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Funding Public Service Content for Young Audiences in the UK 

A CMF Briefing  
 

Summary 

CMF held a Summit in February 20241 exploring the dual issues of funding and finding 
public service media for young audiences. We discuss funding here, oEering historical 
context, current problematic areas and some thoughts on potential solutions. 

The availability of public service media is of societal importance to all of us, but most 
important for young audiences.  A bold and innovative public policy strategy is needed.  
CMF urges government to: 

• Conduct a holistic review of the children’s media landscape and children’s media 
lives as the central part of a broader view of the future of all public service media 
in the UK. 

• Ensure that firmer and more equitable regulatory oversight is given to children’s 
media, reporting on funding, outputs and consumption, applicable to wherever 
children consume media, from the BBC to Roblox.  A strategy that oEers support 
for online good, not just protection from online harms, is needed. 

• In the short-term enhance the existing children’s television tax incentive to 
increase the capacity of the industry to continue to supply high-quality UK-
relevant content. 

• To support a new funding model for Public Service Media (PSM) for children and 
teens.  CMF calls for the establishment of a Fund, based on the Young Audiences 
Content Fund (YACF) model, but with changed qualifying criteria.  A Fund could 
again welcome all PSM formats and techniques but be weighted toward 
distinctively UK content for platforms where children are. 

• Utilising principles set out in the EU Media Directive,2the UK could follow the 
example of Denmark, Germany, Poland and Romania and impose Levies on 
platforms that promote themselves to children.  Revenue raised could feed into 
the dedicated Fund for Children’s Content. 

• Make the necessary arrangements to rejoin Creative Europe, ensuring access to 
MEDIA funding for development, production and distribution. 

• Finally, CMF asks government to focus not on cost, but the long-term societal 
value of content that specifically celebrates and nourishes the children of the UK 

This is not a binary argument of supplying good quality, public service content to 
traditional public service broadcast (PSB) platforms versus ‘What’s on YouTube’.  CMF are 
posing the question of how best to navigate the inevitable transition to a wholly on-
demand media world for all audiences and how we ensure that the public, and most 
importantly, children are served a balanced media diet, which includes PSM that reflects 

 
1 Children’s Media Summit ‘24 - The Children’s Media Foundation (CMF) 
2 Cultural Levies and the EU Audiovisual Market - International Centre for Law & Economics 

https://www.thechildrensmediafoundation.org/archives/16002/childrens-media-summt-24
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and represents their lives and connects them to society.  It is time for a radical approach 
to address an issue with huge societal and economic impacts.    

 

What is the problem? 

According to Ofcom data,3  between 2002-2018 there was a 52% decline in funding and a 
70% decline in hours of public service media (PSM) for children – the content that 
uniquely reflects and shapes the lives of UK audiences.   

Alongside this decline, new, unregulated video sharing /on demand (VSP/VOD) platforms 
such as advertising funded (AVOD) YouTube, TikTok and subscription video on demand 
(SVOD) platforms have emerged that are now the preferred point of media consumption 
for children.4 These platforms carry a variety of content from everywhere and nowhere in 
particular, curated by algorithm, presenting a culturally homogenous non-UK oEer at 
best, and at worst, present content hazardous to children.  

The decline in the availability and discoverability of culturally relevant media for young 
people impacts on their individual and shared UK identity and contributes to a sense of 
isolation with increasing levels of anxiety and mental health challenges.5 

It is important for the young to see their lives reflected to them, to understand their 
connection to and agency within society.   

Accurate and impartial news, factual, documentary and entertainment programming 
made specifically for them has never been in such short supply, and with audiences 
largely migrated to platforms that neither fund nor promote such content there is double 
jeopardy.  As an example, some point to online disinformation as a causal factor in the 
involvement of so many children in the riots of summer 2024.6 

While future distribution of PSM is discussed in the CMF paper on ‘finding’, this paper 
addresses the crisis in funding and the provision of distinctive, UK-focussed PSM for 
young audiences.   

 

Historical Context  

Children’s programming has been at the heart of the UK’s system of public service 
broadcasting since its inception in 1922.   

The BBC and commercial PSB’s provided a plural and competitive framework for the 
delivery of content of diverse genres, techniques and target age range.  The traditional 
PSM funding model was reliant on the commercial PSBs deriving revenue from 

 
3  Total Viewing in the UK 2024 - Evan Shapiro/Barb 
4 Children and Parents Media Use and Attitudes Report 2024 - Ofcom; Total Viewing in the UK 2024 - Evan 
Shapiro/Barb 
5  A systematic review: the influence of social media on depression, anxiety and psychological distress in 
adolescents - Greilish et al 2019, Journal of Adolescence and Youth 
6 Too many children were caught up in riots - Rachael Wardell, Local Government Chronicle (LGC) 

https://eshap.substack.com/p/mind-the-gap
https://www.ofcom.org.uk/siteassets/resources/documents/research-and-data/media-literacy-research/children/children-media-use-and-attitudes-2024/childrens-media-literacy-report-2024.pdf?v=368229
https://eshap.substack.com/p/mind-the-gap
https://www.tandfonline.com/doi/full/10.1080/02673843.2019.1590851
https://www.tandfonline.com/doi/full/10.1080/02673843.2019.1590851
https://www.lgcplus.com/services/children/rachael-wardell-too-many-children-were-caught-up-in-riots-09-09-2024/
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advertising around children’s content.  The BBC’s funding from the licence fee had a 
specific remit requiring content that distinctively represented UK audiences and 
supported the UK production ecosystem.   

The launch of digital channels in the late 90’s and Freeview in 2002 significantly increased 
the capacity to broadcast children’s content on both a pay and free-to-access basis in 
the UK.  The BBC launched its own CBeebies and CBBC channels in 2002 and CITV 
launched in 2006. This proliferation saw a huge growth in available content, rising from 
20,326 in 1998 to 112,685 total annual hours of children’s programming in 2006.  
However, the biggest growth was output on commercial children’s channels 15,853 hours 
in 1998 to 100,685 hours in 2006.7  

There was more competition for PSBs and more choice for audiences.  However, most 
new commercial channels were behind a paywall and there was plentiful free to access 
content from all PSBs (see Fig 1). 

Fig 1. PSB – Annual Hours of Children’s Programming (1998-2006) 

 
This had the appearance of a healthy PSB output, but it masked a profound underlying 
disruption in the PSB ecosystem caused by the 2003 Communications Act 

The 2003 Act removed quota obligations on commercial PSBs, and there followed a 
decrease in originations and acquisitions and a huge increase in reliance on repeats. A 
restriction in advertising of high fat, salt and sugar foods in 2006 and removal of the 
television tax credit in 2002 were other unhelpful interventions, even if the HFSS ban was 
important and necessary for children’s physical health. 

Without regulatory encouragement and with decreased advertising revenue, the 
commissioning of new, original content by commercial PSBs was at a lower level in 2006 
than in 1998, despite there being more airtime to fill on dedicated channels (see Fig 2). 

 
7 The Future of Children’s Television Programming – Research Report - Ofcom,  October 2007, p24, fig11 

https://www.ofcom.org.uk/siteassets/resources/documents/consultations/uncategorised/8505-kidstv/associated-documents/secondary-documents/kidstvresearch.pdf?v=332110
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Fig 2. PSB – Annual Hours of Children’s Output – Originations / Repeats (1998-2006) 

 
The total PSB spend on children’s programmes in 1998 was £140M, peaking at 180M in 
2002.  Concomitant with the Communications Act spend began to decline in 2003 
reaching 123M in 2006.   

By 2018 spend was only £79M and is broadly the same today.  The intervention of the 
Young Audiences Content Fund oEered a temporary relief, encouraging new 
commissions. But since its demise, commissioning levels have again fallen across PSBs, 
with CITV now inactive, with commissions paused, and the CITV channel closed (see Fig 
3). 

Fig 3. PSB – TV Spend (£millions) by genre – Children’s (2006-2018) 

 
Source Ofcom/broadcasters 
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The 2007 Ofcom Public Service Broadcasting Report8 had a granular approach, 
presenting data by broadcaster, by genre, by technique, first run originations, first run 
acquisitions and repeats.  We can see clearly where contributions and commissions are 
being made and more importantly what sort of content is being produced.  By 2018 all 
output for ‘children’ is listed in total as a genre and PSBs are treated as a whole.9 
Children’s content is not a genre. It is a complex multi-genre oEer with multiple 
audiences, not one audience.  For the future, to understand the complexities and 
impacts of any interventions on delivery of diEerent sorts of content for diEerent 
audiences would be helpful.   

Adverse commercial and regulatory events have impacted on commercial PSBs and their 
ability to commission.  Most are now reliant on repeats and acquisitions. 

The licence fee funded BBC is not prone to the same market challenges as the 
commercial PSBs but has suEered from a decade of cuts. Successive governments have 
imposed either a freeze on the licence fee or a below-inflation increase, while cutting 
government funding for the World Service and help for the elderly to pay their licence 
fees. A savings plan of £500 million a year is currently underway, and DG Tim Davie has 
announced that a further £200 million will have to be added.10  

Another unhelpful event was the UK’s departure from the EU.  The exclusion of UK 
producers from The Creative Europe/MEDIA Programme following Brexit was another 
blow to the funding landscape. MEDIA beneficiaries in the UK were able to leverage 
match-funding worth five times the amount of their Creative Europe grant from UK and 
international investment.11 This amounted to €108m of additional funding on projects 
between 2014 and 2016.   

A case study12 of Aardman Animations’ ‘Shaun the Sheep’ indicates how important 
MEDIA grant funding was.  

Aardman’s MD Sean Clarke explains:  

“...when we were part of this pre-Brexit, the studio was able to access meaningful 
development funding on brands such as Shaun the Sheep (which has gone on to 
be our biggest global commercial success). This funding put us in a stronger 
position to keep IP rights, to build long term film, TV and digital content plan and 
create UK jobs, and for that value to come back into the UK.  The Global Screen 
fund is pitifully small in comparison, and Aardman is not able to access it as we 
are not deemed an SME...  So we must seek funding elsewhere which inevitably 

 
8 The Future of Children’s Television Programming Research Report – Ofcom, October 2007 
9 Small Screen: Big Debate – a five-year review of Public Service Broadcasting (2014-18) - Ofcom, 
February 2020  
10 A BBC For the Future – BBC, March 2024 
11 Culture, Media and Sport Committee Inquiry: The impact of Brexit on the creative industries, tourism 
and the digital single market - Creative Europe Desk UK Evidence on Impact of Brexit on UK Creative 
industries, tourism and The Single Digital Market. October 2017  
12 Creative Europe Desk UK Evidence on Impact of Brexit on UK Creative industries, tourism and The 
Single Digital Market. Annex p10.   

https://www.ofcom.org.uk/siteassets/resources/documents/consultations/uncategorised/8505-kidstv/associated-documents/secondary-documents/kidstvresearch.pdf?v=332110
https://www.smallscreenbigdebate.co.uk/what-is-ssbd/ssbd-five-year-review
https://www.bbc.co.uk/aboutthebbc/documents/a-bbc-for-the-future.pdf
https://committees.parliament.uk/writtenevidence/82429/pdf/
https://committees.parliament.uk/writtenevidence/82429/pdf/
https://committees.parliament.uk/writtenevidence/82429/pdf/
https://committees.parliament.uk/writtenevidence/82429/pdf/
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weakens our ability to keep rights in IP, and importantly bring taxable profits back 
into the UK.”13 

The Children’s Media Foundation’s consultation with children’s industry leaders resulted 
in overwhelming support for a return to MEDIA funding. It will enhance the 
competitiveness of our already world-leading creative companies, stimulate additional 
investment and ensure retention of rights which promotes long-term financial stability.   

The UK has rejoined the EU Horizon Programme. A helpful measure for PSM and the 
industry in general would be for the UK to rejoin the Creative Europe MEDIA strand, which 
would oEer much needed development, production and distribution support to 
television, film and games.   

In all cases the last decade’s changing landscape and financial headwinds have had 
serious implications for the type of content which broadcasters - particularly public 
service broadcasters - commission or support. It has led to a prioritisation of 
commercialism over culture within the public service ecosystem. There is little factual, 
documentary, or entertainment being produced specifically for UK audiences today. 

In the children’s sphere, animation and high-end drama are prioritised above content that 
uniquely reflects UK audiences.   

These genres have always quite rightly been part of UK children’s output, with many 
children’s producers skilled in the art of the co-production deal and forging successful 
partnerships and profitable programmes from the days of ‘The Animals of Farthing Wood’ 
to the present. Content with discernible international sales potential that can be co-
produced with other territories is now prioritised even by the BBC: 

“TV networks need to work more and more with global partners to aMord producing 
their own local children’s content. Advertising and/or licensing and merchandising 
will need to be part of this global equation if you want to make healthy returns on 
your investments”.  Patricia Hildalgo, Director BBC Children’s and Education 

But inevitably, co-productions dilute the cultural specificity of programmes. And turning 
the funding dial in the direction of these higher budget programmes, squeezes funding for 
domestically focused programmes that uniquely reflect UK audience’s lives. 

With Ofcom collecting less granular data breakdown on programming by genre, (compare 
2007 reporting with today), it’s hard to be specific on the decline, but looking at BBC linear 
schedule and what is populating and promoted on iPlayer, the focus is clear (see Fig 4). 

 

 

 

 
13 Sean Clarke, Managing Director Aardman Animations – contribution to CMF consultation on industry 
priorities 
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Fig 4. BBC Children’s Linear Output Comparisons – Live action / Animation (2015-
2024) 

 

Analysis of the CBBC and CBeebies linear channels shows a shift in the type of content 
shown in the last decade.  There has been an increase in minutes of animation by 22% 
and 23% of output across the day on CBeebies and CBBC respectively, and a 
corresponding 15% and 21% decrease in live action content - as predicted by CMF in the 
Ofcom consultation on changes to the BBC Operating Licence regarding originations 
hours.14  

The iPlayer is a rich repository of content. There are 180 titles under the CBeebies banner. 
Of these 58% are UK live action shows. However, this wealth of public service content is 
not reflected in what is promoted to audiences. 14 out of 16 featured titles on the iPlayer 
home page are animated brands. 

So, alongside a decrease in funds, there has also been a shift in what available funds are 
spent on, and moreover, what is being broadcast and promoted to young audiences. 

But this approach has still not stopped the PSBs losing audience in significant numbers. 
The audience has gone. 

 

The Challenge: We need to go where audiences are. But how will that work? 

We can be certain that placing content on global, unregulated, free to access platforms 
such as YouTube and TikTok will not provide revenue to support the production of original 
new programming.   

These platforms do not commission content (though YouTube briefly tried it via their 
YouTube Red sub brand, they realised there was no upside to them spending money when 

 
14 Statement: BBC Children’s news and first-run UK originated programmes Ofcom July 2020, pp10-12 
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they could get others to take the risk of funding production). Instead, they profit from 
advertising around ready-made 3rd party content. 

Producers trying to monetise existing content have found it a harder struggle as a result 
of the application of the (quite correct) protective U.S. COPPA regulations.15  Since 
YouTube was fined for breaching  the rules around data collection of the under-13 
audience for advertising purposes, they changed the methodology for advertising on any 
content that is identified by their uploading users as “intended for children” – with 
penalties for failure to classify and comply. Advertising attached to this content is no 
longer algorithmically targeted, it is “contextual” – or placed.   

CMF estimates from discussions with industry that children's content providers lost 80-
90% of their revenue when YouTube made these changes and this has not significantly 
recovered. This is partly because contextual advertising does not make the same revenue 
as targeted. It is less eEicient. 

Being present on a ‘new’ platform does not guarantee returns from advertising. Revenue 
is dependent on a complex calculation including numbers of subscribers, views, length 
of viewing time etc. And in an extremely crowded pond, it is hard to make an impact.   

It is possible to help surface content via regularity of uploads, using frequently searched 
words in video titles etc, and by paying to promote your content. Standing out in the digital 
crowd can be an expensive endeavour in and of itself, editing and uploading content in 
volume, monitoring performance and reacting to popular content with rapidly produced 
more of the same. ‘If you liked this, then have some more’ - essentially the antithesis of 
PSM. 

There are of course children’s content YouTube success stories, influencers like Mr Beast 
and the Moonbug brands are enormously popular partly by serving up what the platforms 
favour. But these are outliers – you either get lucky and catch a popularity wave or you pay 
to get lucky by funding promotion of your content.  However, even YouTube success 
stories like Moonbug have recently announced waves of redundancies from their 
production centres. As have YouTube – the latter’s parent company Google seeking to 
trim costs and bureaucracy as it embraces Artificial Intelligence.16 

Experimentation with animated series production by generative AI haven’t gone well.17 
But the evolution continues, and if you subscribe to the thesis that capitalism is being 
replaced by techno feudalism18 - which predicts the employment rate expectation of 
traditional capitalism of around 50% is being driven toward the new tech platform 
expectation of an employment rate of 1% - we need to consider this as a real industrial 
concern for the creative industries and moreover, a cultural and societal concern of 
media created and curated by machines. 

Given the direction of travel, public service broadcasters have been experimenting with 
the ‘new’ platforms.  For several years Channel 4 via their 4 Studios project has been 

 
15 Children's Online Privacy Protection Rule ("COPPA") - Federal Trade Commission, USA 
16 New York Times, 17th January 2024 
17 Hollywood Reporter, 16th August 2024 
18 ‘Technofeudalism: What Killed Capitalism’ - Yanis Varoufakis, 2024 

https://www.ftc.gov/legal-library/browse/rules/childrens-online-privacy-protection-rule-coppa
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producing low-cost youth content, sometimes stand alone, but often allied to brands on 
their main platform.  They place news content on YouTube, TikTok, WhatsApp and 
elsewhere.  The intention is to attract new audiences from the digital world to their main 
platforms. But they are also aware of the business opportunity. C4’s digital advertising 
revenues (a share of the host digital platform’s revenue) for 2024 are forecast to exceed 
£300 million.19  

Total digital advertising expenditure continues to grow in the UK (see Fig 5) 

Fig 5. Digital Video Advertising Expenditure (£bn) in the UK (2011-2023) 

 

 

ITV recently announced their new Zoo 55 initiative that will build on the existing ITVS 
portfolio of 140 owned and operated channels on YouTube, 18 FAST channels across 17 
territories and 100+ platform feeds globally.20  

The focus is on monetising existing ITV content. ITV are not looking to produce original 
content for these new platforms until they ‘get better at monetising’. 

So, for existing, pre-made content, user-generated content, or content that can be 
produced cheaply, or by bots, utilising these platforms is a tangible model, if you have 
the resource to regularly edit and upload content, monitor data and respond to trends.   

 
19 Channel 4 Annual Report 2023 
20 ITV Studios rolls out digital distribution label Zoo 55 - C21 Media, 21st October 2024 

 

https://www.channel4.com/press/news/channel-4-annual-report-2023-resilient-performance-volatile-market-sets-path-digital
https://www.c21media.net/news/itv-studios-rolls-out-digital-distribution-label-zoo-55-names-wbitvps-martin-trickey-as-md/
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However, with their current revenue share arrangements the new platforms are unlikely 
to support the production of high quality, carefully produced public service content for 
young people. 

 

The Immediacy of the need 

The children’s media industry in the UK (and around the world) is facing the most diEicult 
financial pressures it has ever experienced. 

Commissioners are cutting back. Larger companies are downsizing, smaller companies 
are closing. The freelance community shares the pressure. 

The underlying problem is the dominance of the new digital platforms – particularly 
YouTube - in capturing audience and therefore advertising revenue. This is a worldwide 
phenomenon, and the legacy media industry has been slow to adjust. 

It is a phenomenon which is now impacting on adult viewing habits as YouTube achieves 
a dominant position as the prime “TV provider” in the USA. 

While it might be feasible for some to ‘ride out’ the transition taking place, and while there 
are many who advocate that immersing creative projects in the new platforms’ ways of 
working - and monetising - is the only way forward, at the Children’s Media Foundation 
we reject that analysis. 

The UK benefits from one of the world’s premier children’s content production industries.  
It has been and continues to be a powerhouse of creative invention, skilful production, 
experienced and flexible deal-making, adept at making international collaboration, 
adapting to new technology and changing audience trends.  Above all it has been 
supported and encouraged by the public service system – and regulation - to produce 
content for young people which enhances their lives, lifts their sprits, hears their voices, 
with care, cultural relevance and a sense of purpose.     

Much of this will be quickly lost if the industry has to survive on the revenue the new 
platforms oEer. 

While the BBC remains an important financial pillar for the industry, their interventions 
are limited and the CMF is concerned that the reducing audience figures for the older 
children’s audience could create pressure to re-prioritise funding.  

Resource is needed, beyond the BBC, for production of PSM content and to support its 
distribution on digital platforms - to take quality, relevant, UK content to where the 
audience is watching.   

We urge the government to consider all possible funding options to support the 
production and distribution of British content for young people, on a commercially 
sustainable basis. 
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At the Children’s Media Summit, held in February 2024, there was a call for measures 
such as, enhanced tax incentives, direct government support from relevant departments 
for content to be delivered in school settings, and new funding models.21 

These ideas, all of which are explorable, are inevitably subject to the pull and push of 
various vested interests in the industry.  

CMF wishes to set out its own priorities, that will best serve the audience rather than 
corporate strategy. 

 

An immediate response 

Of the ideas generated at the February Summit there was some consensus around the 
value of enhanced tax credits for children’s production – in line with the uplift to the 
Independent Film Tax Incentive recently announced. 

This would be the most immediate way of supporting an industry struggling through a 
period of dramatic transition. It would stimulate investment and enable producers to 
bring more projects to market while holding onto rights for long term exploitation. 

Tax incentives are a useful means of gap financing projects, but you need resource in 
place to claim the credit since it is awarded post-production.  It depends on traditional 
commissioning models which are breaking down – so tax can only be a stop-gap solution. 
For the benefit to reach the audience where they are viewing, then the new platforms 
must be taken into account.   

 

A new model 

Since revenue sharing on the new platforms is nothing like the broadcast commissioning 
model, then it becomes essential to investigate the value of a fund to complement the 
work of the BBC in the public service space and ensure plurality of supply, range and 
variety.    

CMF proposes the government investigate as a matter of urgency a dedicated fund akin 
to the Young Audiences Content Fund but modified to suit the current landscape.   

The evaluation of the YACF pilot describes a method for providing support that is specific, 
provides a wide range of PSM in genre, format and technique for many audiences, and 
delivers economic and societal value alongside great new content.   

‘The YACF pilot provided proof of concept that highly targeted contestable funding, 
administered with rigour within a clear framework of strategic priorities, is capable 
of delivering social and economic value as intended’22 

The GVA (gross value added) of the pilot is estimated at a minimum of £312m (ROI £7.25) 
and more realistically at £437m (ROI £10.10) on an investment of £43M, which compares 

 
21 Responding to the Crisis of Childhood - The Children’s Media Foundation, February 2024  
22 bfi-young-audiences-content-fund-end-of-term-evaluation - BFI, December 2022 

https://www.thechildrensmediafoundation.org/responding-to-the-crisis-of-childhood/campaign-document
https://www.bfi.org.uk/get-funding-support/create-films-tv-or-new-formats-storytelling/young-audiences-content-fund
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very well with the GVA across all tax credits (e.g. Children’s TV Tax Credit £3.20, Animation 
Tax Credit £4.53).23   

The benefit of resource from a Fund is that it is highly targeted and specific, adhering 
strictly to public service aims and priorities.   

A new funding model would be loosely based on the YACF, but with the key diEerences of 
being open entry, platform agnostic, and recoupable (if applicable).  

The model would provide funding for content that will entertain, inform and excite young 
audiences and has been developed with a clear view of the target audiences’ tastes and 
preferences, including the service that they would access it on - funding should be 
available for low budget, quick turnaround projects and high-end long form projects. 

The new Fund would finance content with clear public service media characteristics: 

• Informing understanding of the world – to inform ourselves and others and to 
increase our understanding through news, information and analysis of current 
events and ideas 

• Stimulating knowledge and learning – to stimulate interest in and understanding 
of arts, science, history and other topics, through content that is accessible and 
can encourage informal learning.  

• Reflecting UK cultural identity – to strengthen cultural identity through original 
programming at UK, national and regional level, bringing audiences together for 
shared experiences.  

• Representing diversity and alternative viewpoints – to increase awareness of 
diEerent cultures and viewpoints, through content that reflect the lives of a range 
of people and communities within the UK and elsewhere.  

The funding would support Development, Production and Promotion. 

Funding should not be dependent on a commission from a UK PSB, although 
commissioned projects should be able to apply. 

A soft loan facility could be included within the new funding model.  It is not unusual for 
financial components such as broadcaster licence fees or the tax credit to be paid only 
after production is complete.  The burden of borrowing is placed on the producer, and 
loan interest and fees can be in the high tens or hundreds of thousands of pounds. This 
measure would provide a more eEicient route to production, save on budgets and 
essentially reduce the call on the Fund. It is a low to no risk intervention. Loans for gap 
funding or to cash flow second series against projected distribution revenues should also 
be considered. 

 
23 New report shows UK tax reliefs power unprecedented boom in UK screen industries - BFI, December 
2021 

 

https://www.bfi.org.uk/news/screen-business-report
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The Fund could contribute up to 100% of budget, depending on how well a project meets 
the criteria and priorities and the ability to attract other funding such as UK broadcast 
commissions, tax credit, regional attraction funds etc.  

For example, it might not be financially feasible for a low budget, quick turnaround project 
to access the tax credit due to the legal and other costs of doing so – making a 100% 
application appropriate. But a high budget drama with a commissioning broadcaster, 
regional attraction funding and the option to access tax credits, should apply for a smaller 
percentage. 

Funding could also be recoupable (should there be any revenue) at terms that are non-
punitive to the producer (e.g. via a limited gross corridor back to the Fund until full 
repayment) so companies immediately benefit from any revenue to enable growth. 

Every production will be diEerent, with diEerent finance plans, schedules, funding 
requirements and distribution requirements.  The YACF demonstrated that a model exists 
that can eEiciently respond to the unique needs of each production and provide suitable 
support on a case-by-case basis. 

The independent evaluation of the Young Audiences Content Fund serves as a useful 
proof of concept, not just as an eEicient, economic, eEective and equitable content 
funding model, but as a means of delivering societal and economic value, stimulating 
production, upskilling the workforce, creating jobs, growing companies and, most 
importantly, representing young lives across the UK. 

 

Where would resources for a Fund come from? 

There is an obvious argument that a project for the public good should be funded from 
the public purse.  During the Children’s Media Summit various options were suggested 
including direct funding from the DCMS, increasing the BBC licence fee, marginal re-
allocation of funds from government departments e.g. Education, Health.   

With public resource in short supply, CMF questions whether it would be right to gift 
publicly funded content to global tech companies under the current regulatory 
circumstances, and when the global tech companies are deriving so much revenue from 
advertising to children?  

In a 2023 Havard study, social media companies were estimated to make more than 
$11Billion in US ad revenue from kids, with YouTube deriving the majority of their 
advertising revenue from users 12 years and under.24   

YouTube does not release their figures but CMF contacts who have previously worked for 
Google have provided estimates based on the available market data. They estimate that 
the children’s audience generates gross annual global revenues of around £1billion for 
YouTube. The platform shares 55% of those earnings with content producers/creators 
and then retains the remaining 45%. YouTube asserts that is has such large costs 

 
24 Social media platforms generate billions of dollars in revenue from U.S. youth: Findings from a 
simulated revenue model - PLOS ONE, December 2023 

https://journals.plos.org/plosone/article?id=10.1371/journal.pone.0295337
https://journals.plos.org/plosone/article?id=10.1371/journal.pone.0295337
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associated with its platform – technology infrastructure and overheads - that its net profit 
from the children’s audience is minimal. Indeed, advertising to children has always 
produced lower revenues, and the “contextual” method of advertising allocation 
generates lower returns than algorithmic advertising.  However, the CMF would argue that 
YouTube is clearly profitable, so it is not unreasonable to propose that at least some of 
that profit could be channelled into pro-social public service media content for young 
people. 

In the UK, Netflix pays £14.2M in tax on £1.78 Billion revenue, but their productions, (and 
other streamers productions), take advantage of UK regional incentives and tax credits.  
A glimpse at the productions that have received tax credit like ‘The Crown’ or ‘Bridgerton’ 
would suggest that they benefit more from the UKTC than they pay in.25 

If we envisage new content is destined for new platforms that target children and benefit 
from advertising or subscription revenue, it seems reasonable to derive revenue for a new 
Fund from these platforms via a Levy, the proceeds of which should be spent directly and 
only on children’s and youth PSM. 

Utilising principles set out in the E.U. Media Directive, the UK could follow the example of 
Denmark, Germany, Poland and Romania and impose Levies on platforms that promote 
themselves to children.  Revenue raised could feed into a dedicated Fund for Children’s 
Content. 

The Directive allows for a number of measures, including demanding 30% European 
content on streamer libraries, prominence for European works (25 states have already 
instituted this) and includes streamed video on social media platforms. 14 E.U. member 
states have instituted Levies, Quotas or Investment Obligations. 

One of the key purposes of the Directive is to protect minors from harmful content.   

The UK has absorbed the terms of the E.U. Media Directive into UK law but has yet to 
institute any of its terms.  Maybe now is the right time... 

As the CMF accompanying briefing paper on the ethics of public service content outlines, 
children need PSM.  But children are spending their lives on new platforms where PSM is 
hard to find, even if they were looking and hard to fund under current conditions.   

Wherever the audience is watching, there should be regulatory oversight.  We urge the 
government to consider this in depth – and take action. 

 

 
25 High-end Productions Receiving Certification – BFI 2024 

 


