and exclusive sports highlights.

The second is our streaming service Sky Ticket: 
Sky for everyone! Sky Ticket is the flexible entry 
into Sky via the internet with immediate access to 
the best Sky programmes without long contractual 
commitments. From 9.99 euros per month, Sky 
Ticket is available on PC/Mac, Smartphone, Tablet, 
Playstation 4, Xbox One, Smart-TV, Apple TV 4 and 
with the Sky Ticket TV Stick.

egta:  What types of subscription packages (if any) do 
you offer for viewers? 

TD: The packages of Sky Ticket packages are 
divided into content: sports, series, movies.

Sky Go and On Demand offer the content that 
is booked via the respective Sky subscription: 
Entertainment, Sports, Bundesliga and Cinema.

egta: Do some/all of them include advertising? 

TD: Sky Go & On Demand include advertising.

egta:  What type of content is available on your VOD/
Catch-up service. Are there any limitations in terms of 
content that is available? 
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TD: Due to licence type the availability is different. 
TX is available also on Demand, sometimes all 
episodes are available with the TX of the first 
episode in TV.

egta:  Can users watch live TV?

TD: Yes, they can with Sky Go and Sky Ticket.

egta: Is there any original content that is specifically 
produced for this service?

Our Sky Originals are the most successful and high 
quality series available on TV and VoD.

egta:  Are the ads different from those used on the 
linear channels or are they simply re-purposed TV 
spots? Are the ads dynamically inserted?

TD: The advertising in the linear signal is identical, 
linear dynamic ad insertion is not available yet. 

Additionally, we offer pre-rolls and sponsoring on 
Sky Go and On Demand to advertisers and with 
AdSmart we have a targeting solution, where we 
use the best data we have, (our subscribers data).

egta:  Is the ad-load the same compared to your linear 
channels? If no, what is the difference? 

TD: In digital we have a maximum of 2 pre-rolls 
plus sponsoring. Our linear ad breaks are the 
shortest in the market but yes, ad load is still less 
than linear ad breaks. 

egta: How do you integrate your VOD/Catch-up 
service in your media mix in order to increase the 
overall value of your inventory?  

TD: We offer total video commitments to the 
market which gives a lot of flexibility for agencies.

Furthermore, all event offers such as Bundesliga, 
Golf, Sky Originals include all platforms and our 
clients prefer booking all of them, recognising the 
multi-platform usage of our subscribers.

egta:  Do you price your VOD higher/lower than your 
TV offer?

TD: Our VOD-prices are based on the content and 
the demand, for example, the football CPT is higher 
than the Entertainment CPT. In digital we offer a 
premium CPT, which is based on a high-quality 
target group but also on low adload.

egta:  Do you treat your VOD/Catch-up service 
more as an additional product or rather as a way to 
“intercept” TV audiences migrating towards online 
video market?

TD: When we speak about Sky we must consider all 
our viewers as subscribers to a paid service. 

Therefore for us it´s a matter of providing them 
with the content, they want with the best and 
most recent technology rather than a matter of 
intercepting audiences. 

egta: How does your VOD/Catch-up service fit into the 
context of the German OTT/VOD market?

TD: We were the first OTT provider in the German 
market with Sky Go in 2010 – today we have more 
than 2 million registered users. And Sky Ticket is 
growing very fast.

egta:  How do you differentiate from your competitors?  

TD: First of all, with our content. Exclusive sport 
rights, high quality Sky Originals and fiction content. 
Our viewers consume content on all platforms, this 
opportunity is a real added value.

egta: Are the consumers of your online offer the same 
ones than the ones for your linear pay TV offer?

TD: The users of On Demand and Sky Go are of 
course mostly the same – or just other people 
in the family. Sky Ticket is a different story. This 
streaming service is used by a much younger 
target group, known for being more interested in 
flexible contracts.
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 DPG Media: 
 examples of innovative 
 online tv platforms 
S t i e v i e

Launched in December 2013, Stievie is an 
innovative second screen service that brings 
the content of the Flemish private and public TV 
broadcasters together on a single platform. Stievie 
stands out on the European marketplace, as it 
offers programming from several publishers in the 
same online environment. 

The service comes in a free and a paid version, 
respectively called Stievie Free and Stievie Premium 
(priced at €9.99 per month). The free version offers 
all programmes from the 7 DPG Media channels 
(VTM, Q2, Vitaya, CAZ, VTM KIDS, VTM KIDS JR. 
and Qmusic). Stievie Premium (launched in 2017) 
provides viewers with an access to 18 channels 
from VRT (Een, Canvas and Ketnet), SBS (VIER, VIJF 
and ZES), Discovery (Eurosport, TLC and Discovery 
Channel) and FOX (National Geographic and Nat 
Geo Wild) that together represent almost ninety 
percent of TV viewing in Flanders. It also allows 
users to record programmes on smartphones and 
tablets. 

All programmes can be viewed live or delayed, up 
to a week later, on smartphone, tablet, laptop and 
TV screen (via Chromecast or Airplay). 

The service features lighter per-session ad-

loads, personalised advertising and the ability 
to skip through commercials that viewers have 
previously seen. Due to lower ad load compared 
to linear channels, on a per-session basis, some 
ad inventory is being sacrificed but these loses 
are compensated by an increase in the number 
of new users and viewers who watch for longer, 
raising the total ad inventory across the service. 
Ads are charged on a per-impression basis. DPG 
Media (Stievie’s main operator; former Medialaan) 
can charge higher prices due to the fact that all 
commercials on Stievie are highly targeted.

V T M  G O

In April 2019, Belgian broadcaster DPG Media 
launched a streaming service called VTM Go. The 
new fully ad-supported VOD platform currently 
offers almost 300 programmes from DPG Media 
TV channels (VTM, Q2, Vitaya, CAZ, VTM KIDS, 
VTM KIDS JR. and Qmusic) as well as exclusive 
international series. The TV shows content are 
available both live and up to 30 days after the initial 
broadcast.

Personalised advertising ensures that the platform 
is free for all viewers. The advertising blocks are 
much shorter than on DPG Media’s linear channels 
(6 min/hour on VTM GO compared to 12 min/hour 
on TV).

The service can be accessed through a dedicated 
website, Chromecast and a mobile app for Android 
and iOS-based devices. The app will soon be 
available for smart TVs and Apple TV.

In terms of user interface, VTM GO closely follows 
the principles also present on other popular 
streaming services such as Netflix. Both the app 
and the website are structured in the same intuitive 
way and offer personalised recommendations 
based on the user’s previous viewing behaviour. 
Although all users have access to the same content 
library, the home screen look different for everyone. 
The service also includes a separate section with 
content addressed to children.
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According to DPG Media, VTM GO will gradually 
replace the free version of another VOD service 
present on the Belgian market – Stievie.

egta spoke to Olivier Van Zeebroeck, Digital 
Director at DPG Media Advertising Belgium about 
DPG’s digital strategy.

egta: Why did you opt for a fully ad-supported 
business model for VTM GO?  

Olivier Van Zeebroeck (OVZ): Advertising is our 
bread & butter given our history in traditional TV & 
Radio broadcasting. All our current video platforms 
are free & advertising funded platforms so this is 
a logical evolution for both our customers and our 
internal operations. We have simply moved the 
level of viewing comfort and depth of content offer 
to the next level to keep building the reach of our 
online offering

egta: You have a quite advanced online video strategy, 
by making your content available on Stievie as well as 
VTM GO. How are these two services complementary? 

OVZ: It is our intention to migrate all Stievie Free 
customers to VTMGO. Stievie Premium is an 
entirely different customer proposition - here we 
offer TV distribution via an OTT platform. Hence 
you have access to an aggregated offer of TV 
channels (not only DPG Media) which you can 
watch live & catch-up via web, mobile & casting 
without a bundle with other Telco services. It does 
allow customers to compile the cheapest offer in 
the market for TV service, by bundling Stievie as 
they want with internet and/or data from existing 
Telco players in the market. VTM GO is the AVOD 

service of DPG Media, here you can only watch 
content from our own channels - both Live TV, 
catch-up and catalogue of exclusive content
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 YOYN: 
 transforming the 
 German video market 
 with a new streaming 
 service 
In June 2019, ProSiebenSat.1 and Discovery 
launched their joint streaming platform – Joyn – on 
the German market. Combining the words “joy” and 
“join,” the service is based on a 50-50 joint venture 
formed in 2018 by the two media companies, but 
with the addition of Discovery’s Eurosport Player 
and ProSiebenSat.1’s Maxdome SVOD offering. 
Joyn is run as a separate entity with a staff of 200+ 
of its own. However, each shareholder will retain 
ad revenue from their own inventory.

The entire ad-inventory is marketed by SevenOne 
Media, the sales unit of ProSiebenSat.1 Media SE. 
In order to increase the potential reach, the ads are 
being integrated in the regular product lines resp. 
ad-rotations. Other than deals, Joyn cannot be 
booked at a brand-based level at the moment.

The new service is available as an app for 
smartphones and tablets (iOS/Android), Amazon 
Fire TV, Smart TVs (Android TV), Apple TV, 
Chromecast and on the web at www.joyn.de. The 
Joyn partners plan to expand the availability of 
the service with launches on additional smart TV 
portals through the autumn 2019.

Joyn’s user base reached about 1.7 million unique 
users in the first months of operation and has 
generated 2.5 million app installs.

The new streaming service grants its customers 
free access to 55 live TV channels. To date, 
ProSiebenSat.1 and Discovery have gained 15 
content partners for Joyn, including ZDF, Sport1, 
WELT, Viacom and Axel Springer. There has also 
been the addition of curated thematic channels, 
the first being the Food Network and MotorTrend, 
with more on the horizon. The service has also 
introduced two original, exclusive series (Single 
Diaries and Technically Single) with 5-7 min. long 
episodes. Further originals and co-productions 
such as “Check check” with the popular German 
TV host Klaas Heufer-Umlauf or “Frau Jordan stellt 
gleich” with Katrin Bauerfeind are also scheduled. 
Joyn has a total of 10 originals in the production 
pipeline and additionally offers access to some of 
its content seven days before TV broadcast and 30 
days after, on catch-up.

Initially an ad-funded offering, the service added 
a subscription tier in Winter 2019/2020, in which 
specific exclusive content and access to many 
sports-events is available as a paid offering.
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 ampere analysis: 
 2020: the state of VOD.
 Insights on the recent
 developments on the
 video streaming
 market. How can TV
 companies strengthen
 their position in the
 video space? 

egta spoke to Richard Broughton, Research 
Director at Ampere Analysis about the recent 
changes on the streaming market and their impact 
on the TV business.

egta: In your opinion, how will the video market 
evolve? What impact will the streaming wars have on 
the TV business (in particular in Europe)?

Richard Broughton (RB): There are a wide range 
of impacts which competition in the streaming 
market will have on the TV sector. Content 
repatriation and exclusivity is an early indicator of 
the direction of the market as the sector heads 
towards a period of increased siloisation. Certain 
US studio groups have pulled away from historic 
licensing strategies, preferring instead to focus 
on building their own direct-to-consumer brands, 
and many European broadcasters have expressed 
reluctance in licensing content to services such as 
Netflix and Amazon, as they see the risk from a 
long-term audience perspective. 

We can see the effects of some of this in the 
dwindling volume of content belonging to certain 
studios and broadcast groups available via rival 
online video services or broadcast channels. 
However, as previous licensors still require 
content for either their broadcast channels or 
VOD catalogues, the effect of this is to push 
many major TV groups to focus increasingly (if 
they weren’t already) on home-grown original 
commissions. This in turn has consequences. Both 
due to the rise in demand, and in the increased 
quality requirements of a crowded market - we’ve 
started to see an increase in competition in the 
production space. This represents a challenge for 
many European broadcast groups, which have 
comparatively small viewer bases (compared to US 
groups with larger domestic or global audiences, 
permitting greater per-hour content investments 
than peers) and dwindling market share. For many 
such companies, the question boils down to: Can 
you compete head-to-head with not just one rival 
with bigger budgets, but half a dozen major groups, 
all investing extensively in new content.

egta: Is there still a place for the new entrants in the 
crowded video space (both from the consumer’s and 
business perspective)?

RB: There is still some space, but it is dwindling 
rapidly. There are a few ways we can assess 
how much room is available. One is from a spend 
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perspective - how much can consumers afford? 
We can get some idea of this from the current 
spending patterns in the market. In countries 
such as France, Germany and the UK, consumers 
spend between €7bn-€12bn in each market 
every year on subscription TV services (both pay 
TV and OTT). And that figure is fairly stable - the 
average household in France and the UK spends 
just 10% more than they did five years ago - so 
these numbers are a reasonable guide as to what 
a typical household is willing to spend. So, if we 
imagine all of this money was now spent purely on 
subscription OTT services, the average household 
in each market could support from 2.3-3.3 services 
(at current pricepoints). So, in one respect, the 
market will not support a great many services - but 
we also do need to remember that in territories 
the size of France, Germany and the UK, this could 
still be as many as 75m-100m subscriptions per 
country.

The other factor is attention/view-time, which 
brings us ad-funded video services...

egta: We often hear that 2020 is the year of AVOD 
services. Can you share some insights on the future 
perspectives for subscription and ad-supported 
models?

RB: As the subscription market becomes more 
crowded, many media groups are concerned about 
the challenges with getting consumers to pay for 
yet another OTT product. Much of the OTT boom 
has been driven by consumers taking relatively 
low-cost VOD packages, but consumers are 
certainly not spending less on TV than they used 
to. In territories such as the US, where pay TV 
services weigh in at $90 per month on average, 
and many consumers take SVOD products on top 
of this, AVOD services are expanding to fill a niche 
in the market and have been rapidly adopted by 
households which aren’t willing to spend any more 
on subscription TV. Growth has been rapid. 17% of 
US internet users now make use of one or more 
of the new AVOD platforms - Pluto, Tubi, Vudu, 

and others - and major media groups like Viacom, 
NBCU and Fox have taken stakes in these services 
to capitalise on the perceived opportunity.

But for Europe, the situation is a little different. 
Europe has always enjoyed a heritage of strong 
free-to-view TV services, and the VOD products 
operated by the main commercial and public 
broadcasters in Western Europe already reach 
between 30%-70% of local internet users on a 
monthly basis. Furthermore, these VOD services 
are increasingly transitioning away from being pure 
catch-up TV vehicles simply repeating broadcast 
shows, to becoming AVOD-analogues with large 
catalogues of box-sets. So when we talk about 
the year of AVOD, it has a few meanings - 1) the 
expansion in the US of the new pure-play AVOD 
platforms, but also 2) the adjustments being made 
by commercial broadcast groups in Europe, which 
are adapting their catch-up platforms to become 
more diverse and comprehensive video services.

egta: What are the main challenges that TV companies 
face when it comes to competing on the video market?

RB: Discovery and complexity are becoming 
some of the key issues for TV companies. 
The average consumer is presented with an 
increasingly bewildering array of video services - 
and discovering, finding and browsing for shows 
is growing more complex by the day. So even if 
groups are investing heavily in new high-end home 
grown shows to drive audiences, ensuring that 
those audiences find and watch their new tentpole 
title is arguably more difficult than ever.

egta: What are the main action points for TV 
companies to remain successful in the video space? 
What are the key aspects that broadcasters can 
capitalise on? What elements should they implement 
and what should they avoid?

RB: To deal with some of the complexity, 
aggregators will be essential. Broadcasters need 
to ensure that they are proactively making deals 
with as many aggregation partners as possible - 
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including pay TV groups with set-top box-based 
VOD services, device manufacturers, groups 
like Amazon and Apple - and perhaps just as 
importantly, ensuring that the tools necessary 
for consumer navigation and discovery are in 
place. This could be: ensuring universal search 
is supported, providing sufficient metadata for 
content recommendations, etc. Obviously, there 
are trade-offs at every stage, and certain elements 
are in the hands of aggregator partners, but in the 
current fight for audience attention, building (or 
retaining) scale until the market calms down is 
essential. 

egta: Are collaborative projects a chance for 
broadcasters to strengthen their position in the video 
world?

RB: Yes - we’ve seen an array of collaborative 
production projects embarked on by European 
broadcasters. Scandinavian groups have been 
particularly active in this area, pooling resources and 
sharing output - the Nordic 12 initiative, spanning 
the region’s public broadcasters - is a great 
example. But the harder-to-quantify challenge 
here is one of organisation and agreement. While 
I’m sure that most of Europe’s broadcasting groups 
would agree that collaboration is important, the 
logistical and practical challenges of large-scale 
co-production arrangements, and the nuances/
details of agreements, have proved to be a 
roadblock for extensive investment. A pooled and 
largely independent vehicle for content production 
and investment may be a more appropriate 
strategy for accelerating collaboration  - but any 
such entity faces the problem that any one of its 
backers may find the shows aren’t working for its 
local consumers, and thus disputes over funding 
share will remain a persistent challenge in driving 
the scale of cooperation the market needs.

egta: Can localised services still be profitable in the 
digital landscape dominated by global players?

RB: Also, yes - the major US services have 
focused primarily on scripted content, and are 
still dominated by US-origin shows. While this is 
changing to a degree, it is very unlikely that it will 
ever make financial sense for these players to be 
producing the local-interest, reality documentary, 
news, factual and soap content which European 
groups have largely entrenched around. The 
key battle will be around high-end drama - can 
European groups compete with the scale of 
budgets of Netflix, HBO, Disney, when it comes to 
scripted content?

egta: Like most industries, the TV business was 
heavily hit by the COVID-19 crisis. What strategies 
should TV companies be considering during these 
challenging times? How (and why) can (and should) 
they use their streaming services to compensate for 
the loss of ad revenues? Can this crisis change the 
outcome of the streaming wars?

RB: It’s obviously a very challenging time for 
ad-funded TV groups in particular, given how 
rapidly media buyers are adjusting their spending 
patterns. It is extremely unlikely that TV groups will 
be able to use OTT services to compensate for all 
but a fraction of the lost ad revenue, in our view. 
However, there is an opportunity for the mid-term. 
Viewing of TV is up as a consequence of isolation 
measures - and streaming video in particular is 
benefiting from consumption increases. So, the 
current dynamic represents a chance for besieged 
commercial and public service broadcasters to 
reach consumers looking for fresh entertainment 
during this unusual period of social-distancing and 
lockdown. In particular, there is an opportunity 
to reach younger consumers who may have 
switched off from broadcast TV, and cement 
brand adherence for when restrictions begin to 
be relaxed - so commercial and public TV groups 
should be actively exploring how to market to 
these categories of consumers. In the mid-term, 
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many of the major US-backed OTT services will 
be facing a supply crunch, as a great deal of their 
TV productions are now temporarily suspended. 
While European broadcasting groups face similar 
challenges, there will be a brief period in which they 
may be able to use high-profile shows to capitalise 
on the momentary weakness in the global TV 
giants’ line-ups. Services which are reliant on a 
small number of key titles, as opposed to large 
catalogues, are likely to be particularly vulnerable to 
churn during this time period - Netflix and Amazon 
are likely to be well-positioned, but some of the 
newer entrants will find this slowdown represents 
an unexpected hurdle in their launch path.
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