Children’s Media Foundation Response to the Culture Media
and Sport Parliamentary Select Committee Inquiry into
Children’s Media - September 2025

The Children’s Media Foundation (CMF) is a not-for profit organisation dedicated to ensuring
the best possible media experiences for young people of all ages. While our primary focus is
the audience, we believe a healthy, well-financed media production sector is an essential
component in the lives of happy, healthy, connected and well-educated young people.

Introduction

The UK’s children’s media production and distribution sectors have proved themselves to be
resilient and entrepreneurial, making significant contributions to our culture and economy.
But the grim reality is that they no longer provide our children with access to a full range of
positive, life-enhancing media experiences. The causes, identified by the Children's Media
Summit, organised by CMF in February 2024, are two related challenges: funding and finding
high-value content.

The increasing dominance of YouTube and other video sharing platforms (VSPs) over the
viewing time of children and young people has been well-documented by Ofcom, most
recently in the Public Service Media Review. The rise of the VSPs has transformed the way
young people access content and significantly changed the nature of what they watch, with
short-form videos, comedy/entertainment, animation and international content gaining in
popularity at the expense of high-end animation and long-form factual and drama with a UK-
cultural bias. These changes have also adversely impacted advertising and subscription
revenues available to broadcasters and producers.

The VSPs have the audience, advertisers and revenue, but they do not have a methodology
for funding content development or investing ‘up front’. This failure to invest has effectively
dismantled the UK'’s established production community and, despite claims to the contrary,
has not enriched the majority of content creators on YouTube either.

YouTube’s business model is eroding the PSB system, which produced content of depth,
range, and personal and public value. The YouTube system of finding — the algorithm -
rewards the sensational, fast-produced and frequently posted, and in some cases the
confrontational or negative, over and above what is generally recognised by parents and
educators as culturally relevant, age-appropriate and life-enhancing.

High-value content takes time to research and write and requires professional expertise, so it
will always cost more to produce. Even if it is funded, when it is placed on YouTube to reach
the audience, as happens with some BBC content already, the algorithm does not surface
it. Finding is the other fundamental challenge.

Young people have been put at risk, left in the hands of a largely unregulated, dysfunctional
media ecosystem that seems incapable of self-directed change.



The potential impact on the next generation of UK citizens includes:
- Losing their sense of belonging to a cohesive society with shared values
- Disconnection from public service content that will stay with them into adulthood,
with little or no experience of its value.
- A fundamental disconnect from the UK’s democratic processes, as they struggle to
navigate powerful and persuasive channels of disinformation.

At the CMF, we are looking beyond regulating against potential media harms and considering
how society can fund and promote positive media experiences.

In the responses below, we propose a new system of regulation and funding which would
use a Value Framework to help fund and promote high-value content from all providers —the
legacy broadcasters, professional producers, authentic creators successful on YouTube, and
young people themselves - a multiplicity of opportunities for the young audience to learn
about the world and experience their own stories.
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Summary - CMF Responses to Call for Evidence

Ql1l: Who is commissioning and making original, high-quality TV and video content for
children and young audiences in the UK?

Commissioning and funding across all Public Service Broadcasters has declined
dramatically. The £77m spent by all PSBs last year is over 50% less than in 2002, and results
in an 80% decrease in original hours of content produced.

- Most funding for children’s commissioning in the UK now comes from BBC Children’s
which increased spending on animation and reduced factual and drama output in an
unsuccessful attempt to draw young audiences to the iPlayer.

- Channel 5 makes up the remainder of commissioning for children. ITV spent nothing
in 2024 but have committed to some spending in 2026.

- It should be noted that no commissioner will fully fund content, including factual
programmes, which are difficult to finance without additional partners. That forces
producers to pitch ideas suited to the international market.

- Channel 4’s digital first strategy has had success amongst older teens and may offer a
model for public service engagement with YouTube and TikTok.

Commercial channels such as Nickelodeon, Cartoon Network, Pop and Sky Kids spent
£28.9m on new content in 2024, reduced from a high of £41m in 2019. This amounted to
773 hours of new content. But BFI certification information indicates that apart from
Sky’s 43 hours, little of this content qualified for UK tax incentives, so was not likely to
have been produced in the UK or contain cultural relevance.

Sky’s announcement they will cease commissioning and focus on acquisitions is a timely
example of market failure.

In 2024 the Streamers (including Apple, Amazon, Netflix, Discovery+, Disney+) collectively
produced 12 hours of children’s content in the UK. Down from 34 hours in 2022.

The Video Sharing Platforms do not commission content. Instead, they apply revenue
shares based on advertising. This is not conducive to investment in long-form,
professionally developed, curated content with high public and personal value.

The economic model created by algorithmic recommendation favours content made
responsively, iteratively and quickly which requires lower budgets so that it can be made
in high volume. Added to which, the restriction on algorithmically targeted advertising on
YouTube - imposed by a 2020 FTC judgement preventing data-gathering from under-13s -
means that designated “Made for Kids” content achieves only 10-15% of the ad revenue
that can be raised from content aimed at adults. Advertisers are reluctant to spend their
budgets on children’s slots — on television because there are few viewers, but also on
YouTube, due to the restrictions.

A good example of successful, high-value content on YouTube is Blue Zoo Animation’s
“Numberblocks’, ‘Alphablocks’ etc. These are popular educational resources (including,
crucially, in the USA), but they earn their producer no more than the equivalent of what



would previously have been DVD sales revenue. This successful content only exists
because the BBC invested and commissioned it. YouTube does not invest. It simply extracts
value at a price that it decides on and then controls.

Evidence is emerging that this broken business model may be extending into the wider
children’s media economy, with a further radical shift in audience behaviours. The “pile-it-
high, sell-it-cheap” content that encourages addictive scrolling on YouTube and TikTok
appears to be having a detrimental effect on brand, character and story engagement and,
crucially, audience loyalty. For example, ‘Cocomelon’ — the most watched children’s
content on YouTube worldwide - does not sell toys in commensurate volumes. Children
are addicted to watching it, but they don’t connect to it or ‘love’ the characters.

This impacts on the ability of the owners of children’s IP to generate income from
additional sources, which is important because no UK children’s content is fully funded by
any broadcaster or streamer.

Q1A: How can they be best supported to make more?

Policymakers will have to consider how to create a level playing field that allows production
companies and content creators to be properly rewarded for their work. Previously, under the
broadcast system, commissioning finance would unlock investment possibilities — distribution,
pre-sales to other broadcasters, etc. This allowed businesses to build a budget plan for a series
or a one-off project. Now there is nothing to build wpon.

This situation is particularly acute in the children’s media industry, which has relied on
international co-financing for many years to develop and launch projects. But it is also a
problem for the ‘makers and creators’ on the VSPs, who are at the mercy of the algorithms as
they struggle to gain traction for their content. Meanwhile, producers of existing linear
content incur costs to adapt that content for VSP consumption, as well as for marketing to
make their content more discoverable.

For this reason, we recommend that YouTube, TikTok and Roblox are called by the
Committee and asked to explain their relationship with the UK children's and youth
audience. Specifically, how does that relationship impact on the provision of high-value
content? In the case of TikTok, they may claim to only serve children over the age of 13, but
in reality, that is not the case. With respect to Roblox, they have a huge impact on young
people's screen time, and the Committee should consider the role of social game play in
children’s media consumption habits.

Government should work with YouTube to ensure the prominence of high-value content via
algorithmic changes, and to increase the share of revenue for children’s producers and the
creation of an investment fund.

Ofcom should ensure that existing PSB’s are clear about their obligations and incentivise
existing Public Service Broadcasters to engage with younger audiences by enabling their digital
strategies (e.g. content on VSPs) to be counted as public service delivery. This particularly



relates to ITV and Channel 4. In addition, Ofcom should consider changing the key metric for
understanding the effectiveness of media provision for young people to the total hours of
content that children watch, instead of the total hours produced.

To incentivise this further, and alleviate the funding issue, a new Fund should be created using
the model of the Young Audiences Content Fund. Funding should be available to producers,
VSP content creators, games creators and audio producers, to finance content which is age-
appropriate, culturally relevant and high-value. The core operating finance could be a
relatively low-cost government intervention, with finance for content from Lottery funding
and a reasonable levy on streamers and the VSPs. The levy should be specifically targeted at
the young audience to minimise pushback. The levy might take the form of investment quotas.

The BBC should benefit from an enhanced licence fee settlement, which should in part be
targeted at increasing investment and fully funding children’s and youth content to bring its
total spend on the audience closer to the proportion of young people in the population.

Q2: How does the range of content and genres for children vary between public service
media, subscription channels, and short-/long-form video sharing platforms?

The range and quality of content varies significantly. Broadly, live action content with public
purposes is to be found on the BBC in far greater volume than any other broadcaster, though
Milkshake! on Channel Five and Sky Kids offer some. Subscription channels focus on comedy,
action or animation — almost all of which is not UK-specific. The same can broadly be said for
the streaming services, though Disney+ and Netflix have some UK-based live-action content
of special appeal to younger teens.

On YouTube and the other VSPs there is extraordinary variety — including hours of educational
and factual content on every conceivable topic. Much of the content is characterised by high
volume, short-form, often fast-paced and sometimes user-generated content that is heavily
skewed towards entertainment, gaming, challenges and unboxing/toy reviews, though
tutorials also feature. Despite this variety, algorithm-led discovery leads to children being
offered a narrow range of content, largely driven by commercial interests.

Q2a. Which audiences, by age or other characteristic, are currently being underserved?

Older Children (7+), where the shift to VSPs is most pronounced. Ofcom has consistently
identified a particular lack of high-quality, UK-originated programming for older children and
teenagers.

The 13+ audience has an urgent need for more sources of impartial verifiable news and
current affairs content on the platforms where they watch.

Children for whom representation is important to their identity
Children of Black or Asian heritage and differently-abled young people are more frequently
included in content commissioned by public service broadcasters. As the power of UK public



service content wanes and viewing of international entertainment content grows, so inclusion
will be diminished

Children from lower socio-economic backgrounds are less likely to access subscription
services and will tend to rely heavily on free platforms like YouTube. They may also have less
support from parents or schools to filter for and find valuable content.

Q2b. How can we increase the amount of news and factual programming made for children
on TV and online?

Government should enforce standards that prioritise children’s wellbeing and rights, including
the UN Convention on the Rights of the Child ‘right to accurate, impartial information from
the media’.

For 13 - 15-year-olds - who will vote at the next election - the top three sources for news were
TikTok, YouTube and Facebook/Instagram.!

ITV has had success with the ‘Rundown’ news for teens on TikTok, Snapchat and YouTube (5m
followers on TikTok) and the BBC provides news on social media targeted at 16+. The BBC’s
Newsround is watched in many schools and there are plans to extend its reach on YouTube,
but it has been cut back to only one daily bulletin. S4C produces news for children and when
voting was extended to 16-year-olds in Wales, S4C used YACF funding to produce an election
literacy programme.

All these services need to be properly funded and this high-value content has to be promoted
by platforms. A new Fund could support news and factual in ways the market will not.

Q3. How can it be made easier to find original, high-quality, TV and video content for
children online?

Change is urgent because children are now viewing many hours of low-value media content
every day.

The streamers and VSPs must reform how they promote content for children and young
people to ensure that high-value content is ‘surfaced’. (CMF uses the term ‘high-value’ to
emphasise the impact of the content on the audience as well as the importance of production
values.) Immediate consideration should be given to using the existing algorithmic
promotional systems to make publicly funded content prominent in proportion to the public
funding in the project.

Government should require platforms to engage with this process and implement changes
under a clear timetable for reform. If the platforms do not comply, they must be regulated.

1 https://www.ofcom.org.uk/siteassets/resources/documents/research-and-data/tv-radio-and-on-demand-
research/tv-research/news/news-consumption-2024/news-consumption-in-the-uk-2024-report.pdf?v=379621



https://www.ofcom.org.uk/siteassets/resources/documents/research-and-data/tv-radio-and-on-demand-research/tv-research/news/news-consumption-2024/news-consumption-in-the-uk-2024-report.pdf?v=379621
https://www.ofcom.org.uk/siteassets/resources/documents/research-and-data/tv-radio-and-on-demand-research/tv-research/news/news-consumption-2024/news-consumption-in-the-uk-2024-report.pdf?v=379621

Achieving change is linked to:
- How we define ‘high value’ content.
- How to efficiently and effectively identify and ‘tag’ high value content so that it can be
promoted.

Note that we do not believe media content is necessarily of ‘high value’ simply because it is
commissioned by a PSB or made by an established production company. Standards should
apply equally to the creator economy, games or interactive media, and public service content
should be assessed against the same standards and criteria as everything else:

- Is there intent to serve the audience or is it addictive content intended to maximise
revenue by ‘gaming’ an algorithm?

- Is there evidence the content has been clearly designed by a writer or producer to
either entertain, educate or inform, or some combination of those goals?

- Is the content working in the service of the next generation of UK citizens, supporting
them to develop as individuals and learn about the world around them, helping them
to live a fulfilling and happy life?

Policymakers seeking to identify high-value content in this new environment might consider:

- A Content Analysis Framework: with criteria that reflect core values and
developmentally appropriate design.

- Platform Responsibilities: transparency from platforms regarding how children's
content is categorised and promoted.

- Producer Credentials: Establishing training standards for content creators who wish
to be recognised as providers of high-value content.

The CMF believes the development of a Children's Media Value Framework is crucial if we
are going to solve the challenge of finding. With strong government leadership, the private
sector could develop an Al-powered system for identifying and tagging high-value content,
using a range of criteria with different weightings, according to their significance/value.

This Value Framework could evaluate content across four essential pillars:

1. Developmental Value - contribution to cognitive, social and emotional growth
appropriate to target age ranges.

2. Engagement Design - balancing entertainment appeal with meaningful learning
opportunities in the widest sense of that term.

3. Inclusive and Motivational Cultural Representation - diverse characters,
perspectives and cultural contexts that reflect children's own communities and life
experiences, so they can see what they can become.

4. Production Value - creative and technical execution that respects children's media
literacy capabilities.




Q3a. How can the attribution of public service children’s content on video sharing platforms
be improved?

Improved attribution is important for the BBC because it needs to generate audience loyalty
to the public service system, and of benefit to broadcasters and producers to sustain their
brands — especially with the parents of young children. But young audiences no longer have
loyalty to a platform or broadcaster; they are interested in the content, not where it comes
from.

Attribution could be improved by ‘kite-marking’ high-value content that is trustworthy (based
on the Value Framework). Kite marking could be a key element in new media literacy
initiatives.

Q4. How effective are the tools available for parents to control what children are watching
on public service media, subscription channels, video sharing platforms?

Parental control tools across platforms vary in usability, outcomes and satisfaction. Ofcom data
indicates controls are generally not effective, largely because parents do not use them or only
turn to them after something damaging has occurred.

Parental controls focus on reducing ‘risks’ from children’s media experiences. This is valuable
and important. But the CMF is focused on increasing children’s agency over their own media
experiences, by improving the quality of information shared with them and their access to
high-value content.

Q5. What evidence is there that the TV and video content that children watch, and how they
watch it, can contribute:

a. Positively to their health, learning and development?

b. Negatively to their health, learning and development?

When it comes to matters of health and development competing interests offer inconclusive
research.

e The encroachment of mobile phones into all aspects of young lives has established a
problematic ‘always on’ culture.

e Well-designed, developmentally appropriate children’s media can help children learn
though the evidence base is focused on maths, literacy or specific subject areas.

e However, there is a huge volume of content on the VSPs that has not been scrutinised
for impact on young people. Clearer understanding is needed of whether young
people are experiencing content which reflects their lives, and of how that impacts on
connectedness, empowerment or aspiration. The Value Framework could offer
standards for such research.



Q6. How does children’s TV made in the UK contribute to:
a) The UK’s culture and identity
b) Our cultural and economic outputs

UK Culture

Screen devices play an ever-increasing role in enculturation. Simply put, if UK culture is not
present on the devices of young people, and is not talked about in the playground because it
is drowned out by the latest TikTok trend, then UK culture will only be visible through the
school curriculum. A generation could grow up turned off from UK culture and shared values.

Cultural Exports

UK children’s programmes are world-leading. Superbrands like ‘Teletubbies’, ‘Peppa Pig’ and
‘Hey Duggee’ have global recognition and cultural impact. Animation and puppet/skins
programmes are easily dubbed and British humour, sensibility, eccentricities and the
narrative shape and intention of the writing remain intact even when translated into other
languages. Even lesser-known animated titles routinely export to 120+ countries.

Some live action shows also have a life outside the UK, especially via English-speaking public
service broadcasters.

Children’s content is an effective form of soft power — exporting UK culture and values in
programmes that model kindness and community, explore difficult issues, but also, and
powerfully, bring joy. Childhood is a time where values presented are absorbed and last a
lifetime.

Economic Exports
Pact estimates the contribution to export revenues from programme sales and co-production
by children’s media fluctuates between 2% and 4% of the overall annual export figures.

e In 2023/24 the whole industry figure was £1.8bn

e The children’s sector contributed 3% of that - i.e. £54.5m.

Department of Business and Trade reports confirmed revenues from the UK delegation to the
Kidscreen market as £40m-£60m annually. £48,425,500 in 2024.

However, VSP-induced market failure is international. There was a dramatic drop in revenues
at Kidscreen 2025, with only £1.2m reported six months after the market. Respondents
reported “nothing was bought or commissioned”.

The business and value of kids’ media is broken. The industry on all sides recognises the issues
and there is an increased appetite for reform. The UK can take a lead in rebuilding,
collaborating with the new platforms where possible or regulating them if necessary. This
needs leadership from policymakers.

This Select Committee Inquiry comes at a crisis point for the children’s media industry, for
the audience, and for the society children will inherit. We hope the Committee will feel
able to make strong recommendations to government based on the practical ideas
expressed.

10



The CMF Submission

Q1: who is commissioning and making original, high-quality TV and

video content for children and young audiences in the UK

The purpose of our response to Question 1 is to outline the state of the current funding of
children’s and youth content in the UK. The information on each type of platform illustrates
how business models in the children’s sector have fundamentally changed, and the extent to
which the advent of new on-demand platforms has skewed previously prevailing conditions
to create market failure.

Commissioners of Original, High-Value Content for Children

Public Service Broadcasters

Commissioning (and therefore funding) across all Public Service Broadcasters has declined
dramatically, and in some cases ceased altogether. It should also be noted that none of the
PSBs fully fund content, which means producers must seek funding from other sources. This
frequently dilutes UK cultural relevance.

PSB hours and spend on children’s TV content:!

2002* 2010 2023 2024 % Decline
£(M) 152 108 82 77 50.7
Hours 2053 843 467 380 81

*The year before the Communications Act 2003 removed children’s content obligations on
commercial PSBs.

The launch of the Young Audiences Content Fund (2019 - 2022) temporarily maintained
commissioning on ITV and increased it on Channel 5. Investment of £40.1M by the Fund
delivered 218 new projects (61 production, 157 development) and 343 hours of content over
three years. But the Fund is now closed.

Ofcom’s figures for first run originations paint a stark picture of the disappearance of ITV from
commissioning and the dominance of the BBC.

1 Ofcom: Media Nations Report 2024
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Ofcom Communications Market Report 2025: Television and Audiovisual
Production Hours for PSB First Run Originations: Children’s Genre?
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To further understand how much content is being made, and for which broadcasters, CMF
analysed the BFI Children’s and Animation Tax certification data for 2024. There is inevitably
a discrepancy between these and the Ofcom reported figures due to the dates on which tax
credits are sought and granted.

Platform Animation Tax Credit | Children’s Tax Credit Total Hours 2024
BBC 28.83 187.9 216.73
ITv 20.07 9.5 29.57
Channel 4 2.18 0 2.18
Channel 5 19.1 6.8 25.9
S4C 0 51.58 51.58
BBC Alba 0 8.15 8.15
e BBC

Most funding for children’s commissioning in the UK now comes from BBC Children’s. The
BBC has reported a spend of £94m? in 2024-25 on children’s content. However, Ofcom
reports total PSB spend on ‘first run’ content for children in 2024 as £77m. The lack of
standardised reporting of data and transparency from the BBC and commercial providers
— with no information from VSPs - makes it difficult to decipher the data and make useful

comparisons.

The BBC licence fee settlement is essential to maintain this primary source of content.
Long-term erosion of BBC funding contributes to the overall decrease in children’s

1 Ofcom: Media Nations Report 2024

2 BBC Group Annual Report and Accounts 2024-25
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commissioning spend and has a disproportional impact on children’s commissioning as
budgets start from a lower base point — cuts bite harder.

Current commissioning policy at BBC Children’s has led to a decrease in the number of
live-action factual and drama productions and an increase in animation acquisitions and
co-funding. The BBC also rarely fully funds live action content - even factual - a new stance
in recent years. Thus, producers must turn their minds to commercial or international
additional funding for their series —which is difficult if content is UK-specific and not easily
dubbed.

Animation is inevitably international in its finance structure and therefore less likely to be
culturally relevant to UK children than live action content. And while animation can and
does fulfil some public service functions, particularly in the pre-school sphere, it is
generally entertainment-based for older children, which is part of the mix, but it should
not dominate.

This commissioning policy aims to attract more children to the BBC iPlayer (recognising
their preference for on-demand viewing). Viewing figures on the CBBC channel and on
iPlayer are holding steady but not increasing. BBC Children’s has recently announced a
more active and purposeful pursuit of the young audience on YouTube, while continuing
to launch Roblox games with public service values and BBC branding.

Channel 5

There is high-value content for pre-school children on the Milkshake! block of
programming on Channel 5, which competes with the CBeebies brand for viewer loyalty.
But funding levels for commissions are often as low as 5% of budget. Producers are
expected to find finance through co-production, distribution, publishing, consumer
product deals or other means.

Channel 5 and Nickelodeon could be affected by changes resulting from the recent
Paramount / Skydance merger, with plans already in train for layoffs.

ITv

From having been a competitive powerhouse of children’s production 20 years ago, ITV
has seen its annual commissioning decline to zero in 2024. The CITV Channel was closed
in September 2023 with programmes for children made available on the ITVX online
player. Recognising some viewership on ITVX, ITV has recently announced a modest
restart to commissioning. It is expected that they will also only offer a low percentage of
programme budgets.

Channel 4
Channel 4 is the only public service broadcaster committed to serving teenagers in its
licence obligations.

Channels 4’s strategy is to transform the broadcaster into a digital-first business:

- Establishing YouTube as a core growth area, not a promotional tool.
- Commissioning digital-first content for YouTube, TikTok and Instagram.
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- Creating new revenue streams through branded content, partnerships with
creators, and platform-specific monetisation.

- Using YouTube and social media audience insights to inform commissioning
decisions.

- Aiming beyond UK audiences while maintaining strong domestic performance.

Channel 4’s digital and social media growth:

- 2.3 billion views across all their YouTube and social channels in 2024 - a 5.5% year
on year increase.

- Full episode views on YouTube grew by 331%, trebling in the UK.

- YouTube channels include Channel 4.0, Channel 4 Entertainment, 4Reality, Channel
4 Documentaries, Channel 4 Sport, 4Entertains, E4, Channel 4 Comedy, Channel 4
News, Channel 4 Homes and Channel 4 on Tour.

- Channel 4.0: the 16-25 skewing YouTube channel gained over 65 million views.

- Creator Collaborations: partnering with well-known personalities such as Harry
Pinero, Nella Rose, Chunkz, Angry Ginge and Chloe Burrows. Harry Pinero’s “Worst
in Class’ reached 8.4 million views in the UK.

- Platform Expansion: presence on TikTok and Instagram.

Channel 4’s digital advertising revenue growth is significant:
- 2023 Total Revenue: £1.02 billion - digital 27% of that total.
- 2024 Digital Revenue: forecast to exceed £300 million.
- Target of 30% of total revenues from digital streams reached one year ahead of
schedule.
- Channel 4 aims to increase digital revenue to 50% of total by 2030.

The success of Channel 4’s digital strategy, demonstrates that with strategic investment
and platform content plans, traditional broadcasters can find success on digital platforms.

However, this is not MFK (Made for Kids) content. Channel 4.0’s demographic (13+) avoids
the restrictions on advertising to children. For broadcasters and producers focused on
children, replicating this success is not so straightforward. It requires innovation in
funding, policy support and alternative funding streams to make up for the challenges
created by the advertising restrictions.

e Alba
In 2025 the Scottish language channel had the budget to only commission 45 minutes of
original programming.

Multichannel Broadcasters
Channels such as Nickelodeon, Cartoon Network, Pop and Sky Kids spent £28.9m?! on new
content in 2024, reduced from a high of £41m in 2019.

1 Ofcom Media Nations Report 2024
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This amounted to 773 hours of new content. But BFI certification information indicates that
apart from Sky, little of this content qualified for UK tax incentives, so was not likely to have
been produced in the UK or contain sufficient cultural relevance.

Platform Animation Tax Credit Children’s Tax Credit Total Hours 2024

Sky Kids 26.9 16.4 43.3

Commercial 18.33 0 18.33
e Sky Kids

Sky developed a commissioning policy in recent years which produced curated, high value
and culturally relevant content in a variety of genres, including ‘FYI’ - the only competitor
to the BBC’s ‘Newsround’. However, the announcement in July 2025 that original children’s
commissioning will cease in favour of acquired content is an enormous loss to producers
and to the audience. It is a timely example of market failure in the children’s sector.

Global Streamers
In 2024 the streamers (including Apple, Amazon, Netflix, Discovery+, Disney+) collectively
produced 12 hours of children’s content in the UK (down from 34 hours in 2022).*

UK children and young people view content on the streamers in large numbers. There is
certainly content of high value on these platforms and although there is locally produced
content, the intention is to achieve global appeal.

All the streamers developed commissioning strategies which included content for children —
as families with children are known to “churn” (cancel subscriptions) less frequently. Young
children in particular become loyal to brands and are disappointed if access to them is taken
away. There was considerable commissioning activity on both sides of the Atlantic and fully-
funded projects (live action and animation) were produced. This had implications for
producers in terms of rights but was lucrative work. However, in the last couple of years the
streamers have pulled back from fully-funding and scaled back on the early commissioning
levels.

e Netflix
Netflix has a range of attractive programming with high production values which has cross-
generational appeal but intentionally some offers strong resonance for teenagers and
older children. Much of this content is for global consumption though some features UK
locations and performers and is made in the UK by British production companies. Their
long-term £500m purchase of all rights to Roald Dahl content is an example of UK IP’s value
in the world marketplace.

e Apple TV+
Their children’s output is high quality, public service like, and traditional in tone. Apple+
collaborates with Common Sense Media, an organisation whose recommendations are
trusted by parents. Their content is frequently based on existing literary IPs Most content

1 Ofcom, quoting Ampere Analysis. Figures include Netflix, Amazon Prime Video, Disney+, Apple TV+,
Discovery+, and Paramount+
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is made in the US thought there have been some British commissions. There is no UK
commissioning team.

e Amazon Kids
Amazon is not currently investing significant sums in children’s content. They’ve
commissioned in the past, but the bulk of their offering is acquired content. When they
commission, they seek out ideas based on existing IP and only part-fund with a relatively
small percentage of budget.

e Twitch

Twitch is an American live streaming service, which gets less attention than YouTube or
Roblox when it comes to discussing the under 18’s. But they are there in large numbers. It
mainly features eSports streaming, but the content is constantly evolving. Teens spend a
lot of time on Twitch because the streams can continue for hours with real-time,
unscripted, engaging content. And it’s interactive — the audience comment and share
throughout the stream. Creators offer public value, but in the Twitch format. It’s possible
to find science lessons, mental health awareness chats, climate change debate, global
politics and many other topics.

Video Sharing Platforms (VSPs)

The VSP dominance of the viewing time of children and young people has been documented
by Ofcom — most recently in the Public Service Media Review. This is a radically new way of
serving content to audiences which has significant effects on the way funding is disbursed and
revenue collected and shared.

In short, the new platforms do not “commission”. They rely instead on revenue sharing based
on defined formulas, when content surpasses certain thresholds of user or viewership and
subscription. The revenue share varies from platform to platform — and in some cases by
genre on the platform. But the key difference is there is no money “up front”. The
producer/creator/uploader takes the risk.

Under the broadcast system, even in the toughest commissioning landscape with minimum
financial support for the overall budget of a project, commissioning finance from a
broadcaster would unlock as series of investment possibilities — distribution, pre-sales to other
broadcasters, sweat equity, tax incentives, private equity, etc. so that a budget plan for the
series or one-off project could be built.

Now there is nothing to build upon. This is particularly acute in the children’s media industry
which has relied on international co-financing for many years to develop and launch projects.

At the same time the makers and creators who have embraced the VSPs (and more recently
brand and IP owners who are trying to reach young audiences there) are at the mercy of the
algorithms as far as gaining traction for their content. Producers of existing linear content have

to pay to adapt it for VSP consumption and for marketing to make content more discoverable.

This is an unattractive investment landscape.
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YouTube

YouTube does not commission. There was a brief flirtation with a “money up front” model
for children’s content at YouTube, when YouTube created a Fund in response to the huge
drop in revenue children’s content makers experienced when the advertising rules on
YouTube for content aimed at under-13s changed in response to an FTC decision (and fine)
in the US. But the Fund was short lived. YouTube —in the opinion of the CMF — has focused
on ensuring it cannot be characterised as a publisher as opposed to its current self-
declared role as a platform for user-generated content. A scheme exists in Australia
whereby YouTube has partnered with a government funded screen agency to offer up-
front support. This is unique in our experience.!

YouTube UK offers workshops and advice to selected makers to improve their
effectiveness. But YouTube insists that it is a “user generated content platform” —although
a huge number of the videos available are made by professional producers, featuring well-
known brands from the broadcast space. This includes public service content from various
parts of the world, including the UK. (BBC Children’s has recently announced its intention
to be more active on YouTube - to basically “go where the audience is” - with brands like
‘Newsround’ and ‘Blue Peter’.)

YouTube categorises its audiences into YouTube Kids — on a separate App, Supervised
Experiences for Pre-teens (up to 13) and Supervised Experiences for Teens (13-18). Both
the “supervised experiences” on parental controls on the main YouTube App - i.e. parents
are supervising, not YouTube.

There are “quality principles”? for content for young people on the platform. These are
guidelines for both positive and negative principles which YouTube ask their partners to
adhere to and which they apply (manually) to content that is posted.

There is a great deal of high value content on YouTube for children of all ages. Factual
content of all kinds, educational material, emotional discovery, well-being promotion,
empowerment, activism, news and entertainment. The whole world of content is there —
including content that is culturally relevant to the UK. But because the platform is not
curated in the way that channels are, there is much that is misleading, harmful or simply
low quality —i.e. of the lowest possible value to the child.

In response to the Select Committee’s question on “commissioning” - none of this is
commissioned. Moreover, only a tiny fraction of the content is found — i.e. favoured by
the YouTube algorithm and delivered in quantities which ensure a revenue stream. The
algorithm is not set up to curate content on its value to the audience. It is based on

1Skip Ahead is a joint initiative between YouTube Australia and film development agency Screen Australia.

It provides financing to digital creators to develop and produce new content for YouTube or YouTube

shorts. Skip Ahead has supported more than 40 creators since launch in 2014, but only a handful have
focused on kids’ content. To be eligible for funding, applicants need to have either a YouTube channel with
at least 25,000 subscribers; two YouTube channels with a combined 40,000 subs; or a YouTube video that
has hit one million views, hosted on a channel with at least 10,000 subscribers.

2 https://support.google.com/youtube/answer/10774223?hl=en-GB
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popularity, and analysis of the structure, length, frequency of posting and other factors
which lead to some channels and content becoming hugely watched, and others much
less so. This has implications for revenue as well as the quality of the viewing experience.
Basically “piling it high and selling it cheap” is a recipe for success — along with
sensationalism, conflict, shock and short, sharp effectiveness.

It has to be cheap to be made at volume and rapidly on a regular turnaround with iterative
changes that react to audience trends and responses, which is nothing like the considered
developmental process when content was pre-funded under previous “commissioning”
market conditions.

Advertising is YouTube’s primary revenue source, with global revenues exceeding $36bn
in 2024. YouTube’s ad revenue alone surpasses the total revenues of Disney+ and Amazon
Prime Video, closely rivalling Netflix’s total revenue.

YouTube promotes itself as “the gold standard for creator monetisation”. A number of
creators and channels on YouTube make significant returns through regular posting. But
there is a very long tail. And this is particularly prevalent in the children’s sector because
of the additional restrictions on advertising and YouTube’s low monetisation of the
children’s audience both in YouTube Kids and the main YouTube platform.

YouTube maintains their 45% / 55% ratio of reward from advertising to providers who label
their content as “for children”. This labelling was a requirement of the FTC ruling when
YouTube was fined for using the data captured from under 13s viewing. As part of the
resulting changes made in 2020 this content no longer benefits from algorithmically
placed, targeted advertising. (The point of collecting the data was to personally target the
advertising). Advertising on children’s content is placed. It is contextualised - in theory -
to suit the content of the video rather than the profile of the viewer.

The result of this change was a dramatic decrease in revenue against all labelled children’s
content. In the region of 80-90% of revenues were lost. Both to small creators who were
building a regular business to offer factual and educational content, and even to large
companies such as Moonbug and Wildbrain that had attracted investment around their
plans to monetise at volume on multiple channels for children on the platform.

This accelerated the trend towards low-cost content as returns were severely diminished.
For smaller creators especially, with more limited audiences for culturally relevant content,
this allows them no financial room to professionalise content production, take time to
develop and curate content, employ staff, engage writers. In short if the material is not
simple and short form it won’t get made. This poses questions about drama, written
comedy or entertainment, news and factual, high quality educational content for all ages
and well-produced animation. All of which are now in the hands of the legacy broadcasters
which, since the cuts at Sky, essentially means the BBC.

1 Alphabet 4t Quarter and Full Year 2024 Results
https://abc.xyz/assets/a3/91/6d1950c148fa84c7d699abe05284/2024q4-alphabet-earnings-release.pdf

18


https://abc.xyz/assets/a3/91/6d1950c148fa84c7d699abe05284/2024q4-alphabet-earnings-release.pdf

Some successful content on YouTube and other social platforms owes its existence in the
first place to those legacy broadcasters. In the section below on what is being made —
many of the titles were originally created through the commissioning and co-financing
systems outlined above.

A prime example is Blue Zoo Animation’s popular educational ‘Blocks’ series —
‘Numberblocks’, ‘Alphablocks’ etc - all commissioned by the BBC - which has gained
considerable traction worldwide on YouTube and can now produce revenue — roughly
equivalent to DVD revenues in the past. That revenue is not sufficient to develop and
produce further series. That can only happen if the BBC continues to commission and
spend.

The success of ‘Bluey’ on the BBC Studios Kids and Family channels on YouTube is a similar
case. Broadcasters took the lead, BBC Studios also financed but on the old-order principle
of recouping through distribution sales to channels worldwide and consumer products,
publishing etc. YouTube revenue is ancillary: not insignificant but cannot be relied upon to
finance a project up front.

The dominance of YouTube over the younger audience has caused a sharp decline in
advertising revenue on more conventional outlets - exacerbated by regulation that
understandably limits advertising of HFSS foods when children are watching television.
Younger viewers are not turning to the broadcasters’ online players, so advertising there
has not replaced the revenue.

But advertising on YouTube is also restricted, not only by the way it is placed but by
YouTube’s own restrictions on ads around MFK (Made for Kids) content. For example, 20%
of viewing to Moonbug’s channels is on YouTube Kids where advertising is strictly
controlled, resulting in little revenue. And YouTube’s introduction of “Shorts” to compete
with the success of TikTok ultra short-form videos has become hugely popular—amounting
to a further 30% of Moonbug’s viewing. There is no advertising on YouTube Shorts.

Like some other larger YouTube partners Moonbug sell and place their own advertising on
the platform. But the industry is finding that advertisers and the ad-placement agencies
are avoiding children’s content on all platforms. Because of the restrictions and limitations.
Even large, well-financed corporations who have embraced the VSPs as their distribution
method are finding that the entire business model is broken.

The fast-scroll-through, fast paced, “pile it high” content is also beginning to have another
effect which could be characterised as dissipation of loyalty. The most-watched children’s
content on all of YouTube is the Moonbug animation ‘Cocomelon’. But it’s a brand that
does not particularly sell toys in anything like the volumes to be expected from its huge
worldwide viewership. Analysts are suggesting that the low levels of attention, the lack of
storytelling or character identification —in short, the lack of value —is a contributing factor.
By maximising numbers of views, encouraging addictive scrolling through content,
diminishing attention levels, normalising a relatively meaningless viewer experience —the
platform is sacrificing the child’s love of characters, brands and stories for audience reach
which it is failing to monetise — and diminishing monetisation through the ancillary means
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like consumer products that the children’s media business has used for many years.
YouTube is killing the goose that lays the golden eggs.

A new business model has emerged through exploitation across multiple platforms —
broadcasters, streamers, VSPs, consumer products, games, cinema release, audio
platforms: e.g. ‘Cocomelon’ is on Netflix, the BBC and other outlets. However, this is only
feasible for larger organisations that can afford to spend marketing budgets to improve
their position on YouTube and thus keep their brands alive wherever children view or buy.
This also reduces their budgets for content and quality suffers.

One final thought on how the dominance of the VSPs — particularly YouTube — will affect
future funding. As the advertising market has skewed away from television, this leaves
only publicly funded broadcasters with the wherewithal to continue to commission. When
those broadcasters become irrelevant to the younger audience as it reaches adulthood,
how will the eco-system function? If they see no reason to pay for public service content
which they don’t use, where will commissioning take place?

CMF highly recommends that YouTube UK be called to explain their relationship with
the children’s and youth content market in the UK and offer ideas as to how to improve
the position for large and smaller professional producers, creators and ultimately the
audience by offering a greater contribution to funding the development and production
of content and to finding high-value content.

TikTok

As a popular destination for children’s viewing, despite its insistence that users are all over
13, TikTok has to also take some responsibility for skewing the children’s market. They do
not commission and there is no “up-front financing” The highest performing creators (top
4%) are on a 50/50 revenue split from advertising. Until early 2023 other creators received
very little but the new TikTok Creator Rewards programme distributes revenue to channels
with over 10,000 followers.

CMF also recommends that TikTok be called to explain their relationship with the
children’s market — though they will insist they do not cater for children. Nevertheless,
young people from 13-18 also need protection and the sector that produces their media
is important and should be supported.

Gaming Platforms

Roblox, Minecraft and Fortnight are not games; they are social platforms where multiple

games are hosted. In that sense they are akin to the YouTube model in that they carry

professional and user-generated content. They also host events such as concerts, and they can

deliver video content within the context of their virtual worlds. They are increasingly used by

brands and content producers to distribute their content.

Roblox
As of February 2025, Roblox reported over 85.3 million daily active users worldwide and
children and young people are major users of the platform. Some of the most popular
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games have recorded over 60 billion views and a record was broken when 1 million users
played the same game simultaneously.

The revenue model is based on subscriptions to games and the use of the in-game
currency Robux to buy additional advantages in game play or virtual goods such as Avatar
clothing, accessories etc. In 2024 $S3bn was spent on the platform worldwide. PSB’s are
placing content on the platform to increase awareness of their brands. Last year BBC
Children’s ran a successful game on Roblox to illuminate the election process — which
indicates there is content of depth and quality. More recently BBC Bitesize has partnered
with Roblox to create its first curriculum-linked experience on the platform.

We recommend that the Committee does not limit its view of children’s screen-time to
“television” or its new equivalents. Roblox and the other gaming platform are serious
contenders for children’s time. It is, once again, a place where children are... in huge
numbers and for considerable amounts of time. It therefore effects the economics of the
Children’s eco-system which is why we include reference to its financial implications against
Ql.

Makers of Original, High Value Content for Children

A range of companies, specialist, single IP, broadcaster subsidiary, large international
producer/distributor, micro-companies, participate in the children’s eco-system and offer
content on the platforms listed above. Production in the UK takes place in the nations and
regions and indigenous language content — particularly in Welsh — is part of the mix.

Broadcast
Production companies active in 2024, according to BFI tax-relief certification data, included:
e Broadcaster or Subsidiary
- BBC Studios Kids and Family: ‘Jo Jo and Gran Gran’, ‘Supertato’ (animation
outsourced to A Prods and Blue Zoo), ‘Blue Peter’, ‘Justin’s House’, ‘CBeebies
Specials’, ‘Saturday Mash Up’
- Warner Brothers Discovery: ‘The Heroic Quest of the Valiant Prince Ivandoe’

¢ International Companies
- 9 Story: ‘Dodger’
- NBC Universal: ‘A Kind of Spark’
- Wildbrain ‘Teletubbies’, ‘Let’s Go!”

e Specialist Animation Companies
- Aardman: ‘Lloyd of the Flies’, ‘Adventures of Arachnofly’
- Blue Zoo: ‘Supertato’, ‘Colourblocks’, “The Adventures of Paddington’
- Magic Light: ‘Pip and Posy’, ‘Pip and Posy Let’s Learn’, ‘Tabby McTat’
- Second Home/Stitchy Feet: ‘Tweedy and Fluff’

e Live Action/Mixed
- Adastra Development: ‘Mimi’s World’
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- Dot to Dot: ‘Big Cook Little Cook’

- Doc Hearts: ‘Reu and Harpers Wonderworld’

- Fresh Start Media: Sky Kids news strand ‘FYI’, ‘FYl documentaries and explainers
- King Bert: ‘Mallory Towers’

- Lion Television: ‘Horrible Histories’

7

e From the Nations
- Boom: ‘Meet the Experts’
- Hello Halo: ‘Ranger Hamza’, ‘Dog Squad’
- Maramedia: ‘Olga da Polga’
- Triongl: ‘Persona’

Global Streamers
e Netflix
Netflix Kids’ selection is mostly content with global commercial appeal such as:
- Dreamworks titles
- Feature films such as ‘A Series of Unfortunate Events’
- ‘Gabby’s Dollhouse’
- ‘K-Pop Demon Hunters’ — now Netflix’s all-time record-breaking movie.
- ‘Paw Patrol’
- ‘Pokémon’
- YouTube creator Ms Rachel has been taken up as have other successful YouTube
stars. Her content has strong public service value, though it’s US based.

UK productions include:
- Animation: ‘Wolf King’ (Lime Pictures)
- Live action dramas: ‘Free Rein’ and ‘Zero Chill’ (Lime Pictures).

e Apple TV+
British commissions in the past include ‘Lovely Little Farm’ from Darrall MacQueen.

e Amazon Kids
Previously British-made shows include:
- ‘Big Barn Farm’ — commissioned live action farmyard adventures (originally BBC).
- ‘Bookaboo’ — commissioned live action/animated preschool series (originally
CITV).
- ‘Jessy & Nessy’ — commissioned mixed media preschool series.

Content on YouTube and Other Digital Platforms

The recent YouTube Made for Kids Launchpad programme, organised by YouTube UK, offered
support to a number of individual makers and small companies working in the educational
and entertainment media spaces for children — i.e. in high-value content. But there are
considerably fewer British channels in this space compared to the US giants such as ‘Miss
Rachel’.
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Animation on YouTube is either content already funded by broadcasters or has less depth and
storytelling because budgets are lower. There is very little original live-action factual,
entertainment or drama.

Most of these UK examples are from producers who are building on brands they have already
created for linear channels with content that was originally funded by broadcasters.

Preschool

Alphablocks from Blue Zoo

Baby Jake from Darrall MacQueen

Blippi from Moonbug

CBeebies from BBC Studios Kids and Family
Colourblocks from Blue Zoo

Grandpa in My Pocket and Co - from Adastra
Gruffalo World from Magic Light Pictures
Kidzuko from Sony Pictures Television. Features Octonauts and Peter Rabbit amongst
other IP.

Learning blocks from Blue Zoo

Learning Time with Timmy from Aardman
Nugget — STEM for Kids from Little Dot Studios
Numberblocks from Blue Zoo

Timmy & Friends from Aardman

Wizz from Little Dot Studios

Wizz Cartoons from Little Dot Studios

Wizz Friends from Little Dot Studios

Woolly & Tig Official Channel from Tattie Moon

6-12 Years Old

BBC Earth Kids from BBC Studios Kids and Family, UK
CBBC from BBC Studios Kids and Family, UK

Horrible Histories from BBC Studios Kids and Family, UK
Operation Ouch from All3Media, UK

Shaun the Sheep from Aardman, UK

Shaun the Sheep & Friends from Aardman, UK

Teens
The teen space features fewer broadcaster funded IPs.

Channel 4.0 from Channel 4

Link Up TV from Link Up TV.

Fixers UK from national charity, Fixers.

MYM: Million Youth Media from Fully Focused Films
The School of Life TV from The School of Life

True Tube from CTVC Ltd
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Q1A: How can they be best supported to make more?

The proposals in this section address the crisis of funding as commissioning decreases for
producers of content for children and young people. Funding from Public Service Broadcasters
has reduced dramatically or ceased entirely in some cases, due to budget cuts and advertising
decline. Equally, monetising content for children and young people on digital platforms is
extremely hard to achieve - particularly for producers of content for children under 13. Our
recommendations will take account of this.

Much content which is funded (by the licence fee for example) remains undiscovered, so the
issue of finding must be addressed hand-in hand with any recommendations for funding.

New initiatives are needed to support public value content on YouTube and other platforms.
If collaborative efforts are not effective this should be backed with regulatory intervention.

Legacy Broadcasters

The 2024 Media Act enables Ofcom to evaluate public service provision from all the Public
Service Media providers on their own digital platforms. The Children’s Media Foundation
made it clear at the time that this fails to address the audience migration to PSVs.
Consideration needs to be given to enabling the regulator and the PSBs to include their wider
digital strategies as part of this mix.

Channel 4’s strategy on YouTube and TikTok to reach young people could be the model for this
new form of evaluation. BBC, ITV and Channel 5 evaluation could include their digital
strategies — recognising the reality of young people’s viewing. Currently the legacy
broadcasters are not incentivised to develop rich provision of public value content in this new
market. But they could be through a mix of carrot and stick.

The regulator should enforce more strictly the need for the existing Public Service
Broadcasters to engage with audiences of all ages (taken together), but through pan-platform
strategies E.g. Channel 4’s provision for younger teens (13-16), which is a licence commitment,
should be enforced more rigorously than currently but under realistic conditions which
encompass their outreach to the VSPs.

Meanwhile the PSBs should be incentivised to participate fully in the new landscape with
content of range and public purpose, which might include commissioning or partnerships with
YouTube creators as well as existing children’s media producers. There are rights and costs
issues associated with this proposal which will need to be addressed under fair conditions and
providing returns for all the parties involved. An increase in the BBC Children’s budget could
help to pay for this.

A regulatory motivator for all platforms to support children’s Public Service Media in

discoverability and attribution (finding) and to improve revenue (funding) must be considered
to provide a workable structure.
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Incentivisation should also be provided in the form of a Fund to support this content, ensuring
culturally-relevant, age-appropriate, high value content (especially the genres which are
rapidly disappearing — drama and factual) can be financed up-front to ensure quality.

Young Audiences Production Fund

A Fund should be created to ensure the development and production of a range of content
long and short form, dramatic and factual, animated and live action and replace the
advertising revenue lost by the uneven intervention of the VSPs.

Direct support is urgently needed: a funding mechanism that specifically supports the
development and production of UK content, created and made by UK producers, and
delivered to UK audiences on whichever platforms are delivering content to children and
young people.

Benefits:
- IP generation

- IP realisation and exploitation
- Employment
- Skills

These are real economic impacts that would benefit the UK alongside the societal benefits of
more high quality, culturally specific content for the young.

A model for such a fund exists: The Young Audiences Content Fund (YACF) was pilot scheme
operated by the BFI between 2019 and 2022 which delivered these benefits and more.
Independent evaluation conducted by Bigger Picture Research! determined:
“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”

YACF content investment of £40.1M delivered:
- 218 new projects: 61 production, 157 development. (343 hours of content)
“All the IP in the project is owned solely by British nationals. So often the IP in
animation developed and produced in the UK is held by companies abroad”?
- 211,321 UK-wide job days
- 5,303 employment and freelance opportunities for UK cast, crew and executives.
- 71% of UK production and development spend was located outside of London and the
SE, equivalent to 150,037 job days.
- YACF supported projects contributed £471,592 to the Skills Fund helping to develop
new talent working in children’s and animation sectors.

1 BFI Young Audiences Content Fund End of Term Evaluation Dec 2022 and Supplementary Update July 2025.
Bigger Picture Research https://www.bfi.org.uk/get-funding-support/create-films-tv-or-new-formats-
storytelling/young-audiences-content-fund

2 YACF Evaluation: Economic Impact Survey response.
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- The GVA (gross value added) of the pilot was estimated at a minimum of £312M (ROI
£7.25) and more realistically (including UK broadcaster contributions) at £437M (ROI
£10.10) which compares very well with the ROI across all tax credits (e.g. Film £8.30,
HETV £6.44, Video Games £1.72, Children’s TV £3.20, Animation £4.53)

While tax credit is an excellent tool in job creation and attracting inward investment, the Fund
specifically supported UK companies and their own IP generation and realisation, creating
long term value in companies as well as creating jobs, and often creating long term revenue
streams from international exploitation (estimated value £23-40M) These sums are not
included in GVA calculation, along with broadcast re-licences, licensing and merchandising,
tourism and ancillary activities.

There were also unintended consequences: encouraging adherence to industry standards
including child safeguarding, sustainability, diversity and fair pay. This could be extended to
the creator economy if a new fund were to encompass all producers of content aimed at
children and young people.

Overall, the Fund was found to be economic, efficient, effective and equitable, and delivered
high-quality content — over half of supported titles were nominated for awards.

A new fund could emulate the structure of the Pilot but better embrace sector evolution
and needs:
- Platform agnostic: money should follow audiences and deliver content where they are

- including games and audio content

- Funding for low budget, quick turnaround projects and high-end long form projects

- Diverse content to suit platforms: VSP, games as well as legacy broadcasters

- Better embrace new content creators through relaxation of limited company status
and a new registration mechanism

- Open entry (no need for a broadcast commission)

- Support Development, Production and Promotion (vital on the new platforms)

- Berecoupable where applicable

- Include a soft loan facility to cash flow broadcast licence fees or tax credit where
needed

A new Fund would finance content with clear characteristics:
- Public value

- Reflecting UK cultural identity — at national and regional level, bringing audiences
together for shared experiences

- Informing understanding of the world — through news, information and analysis of
current events and ideas — vital to support citizenship especially in light of the changes
to the voting age

- Representing diversity and alternative viewpoints — tolerance and understanding

- Stimulating knowledge and learning
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Where would the funding come from?
Public good would suggest public finance.

The remit should be to primarily encourage production of culturally relevant content made
and set in the UK. Public purpose would feature in the criteria — childhood well-being,
promotion of citizenship, empowerment of young people, telling their stories in their voices.
But it could also aim to foster projects with international potential which would retain IP
ownership in the UK.

We propose core support for the administration of the Fund from DCMS?, with additional
funding against specified content criteria from the Depts for Education and Health,

There could be a role for the National Wealth Fund in financing larger scale projects where
retention of IP in the UK would make long term and ancillary revenues recoupable?

Lottery Funding could provide a proportion of the production finance.

Additionally, we propose a specifically targeted levy on the Streamers and VSPs — potentially
on the revenue of all social media platforms as the Fund would be designed to create projects
which bring them content benefit as well as counter the tendency towards low value content,
mis- and dis-information, and sometimes damaging material. The Foundation appreciates
that the government has already declared itself against levies, as the economy and the media
industry benefits from international players such as the streamers using British studios,
locations and expertise, and this has been recently reiterated. However, we would
recommend that the Select Committee revisit this cause.

The need for and benefits of a Fund for the failed children’s media market are evident. A levy
intended to benefit entirely younger viewers would be more difficult for the international
players to reasonably oppose and would be a vote-winner amongst parents deeply concerned
as to what their children are watching and where their influences stem from.

SVODs and VSPs UK businesses are profitable, but they are lightly taxed and regulated. The
levy would be part of the regulatory change needed to address issues of PSM prominence
improving the viewer experience and child safety and imposing regulatory equivalence across
the media landscape.

We strongly suggest that the Committee recommend revisiting the concept of a Young
Audiences Production Fund and a levy as a matter of urgency - for young viewers, for the
industry and for UK society which will reap the benefits in terms of social cohesion and
citizenship.

1YACF delivery costs totalled 8.3% of budget. £3.6m from initial start-up (2018/19) to the wind down period
which ran until the end of 2024/25 (Table 10). This included expenditure on staffing (YACF core team,
consultants/external assessors/other staff costs, BFI staffing & central costs) and other operational and
contingency costs.

27



Quota

An investment quota is a methodology for imposing a lighter touch version of the levy, with
the streamers and VSPs themselves providing targeted funding for UK projects. It isimperative
to find a system to incentivise funding for UK culturally relevant content.

BBC Funding

The BBC should protect BBC Children’s from funding cuts and increase its budgets if it wants
to build an effective pan-platform children’s strategy. The licence fee payers of the future
should not be lost. Currently BBC spending on children’s content as a share of the licence fee
does not reflect the demographics of young people in the audience. Young people under 16
constitute around 19% of the population but the BBC currently spends only approximately
2.5% of its licence fee on children’s content. While children benefit from BBC spending on
prime-time programmes, Radio 1, popular factual, films and sport - the disparity is striking
and would represent at relatively low cost a gesture to the younger audience that the BBC is
their organisation as much as their parents’.

Support for these initiatives
Support needs to come from a variety of sources — working together to achieve change.

Government

Following Ofcom recommendations in the recent Public Service Media Review, government
support is vital so that content can be funded which demonstrates UK cultural value, diversity
and a sense of community. (Live action factual content particularly needs support as this genre
is rarely able to benefit from co-production or overseas sales).

The government should seek ways to increase BBC licence revenue when changes to the way
in which the BBC is funded are considered.

In the short term, government should work with YouTube to ensure prominence of Public
Service Content via algorithmic changes on that platform and to improve funding for high
value kids’ content, particularly for under 13’s, from revenue gained by advertising.

This support is essential to provide quality UK factual and entertainment content for children
on platforms they prefer to use —i.e. YouTube and TikTok — and to ensure they engage with
content which will help them develop as citizens with a sense of community.

The government should set up the Young Audiences Production Fund and consider the range
of possibilities including levies or quotas to finance it.

The voting age is to be lowered to 16. Government funding is needed to finance content to
deepen civic and media literacy to all young people, so they have the tools to understand who
and what they’re voting for, and why. Impartial news and media literacy content for the whole
age group should merit government funding, on whichever platform it sits. Teens are
increasingly turning to podcasts for news content, which also deserve consideration.
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Ofcom

Ofcom has identified the issues that need action in their Public Service Media Review. The
regulator should work with the Government on the measures needed to achieve prominence
of high-value UK PSC on YouTube, via algorithmic changes

Ofcom should ensure that existing PSB’s are clear about their obligations in this period when
so much is being lost.

In addition, Ofcom should consider changing the key metric for understanding the
effectiveness of media provision for young people to the total hours of content that children
watch, instead of the total hours produced. We need broadcasters and platforms to prioritise
the creation of meaningful connections with the children's audience.

Ofcom should ensure transparency of BBC Children’s spend to evaluate true public service
value of the content that is commissioned.

PSBs are restricted from working with commercial brands and consideration should be given
to relaxing the rules as the PSBs develop their digital strategies including the VSPs. The right
brands and brand partners could bring significant funding to producers if policies could be
revised and care taken to ensure editorial independence and audience trust. VSP Creators are
having success already with brand partnerships and producers need to be enabled to keep up.

Broadcasters
The BBC should increase funding to BBC Children’s to make it more proportional to the size of
the under 18 audience in this country and thus ensure an audience for the future.

ITV and C4 should recognise their responsibilities as PSB’S and be encouraged to use some
revenue from digital advertising to fund more content for the young audience.

Channel 4 should consider its public service responsibility to deliver news and media literacy
content to younger teens who will soon enter the electorate.

YouTube

YouTube should work with government and industry bodies to achieve prominence for Public
Service Content for children. And work with Ofcom to produce quality metrics for UK cultural
content and fund accordingly, exploring funding possibilities from within to help broadcasters
and producers monetise UK culturally relevant content - particularly for under 13's.

Other Public Bodies

More support is needed for children’s content from bodies like BFIl. There is almost no
children’s independent film made in the UK and the BFI have a fund which could work with
broadcasters to support film for kids.

Creative UK could take a stronger role, particularly in the light of the government’s recent
rejection of the proposal to give UK producers’ access to Creative Europe Media funding.
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Tax credits are extremely helpful, but unless you have a commission or are a company of scale
that can self-commission, they are of limited value. An increment such as Independent
Cinema received would be helpful if accompanied by stricter cultural and public service
criteria.

Q1 Conclusion

The Government has an exciting opportunity to re-engage young audiences. To provide them
with high value, healthy and entertaining content, including news for young people and
culturally relevant content for UK children. This will enhance media literacy and a sense of
community among young people and prepare them to become informed citizens of the future.

As recommended in Ofcom’s Public Service Media Review, this content must be provided on
the platforms where our young people have chosen to be, in a form that they will want to
watch and made easily discoverable by them.

This is the last opportunity to preserve any semblance of public service content for children
and young people. To quote the Ofcom PSM Review:

“If no action is taken, the very existence of the PSBs — who are the main providers of
PSM — will be threatened. Time is running out to save this pillar of UK culture and
way of life.”
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Q2: How does the range of content and genres for children vary between public

service media, subscription channels, and short-/long-form video sharing
platforms?

The range and quality of content for children varies significantly across public service media
(PSM), subscription channels, streaming platforms and video-sharing platforms, reflecting
differences in funding, mission and audience engagement.

Broadly live action content with public purposes is to be found on the BBC channels in far
greater volume than any of the other platforms — with Milkshake! on Channel Five and Sky
Kids offering some examples.

The subscription channels are specialist and focus on comedy and entertainment or animation
— almost all of which is not UK-specific.

The same can be said for the streaming services, though Disney and Netflix feature UK-based
live action content for children and of special appeal to older children and younger teens.

On YouTube and other VSPs there is vast variety — including hours of educational and factual
content on every conceivable topic. Much of the content is vastly different from traditional
PSM television, being characterised by a high volume of short-from, often fast paced and user-
generated content that is heavily skewed towards entertainment, gaming, challenges and
unboxing videos/toy reviews though tutorials also feature. While this huge variety of content
exists, the ways in which algorithm led content discovery is shaped, leads to children being
offered a narrow range of content, largely driven by commercial interests, rather than editorial
decisions based on public service principles.

Q2a. Which audiences, by age or other characteristic, are currently being

underserved?

Several audiences are being underserved in the current children’s media landscape

Older Children (7+)

The shift from PSM to VSPs is most pronounced in this age group. Ofcom reports have
consistently identified a particular lack of high-quality, UK-originated programming for older
children and teenagers. While pre-school content is still a focus for some PSBs, the provision
for older age groups has been described as a "particular area of concern” in Ofcom's past
research.

Teens (13+):
Young teenagers are in need of a greater range of news and current affairs content as they

prepare to become voters.

Children for whom representation is important to their identity
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Children of Black or Asian heritage and differently abled young people are more frequently
considered for inclusion in content commissioned by public service broadcasters —or formerly
by the Young Audiences Content Fund. While there is growing awareness of inclusion and the
importance of representation in commercial and primarily US-created content this cannot be
guaranteed. As the power of UK public service content wanes and viewing of international
entertainment content grows, so inclusion will be diminished.

Children from lower socio-economic backgrounds.

These children are less likely to access subscription services and may rely heavily on free
platforms like YouTube, where content quality and safety vary. Children in disadvantaged
households may also have less support from parents and schools to filter for and find valuable
content amidst the vast, commercially driven content of VSPs.

Q2b. How can we increase the amount of news and factual programming

made for children on TV and online?

Children's engagement with traditional news sources is declining, and there is a gap in the
provision of dedicated news and factual programming. The majority of young people receive
their news from social media. For 13- to 15-year-olds - many of whom may be voting at the
next election - the top three sources for news were TikTok, YouTube and Facebook/Instagram.*
Their main method to check if news/information can be trusted is by talking to their family.

ITV has had success with the Rundown news for teens on TikTok, Snapchat and YouTube (5m
followers on TikTok) and the BBC provides news on social media targeted at 16+. The BBC’s
‘Newsround’ is watched in many schools and there are plans to extend its reach in YouTube.
But ‘Newsround’ has been cut back to only one daily bulletin which will soon be the sole
provider of high-quality news, current affairs and factual programming for children if Sky Kids
‘FYI" is defunded. S4C produces news for children and when voting was extended to 16-year-
olds in Wales, S4C used YACF funding to produce an election literacy programme. Channel 4
should consider its duties to the 13+ audience.

To increase the amount of news and factual programming for children, it is necessary to
address both the supply of content and its discoverability on the platforms where children
spend their time. A multi-focused strategy is needed:

Policy and Funding Support

The BBC remains the key provider of high-quality news, current affairs and factual
programming for children. Increasing the amount of such content requires sustained and
protected funding. A new Young Audiences Production Fund could support a diversity of
creators and ensure a plurality of voices beyond a single provider.

1 https://www.ofcom.org.uk/siteassets/resources/documents/research-and-data/tv-radio-and-on-demand-
research/tv-research/news/news-consumption-2024/news-consumption-in-the-uk-2024-report.pdf?v=379621
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Platform design accountability

Government should enforce standards that prioritise children’s wellbeing and rights. The
5Rights Foundation argues for ‘rights by design’. The UN Convention on the Rights of the Child
includes the right to accurate, impartial information from the media and access to media from
their own country (and beyond). Platforms should re-design with this right in mind.

Prominence discoverability mandates

For children’s content on digital platforms, similar to prominence rules for PSBs. Requiring
platforms to support and surface high-quality news and factual content through algorithmic
transparency and content curation.

Ofcom has highlighted the critical importance of ensuring public service content is ‘findable’
on online platforms. This includes making PSBs' video-on-demand content and dedicated
news services for children prominent and easily discoverable on smart TVs, apps and video-
sharing platforms. Ofcom has stated such partnerships are ‘critical to sustain the future of
public service media’.!

1 Ofcom, Public Service Media Review 2025
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Q3. How can it be made easier to find original, high-quality, TV and video

content for children online?

The headline answer to this question is straightforward; we urgently need streamers and
video sharing platforms to reform how they promote content for children and young people,
so that a range of high-value content is ‘surfaced’. The government must make clear to
platforms that they are expected to engage with this problem and then implement the agreed
changes.

Change is urgent because children are now absorbing hours of media content every day, but
they are not getting access to a broad range of high-value, UK-cultural content. We must act
now.

We propose that the implementation phase for reforms should be scheduled for September
2026, at the very latest.

With this timescale in mind, the CMF has considered two questions that will help to establish
how best to surface a range of high-value content for children.

1. How do we define ‘high-value’ content?

2. How can we efficiently identify and ‘tag’ different examples of high-value content so
that services can promote a broad range of content?

To reiterate, public service media content may be of high-value to the audience, but it is not
necessarily high-value. PSM content should be assessed against the same standards and
criteria as overtly commercial content, as well as content created by small independent
producers working with low budgets.

That said, in terms of providing value to the audience, public service platforms have
traditionally had one significant advantage over purely commercial platforms, which is their
understanding of the importance of curated content. Curation allows public service providers
to guide children towards a more balanced media diet, using ‘hammocking’ to place, for
example, a live-action factual show between a favourite animation and a comedy drama,
either within a linear schedule or on a streamer home page.

Today, children consume the majority of their content via video sharing platforms (VSPs)
where success metrics are algorithmic rather than curatorial. This raises fundamental
guestions about value assessment when visibility is determined by engagement metrics
rather than by the quality of the child’s media experience.

For some pre-schoolers, this can result in what is effectively a mono-diet of animated nursery
rhymes,! because they will ask parents for that content and will then watch it endlessly.
Beyond that, Dr Jane O’Connor, Associate Professor in Childhood Studies at Birmingham City

1 https://www.statista.com/statistics/785626/most-popular-youtube-children-channels-ranked-by-subscribers/
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University, has established! that young children tend to watch “short-form, fast-paced
content, and like to watch children rather than adults. They like to watch an ideal ‘kid-topia’
version of childhood and to feel connected to the presenter, who needs to be relatable and
preferably a similar age to themselves. They also really like the videos they watch to be funny.”
As children get older, their viewing on the video sharing platforms moves towards watching
influencer vlogs, as well as pranks and unboxing videos.

Again, to be clear, some of that content will be of high value to the audience. There are many
influencers on YouTube who are authentic and care deeply about their audience. There are
some excellent animated nursery rhymes for young children and the best ‘prank’ videos are
genuinely funny. There may even be a few unboxing videos out there that do more than
simply exploit a child’s longing for getting a new toy or phone, although this seems less likely.

The problem is not solely about a lack of ‘quality’ or ‘value’. The problem is that the algorithm
is designed to feed children more of what they want; it does not curate their content to offer
variety and to give them at least some of what they need. The obvious explanation for this is
that the VSPs want to keep children watching to maximise revenue, so they minimise the risk
of a child switching off and design the algorithm to create an addictive viewing experience.

The VSPs will argue that they have plenty of high-value content, and that is true. YouTube
also have excellent producer guidelines? that attempt to define what they mean by ‘quality
content. But they don’t have a mechanism for identifying their high-value content, other than
via audience viewing data, which should not be the sole criteria. They also don’t have a
mechanism for surfacing a broad range of that high-value content for the audience.

That is the challenge we face. As noted in our summary, policymakers seeking to identify and
promote a range of high-value content in this new environment might consider:

1. A Content Analysis Framework: Developing criteria that reflect core values while
recognising platform-specific constraints.

2. Platform Responsibilities: Requiring transparency from platforms regarding how
children's content is categorised and promoted.

3. Producer Credentials: Establishing standards for content creators who wish to be
recognised as providers of high-value content.

Content Analysis Framework

The CMF believes it will be possible to reach a shared understanding of what is meant by high-
value content, using a range of criteria that can be given different weightings, according to
their significance/value. We refer to this scoring matrix as the Children's Media Value
Framework.

1 https://www.thechildrensmediafoundation.org/archives/16662/preschoolers-and-youtube-kids-what-do-
they-watch-and-what-are-the-concerns
2 https://support.google.com/youtube/answer/10774223?hl=en-GB
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This framework can become an agreed methodology for identifying and evaluating a wider
range of high-value children's content across linear channels, streaming platforms and video
sharing platforms, transcending purely algorithmic or ratings-based assessments.

The CMF believes such a framework would begin to address one of the central challenges for
policymakers; how can we stop the sheer volume of addictive content available to children
from pushing aside other high-value content that does not have that addictive quality?

The easy availability of a large volume of addictive content for children has led to audience
fragmentation and the destabilisation of the economics of the children’s media production
market. The producers who create that addictive content understand how to ‘game’ the VSP’s
algorithm, so children are forced to make a decision to turn it off and actively search for other
high-value content. More often than not, they will give in and passively watch whatever
comes up next, occasionally clicking or swiping in search of something better.

A framework could evaluate content across four essential pillars:

1. Developmental Value - a contribution to cognitive, social and emotional growth
appropriate to target age ranges.

2. Engagement Design - balancing entertainment appeal with meaningful learning
opportunities in the widest sense of that term.

3. Inclusive and Motivational Cultural Representation - diverse characters, perspectives
and cultural contexts that reflect children's own communities and their life
experiences, so they can see what they can become.

4. Production Value - creative and technical execution that respects children's media
literacy capabilities.

Strategic Applications
This framework would enable stakeholders to:
- Compare content value across traditional and emerging platforms
- Inform commissioning and acquisition decisions with consistent criteria
- Articulate value propositions beyond viewership metrics
- Support advocacy for high-value children's media in public policy discussions

Competitive Advantage

Any organisation adopting this framework would demonstrate commitment to children's
wellbeing and to developing content that achieves sustainable audience engagement through
genuine value rather than algorithmic optimisation alone.

This balanced approach ensures children's media serves its dual purpose: entertaining young
audiences while supporting their development as informed, creative and empathetic
individuals. Our hope is that platforms would use this value ranking and certification to
upweight high-scoring content for various discovery mechanisms.

36



Platform Responsibilities
As Ofcom noted on P19 of its recent report into the future of public service media:

We do not have a comprehensive understanding of what content is served to children
on VSPs like YouTube and what they choose to watch — including how frequently they
discover and view content from UK PSBs. However, the likelihood is that much of their
viewing is not PSB content.

It will not be possible to solve the challenges we face around giving children access to a wide
range of high-value media experiences if platforms refuse to share information with
policymakers and the regulator. We appreciate there are concerns around commercially
sensitive data, but the CMF believes that the future wellbeing of children and young people
overrides those objections, particularly when some of the platforms argue they either do not
provide services to children or that their services for children only make a very small
contribution to their overall profits.

In addition, we believe the VSPs should be required to use their expertise and resources to
surface high-value content through algorithmic promotion. Significant changes to the
algorithm may take time to implement, but in the short-term, YouTube could use the
existing paid-for-promotional system within the algorithm to make content funded with
public money prominent - e.g. the licence fee, a new Young Audiences Production Fund, or
other certifiable cultural funding. They could attacha notional promotional spend
to such content, potentially in proportion to the amount of public money spent per minute of
air time. This is a blunt tool, but it would get things started and allow us to take time
developing a more nuanced Value Framework.

Producer Credentials

If someone wants to set up a school to educate children, we conduct checks to make sure the
organisation is competent and works within an ethical framework. If someone wants to teach
in that school, they must have a qualification and, again, we expect them to behave ethically.
If someone applies to work in the kitchens at a school, their knowledge and experience will
be examined to ensure they understand basic concepts, such as nutrition and hygiene.

Clearly, similar measures might be a little extreme for people choosing to produce media
content for children. That said, there is the Ofcom Code, which broadcasters are required to
follow, but there is no enforceable code of conduct or editorial guidelines for the video
sharing platforms or the global streamers, which, given the significant role they play in
children’s media lives, seems an oversight.

The CMF recommends that policymakers should work with the industry to develop a
professional code of conduct for children’s media professionals, a new set of editorial
guidelines for children’s content that can be enforced by the regulator and associated
training.
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Other Measures for Consideration
Children and parents need a reformed media ecosystem that makes it easier for them to find
a wider range of high-value content. That is the simple goal.

To achieve that goal, the regulator and the children’s media sector — broadcasters, platforms
and producers — will need leadership from policymakers to incentivise change.

We hope that voluntary agreements to address this societal problem will be the way forward.
However, the possibility of new legislation to enforce change, alongside public government
support for businesses that are supportive and working to achieve the goals of policymakers,
would help to focus the energy and resources of big media platforms.

There is the will to make changes that will benefit the audience, as evidenced by the sector’s
engagement with the CMF’s Children’s Media Summit 2024 and the sessions CMF produced
at the Children’s Media Conference 2026 in Sheffield. But there are also tough decisions that
need to be made in the interests of the children’s audience, some of which will not always
lead to changes that are immediately beneficial to every organisation in the sector.

A clear message from policymakers communicating the urgency of the problem, the preferred
direction of change and the importance of collaborative decision-making, is essential.

In addition to the initiatives mentioned above, these are some of the other challenging steps
we believe the regulator and the sector may need to explore if we are going to improve
children’s access to high-value media experiences:

- Can Ofcom require services to introduce child-friendly search tools with filters for age,
genre, educational value and cultural relevance?

- Could the UK’s PSBs collaborate (potentially with other UK cultural organisations) to
create a single children’s content portal, providing age-specific hubs that bring high-
value content together in one location?

- Could that new portal also work as a platform for small, independent content
producers, increasing competition and innovation on the portal and giving the
audience access to a wider range of content?

- Would the use of visual icons and voice search help to support younger users and
those with additional needs?

- Can government provide support to platforms and independent producers to
encourage links with libraries and schools to promote trusted, high-value content
lists and curriculum-linked programming?

- Canlibraries and schools help with offline access or downloadable content for children
with limited internet access?

Q3a. How can the attribution of public service children’s content on video

sharing platforms be improved?

We see attribution as important, but currently, there are limitations around how any changes
to improve attribution might impact children’s viewing, largely because children do not have
the media literacy skills to use content attribution to identify high-value content.
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Improved attribution is important for the BBC because it needs to generate audience loyalty
to the public service system. It can also benefit broadcasters and producers looking for ways
to develop/sustain their own brands, particularly if it brings some recognition from parents of
younger children. But in general, young audiences no longer have a loyalty to platforms or
broadcasters; they are loyal to the content, e.g. ‘Bluey’, ‘Horrible Histories’, etc. The audience
rarely notices who makes or distributes their media content, so an improvement in attribution
for public service media content is unlikely to materially impact how children and young
people search for and select their media.

Attribution could be improved by ‘kite-marking” high-value content that is trustworthy (based
on the Value Framework). Kite marking could be a key element in new media literacy
initiatives.

The CMF sees children’s low levels of media literacy as a serious challenge to any attempt to
raise the value of their media experiences and a threat to UK culture, society and democracy in
the long term. We support Ofcom’s intention, referenced in their recent public service media
report, to set out how platforms and broadcasters can create new tools to empower users to
understand and engage with online media and services. Ofcom make clear that these tools
will require the further development of children’s media literacy skills, such as critical
evaluation and the ability to recognise trusted providers.

For Consideration

- Improving attribution of public service children’s content on video-sharing platforms
may help audiences recognise, trusted and high-value, UK-cultural content.

- Ofcom should work with PSBs, content creators and platforms to develop metadata
tags for “high-value” content and “UK-cultural” content.

- We would encourage the use of standardised titles and descriptions that include the
broadcaster, production company and funding source (e.g. “Funded by the Young
Audiences Production Fund”)

- We would like YouTube Kids and the YouTube ‘Made for Kids’ environment to create a
verification badge or ‘kite-mark’ to easily identify “Trusted UK Content”.

- With respect to media literacy, we need further work with parents and schools to
develop resources that help children and families to identify trusted UK content.
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Q4. How effective are the tools available for parents to control what children

are watching on public service media, subscription channels, video sharing
platforms?

Parental control tools across platforms vary in usability, outcomes and parental satisfaction.

Ofcom data indicates that 93% of parents of children aged 3 to 17 are aware of at least one
device-specific control, but only 76% say they use at least one of these tools or control
mechanisms. The most frequently used controls are those that are built into devices by the
manufacturer, e.g. Windows, Apple, Playstation, etc.

In general, these tools and controls are not effective, largely because parents and children do
not use them, or only turn to them after something damaging has occurred. Again, the same
Ofcom research suggests that the majority of parents (around 80%) prefer to either ‘trust’ their
children to be sensible or try to influence their media habits by talking to them about their
choices and setting rules.

Also as noted previously, parental controls tend to focus on reducing ‘risks” from children’s
media experiences. This is valuable and important, but the CMF would like the committee to
focus on how we can increase children’s agency over their own media experiences by
improving the quality of information shared with them, as well as their access to a range of
high-value content.

This is not an exhaustive list, but it demonstrates the wide range of tools and controls that
parents and children have to navigate and also highlights some of the challenges:

Public Service Media (e.g. BBC iPlayer, CBeebies)
Effectiveness:
- Generally strong parental controls with clear age filters, PIN protection, and curated
environments (e.g. CBeebies app).
- BBC trusted by parents for safe, ad-free, and educational content.
- However, limited content for older children can push them toward less controlled
platforms.
Challenges:
- Less flexible than commercial platforms in terms of customisation.
- Children may outgrow the content before outgrowing the need for supervision.

Subscription Channels (e.g. Netflix, Disney+, Amazon Prime Video)
Effectiveness:

- Offer robust parental controls, including:

- Profile-based age restrictions

- Viewing history and PIN locks

- Content filtering by rating
Challenges:

- Inconsistent labelling of content across regions.

- Children can sometimes bypass controls or switch profiles.
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Video-Sharing Platforms (e.g. YouTube, TikTok)
Effectiveness:
- YouTube Kids offers a safer environment with curated content and time limits.
- TikTok has Family Pairing features to set screen time, search, and content/messaging
restrictions.
Challenges:
- Algorithm-driven content can expose children to inappropriate or low-value content.
- Parental controls are often complex to set up and easy to circumvent.
- Advertising and influencer content are harder to regulate.

Research Insights
A 2023 review! by academics at the LSE found that:
- Parental controls are most effective when used alongside active parental
mediation (e.g. co-viewing, discussion).
- Their impact is highly dependent on digital literacy, both of parents and children.
- Controls alone are not sufficient to ensure safety or promote high-value viewing

Recommendations
- Simplify and standardise parental control interfaces across platforms.
- Promote media literacy for parents and children.
- Encourage platform accountability for content labelling and algorithm transparency.
- Support public awareness campaigns about how to use controls effectively.

1 https://www.tandfonline.com/doi/full/10.1080/17482798.2023.2265512#d1e527
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5. What evidence is there that the TV and video content that children watch,
and how they watch it, can contribute:

a. Positively to their health, learning and development?
b. Negatively to their health, learning and development?

When it comes to research data about children’s relationship with screens and screen content
there are many competing interests at play. With a ‘world of content’ that focuses on
‘monetising’ children’s attention rather than learning’?, evidence of children coming to serious
harm and politicians around the globe looking for a good news story, we find contradictory
positions being promoted, often based on inconclusive research.

However, we will offer some evidence relating to both the positive and negative.

Overview

The screentime debate highlights the degree of conflicting information confronting parents
around children’s media experiences. The ‘leading agency in this field’, the American Academy
of Pediatrics makes strong precautionary recommendations?:

- 0-17 months: no screen time (except for video calls)
- 18— 24 months: a limited amount of screen time
- 2 —5-year-olds: one hour a day of high-quality content

The UK’s Chief Medical Officer also suggests a ‘precautionary approach’ whilst the Royal
College of Paediatrics and Child Health criticises the American guidelines but offers guidance
to ensure that sleep is not disturbed. Randomised controlled trials -the “gold standard” for
causal evidence- have shown that screen time immediately before bed leads to worse sleep
in young children3. Parental or PSB scheduling of children’s TV away from bedtime may avoid
these negative impacts but such control is increasingly difficult when children primarily view
video content via handheld devices®.

There is much debate, but the evidence is patchy. There is building evidence around issues of
emotional and physical harm related to viewing of inappropriate content, but there is less
evidence on, for example, the educational quality of early learning videos on YouTube. The
volume of video content online ‘makes it difficult categorize or describe young children’s

1Silander, M., Grindal, T., Gerard, S. N., & Salone, T. (2025). Learning Science and Engineering From Videos and
Games: A Randomized Trial of PBS KIDS The Cat in the Hat Knows a Lot About That! Educational Researcher,
0(0). https://doi.org/10.3102/0013189X251327187

2 American Academy of Pediatrics, Policy Statement, November 01 2016 cited by
https://www.cinelabresearch.com/the-debate

3 Pickard, H., Chu, P., Essex, C., Goddard, E. J., Baulcombe, K., Carter, B., ... & Smith, T. J. (2024). Toddler screen
use before bed and its effect on sleep and attention: a randomized clinical trial. JAMA pediatrics, 178(12),
1270-1279.

4 Cheung, Celeste and Bedford, Rachael and Saez de Urabain, Irati and Karmiloff-Smith, Annette and Smith, Tim
(2017) Daily touchscreen use in infants and toddlers is associated with reduced sleep and delayed sleep onset.
Scientific Reports, 7. p. 46104. ISSN 2045-2322
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online video exposure’. As discussed in our Question 3 response, more research is needed
into what constitutes ‘online good’ or what might be considered as high-value content and
how current viewing is affecting children and young people.

Social context for media experiences

In answer to the health and development question, we stress that inquiries and research into
activity that intersects with screen-use matters as much as research focusing purely upon the
child-screen relationship. We ought to look beyond the inner workings of the child’s mind to
consider the context and environment in which screen content is being consumed and
whether it is solitary or with parents, guardians, siblings or friends.

‘Always on’ culture

Ofcom data provides useful insights into changes of content consumption and attitudes across
multiple devices in the home? but in his recent book, ‘The Anxious Generation: How the Great
Rewiring of Childhood Is Causing an Epidemic of Mental Iliness’ Jonathan Haidt highlights the
impact of the mobile phone as it extends screen usage well beyond the controlled atmosphere
of home or school environment.

Media industry debate to date has tended to explore the differences between linear
programming and social media shortform engagement. But for most young people (and
increasingly adults) there is little differentiation at the point of consumption. However, the
unregulated new platforms, although they might be places where content increasingly looks
and feels like traditional TV, remain problematic when considering adolescent mental health?
and self-image. The situation may well be compounded as legacy broadcast channels become
increasingly active on new platforms.

Reports of the growth in young people’s mental health issues may be skewed by society’s
increasing awareness of mindful practice. But it is hard to ignore the fact increased mobile
phone and social media access is contemporary with the increase in reporting.

Mobile phone and screen use set against the decline in face to face, embodied ‘play time’ or
personal engagement is where the Committee might choose to focus their attention. As media
content can have an impact on media use and, conversely, it’s non-use.

Promoting safe extended periods of physical activity everyday outdoors is important for all
children®. Public service programming has for generations included encouragement to play,
exploration of the world and living a balanced life to promote well-being, as part of its core
purpose. The audience’s loss of contact with PS content in the un-curated YouTube and TikTok

1 Christensen, C. & Cincebeaux, M. (2024). “YouTube’s ABCs and 123s: Describing the quality of early literacy
and math videos on YouTube”. Menlo Park, CA: SRI International.

2 https://www.ofcom.org.uk/media-use-and-attitudes/media-habits-children/childrens

3 Costello et al (2023), “Algorithms, Addiction and Adolescent Mental Health” - an Interdisciplinary Study to
Inform State-level Policy Action to Protect Youth from the Dangers of Social Media. “The process of
encouraging likes and infinite scrolling screens are part and parcel of the business of maximising people’s
attention time.”

4 Covid-19 lockdown: Ethnic differences in children’s self-reported physical activity and

the importance of leaving the home environment. A longitudinal and cross-sectional

study from the Born in Bradford birth cohort study. https://doi.org/10.1101/2021.02.26.21252543
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environments, compounds the issue. Not only is the screen-time potentially addictive, it does
not promote any alternatives.

Discovering the world

The age 3-4 is crucial for cognitive development and social learning, when children discover
what is real and what is not. This is also the age when many children own and use digital
devices, such as iPads, where they watch VSP content, of which YouTube’s main platform and
YouTube Kids is by far the most popular for this age group.® Content created by and featuring
kidfluencers doing things like unboxing toys, make-up tutorials, baking sessions, playing
pranks and doing science experiments are among the most watched on YouTube Kids and an
important part of the global business of social media influencers.? The top ten UK kidfluencers
have a combined subscriber count of 57.8 million and have accumulated more than 19.18
billion video views.3 This content is designed to be relatable to young children, commonly
presented as ‘reality’ and is produced by often ‘invisible’ adults who are not child
developmental experts. What this offers is frequently a ‘hyperreal’ version of childhood and
is in the main intended to promote consumerism.

PSM organisations have a responsibility to older children and teenagers as much as younger
children in terms of their world-view. The transmission of reliable information is the most
powerful tool that humans possess. Access to verifiable news and information on the VSPs
cannot currently be guaranteed.

Games and ethics

Gaming brings even more complexity to the content debate. Research around violence in
video games introduces a further challenge to content creators. Setting aside any suggestion
there is a correlation between screen violence and acts of violence, the problem lies more in
the fact that through content consumption we might suffer a gradual desensitization to that
which is right and wrong. As ‘video games increase in verisimilitude’ it is likely to ‘become
increasingly difficult to differentiate between real transgressions (which everyone knows are
wrong) and simulated [in game] transgressions (which everyone knows are OK)’.# When one
is unable to ‘differentiate between real transgressions and simulated transgressions’ we arrive
at a point where the concept of ‘wrongness’ is devalued.

It is worth considering whether this concept can be extended to consideration of
unmoderated, un-curated content on essentially adult platforms such YouTube main or TikTok.
At what point does the moral compass become skewed by the huge range of content on offer?
At what point does viewing on the new platforms for minds not fully formed become not just
a question of differentiating truth from disinformation, but of right from wrong?

1 Ofcom (2024) “Children and parents: media use and attitudes report”.

2 Abidin, C. (2020) "Pre-school stars on YouTube: Child microcelebrities, commercially viable biographies, and
interactions with technology." In The Routledge Companion to Digital Media and Children, 226-234

3 Rahali, M. & Livingstone, S., (2022) Monitoring influencer marketing to young audiences. Media Policy Brief
23. Department of Media and Communications, London School of Economics and Political Science.

4 Waddington, D. (2007) “Locating the wrongness in ultra-violent video games” in Ethics and Information
Technology 9:121-128 DOI 10.1007/s10676-006-9126-y
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Passive or active engagement?

There is an argument, widely-shared in tech circles, that the internet is almost entirely
beneficial for children, with only marginal negative impacts. In this world view, internet-based
screen technologies and content encourage interactivity and creativity through participation,
production of content and uploading. But Ofcom? offers a very mixed picture that challenges
that wholly positive assessment.

Whilst there are clear positives in engaging with screen content online, probably the most
startling evidence from the Ofcom data is how ‘passive’ encounters with the online world
appear to be. Less than a third of 8-17’s described themselves as being ‘active’ in the social
media space, with passive ‘content consumption’ the dominant experience. Within the
context of the Ofcom data, the idea of being active may also consist of nothing more than a
‘like’ or a ‘share’.

Media designed to serve the audience

‘Well-designed, developmentally appropriate children’s media can be useful and does help
children learn’? though much of the evidence is narrowly focused on maths, literacy or specific
subject areas. As consumption patterns shift online, children are ‘increasingly exposed to
user-generated, rather than studio-created’ materials. Content that is too fast-paced or
unfamiliar for young children to comprehend (e.g. containing fantastical events) has been
shown to immediately impact a child’s attention after viewing®. We must do more to
understand the developmental appropriateness of content and its quality ‘as a context for
children’s early learning and development’ and the extent to which this is widespread or
beneficial to only a limited number of users.

UK producers, many of whom support the Children’s Media Foundation, have a huge amount
of children's production experience. However, whilst big tech is driven to 'supercharge their
bottom line and keep investors and Wall Street happy',> PSM content is expected to compete
using addictive click and swipe routines. Content producers are therefore being forced to
compete in a mismatch: valuable content creation versus platform retention practices.

We seem to give preference to healthy balance sheets of the corporate entities driving change
rather than truly understanding the impact of their products on the development of young
people. In contradiction to article 36 of the UNCRC (that children should not be exploited by
the media) it is not made obvious to young viewers that many video sharing platform videos
are commodified, either through sponsorship deals or with indirect merchandise advertising,

1 https://www.ofcom.org.uk/media-use-and-attitudes/media-habits-children/childrens

2 https://www.sri.com/press/story/new-research-shows-kids-learn-stem-skills-from-pbs-kids

3 Essex, C., Bedford, R., Gliga, T., & Smith, T. J. (2025). Toddlers Viewing Fantastical Cartoons: Evidence of an
Immediate Reduction in Endogenous Control Without an Increase in Stimulus-Driven Exogenous Control.

4 Christensen, C. & Cincebeaux, M. (2024). “YouTube’s ABCs and 123s: Describing the quality of early literacy
and math videos on YouTube”. Menlo Park, CA: SRI International.

5 https://www.theguardian.com/technology/2025/jul/28/techscape-ai-google-meta-

amazon?CMP=Share iOSApp Other
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and driven by commercial algorithms.! There are frequent misunderstandings about the
‘reality’ and commercial nature of what young people are watching.?

There is an urgent need for updated research on child and family use of moving image media
in the new context that has emerged with the rapid take-up of the new platforms. In the
meantime, ‘it is incumbent upon media outlets to develop more responsible reporting in
relation to children and young people’s use of social media’.3

Serving UK society and culture

Research into dumbing down, misinformation and commodification is useful. But further
work is needed to understand the long-term effects of the illusion that a wide range of content
on VSPs and activities in gaming lead to greater engagement with education, society, shared
values or personal well-being. In short, CMF believes the offer masks the reality of
algorithmically controlled content loops which promote lower value content, fail to support
public service or public value content and lead children away from choice, range and balance.
And in many cases into doom-scrolling through rapid short form video which serves to retrain
their capacity to appreciate stories which stretch or challenge them and provide a basis for
greater understanding of what media can and should provide, later in life.

1 Burroughs, B. & Feller, G. (2022). “Child-Created Content and the Media Industries.” In Routledge Companion
to Digital Media and Children, edited by Lelia G., Holloway D., Stevenson K., Leaver T., Leslie H., 217-25.

2 0’Connor, J., Fotakopoulou, O., Johnston, K., Kewalramani, S., & Ludgate, S. (2023). “Resisting hyperreality?”

3 Marsh, J., Law, L., Lahmar, J., Yamada-Rice, D, Parry, B., Scott, F., Robinson, P., Nutbrown, B., Scholey, E., Baldi,
P., McKeown, K., Swanson, A., Bardill, R. (2019) “Social Media, Television and Children”. University of Sheffield.
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Q6: How does children’s TV made in the UK contribute to:

a) The UK’s culture and identity
b) Our cultural and economic outputs

Culture is a way of life and thought. It is our reality, our here and now, made up of routines
and behaviours not just selected events, works of art or historical figures. We accept certain
key events in the calendar have protected status within media coverage, but we may ask
whether there are other aspects, more nuanced in detail, that should be preserved. Cultural
support is more important than ever in an increasingly fractious world, as Mark Thompson
points out in his article on public service media and sovereignty.! This is not an insular or
protectionist view, as modern civil society can also be aware of the wider world through its
national media lens.

Ofcom data leaves no doubt about the amount of time young people engage with screens
and screen content. By default, screen devices play an ever-increasing role in the
enculturation of the child. Simply put, if UK culture is not present on the devices of young
people, if it does not get talked about in the playground because it is drowned out by the
latest TikTok trend, then UK culture will only be visible through the school curriculum and
nowhere else. There is a danger that a generation could grow up disconnected or turned off
from UK culture and our shared values.

UK Culture and Identity

Media representation holds enormous power in shaping public understanding, cultural
norms, and discourse.? So it is of crucial importance that all children see their lives and
communities represented. Common cultural values expressed within regional voices gives
identity but also demonstrates a connection between communities and promotes being part
of a bigger society and citizenship within it. It is a cultural glue.

But how much representative content is being presented to young audiences? While we can
get some notion of content provision from the BBC Annual Report, Tax Credit Certifications
and Ofcom data, it is not easy to get a detailed picture of the what, where and who is making
content and how much is being spent on a case-by-case basis in the UK.

CMF has chosen to use the evaluation of the former Young Audiences Content Fund to help
illustrate detail.> YACF was a pilot, with set guidelines and controls, specifically constructed
to support the provision of public service content for children. Through and beyond the
lifetime of the Pilot, activity was independently and comprehensively evaluated, reporting on
spend, hours, genres, techniques, representation, skills investment, audience and economic
impacts. This is an example of what can be done to generate culturally representative content

1Thomspon, M (2024) “The Case for a Strong BBC. Cultural Sovereignty and Public Service Broadcasting in the
Netflix Era” in The Political Quarterly, Vol.95 No.1 January/March 2024

2 Hoewe, J., & Peacock, C. (2020). “The power of media in shaping political attitudes.” Current Opinion in
Behavioral Sciences, 34, 19-24.

3 BFI Young Audiences Content Fund End of Term Evaluation Dec 2022 and Supplementary Update July 2025.
Bigger Picture Research https://www.bfi.org.uk/get-funding-support/create-films-tv-or-new-formats-
storytelling /young-audiences-content-fund
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and resultant impacts. The outcomes are supported by verbatims from evaluation surveys
and associated research.

YACF was tasked with supporting culturally specific and representative (not just ‘relevant’)
programmes, with key priorities for funding being:

- Diversity: Applications to the Fund were expected to achieve the BFI Diversity
Standards which encourage equal opportunity in the screen industries and tackle
under-representation as to disability, gender, ethnicity, age, sexual orientation, socio-
economic status and geographical location.

- Nations and Regions Representation: Productions representative and reflective of
the UK Nations and Regions, both on screen and off screen, including content in UK
indigenous languages.

- New Voices: Content that introduced fresh voices and new ideas to the public service
landscape and enabled content from production companies who fall within the micro
or SME category to compete in the broadcasting landscape.

- Other Fund priorities: Quality, Additionality, Audience Reach, Plurality, Innovation.

The Fund delivered on all priorities and in these key areas:

Diversity
- All production projects achieved the minimum requirement of at least 2 BFI Diversity
Standards, and every development project met at least one.

“Through our YACF projects we’ve been able to put more children on screen, children who
our core audience can identify with from a wide range of backgrounds” Broadcaster
survey

‘The focus on UK audience and culture was a really positive development as we were
actively seeking shows that could better represent the UK demographic” Broadcaster
survey

“One of the things about the Fund being so prescriptive about the diversity requirements
was linking them to money. You don't affect change unless it's through legislation or
money. What the BFI did was set out really clearly the minimum thing you should be doing.
And if you're not doing it, you're not getting the money” Stakeholder survey

Nations and Regions:
- 71% of project spend, with most production and development projects in recognisable
UK settings outside of London and SE.
- 10% of production awards and 7% of development awards supported new content in
indigenous languages (Scottish Gaelic, Irish Gaelic and Welsh).

“The Fund has enabled Indies to approach local broadcasters without necessarily having
to secure a larger international broadcaster. This has allowed indies to approach projects
on a more local level and to embrace indigenous language and culture”. Broadcaster
survey
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New Voices:
“Content supported by the YACF has been a hotbed of new talent — from children acting,
performing, or simply living their lives in our new drama and documentaries; to grown-up
presenters and actors making their first break in TV; to Producers, Directors, Composers
and a whole host of other creative roles”. Broadcaster survey

- The Fund also supported hyperlocal, community derived programming that packed a
punch well above its weight:

“KMTV’s audience is made of 48% of socio-economic groups C2 — E, delivering content to
hyper-local communities that may not consume traditional news and current affairs from
bigger regional or national broadcasters, like the BBC, ITV or Channel 4. The commission
from KMTV and YACF has meant that we have been able to take these hyper-local
communities from across the country and deliver the content to a significant audience that
usually wouldn’t be engaged in science communication” Broadcaster survey

Why was the Fund culturally important?

The decline in provision of Children’s PSM is understood, but research conducted by Cardiff
University alongside the Fund’s See Yourself On Screen competition revealed the impact of an
historical lack of PSM on young people:

“The research found that through the two years of the pandemic, TV helped children and
teenagers feel part of a community at a time when they felt isolated from their friends,
classmates and family, and has helped to spread positivity in their lives. However,
reflecting previous studies that show children and young people don’t feel their lives and
experiences are reflected on the small screen, just 35% of children think they see young
people on TV that share similar interests or experiences with them, just 31% of children
see other young people they think sound like them and only 24% of UK children see
young people on TV they think look like them.

The study shows how the lack of representation is driving young audiences towards
YouTube and social media, where young audiences feel they can see people and find
experiences that reflect their own, even though many also noted the detrimental effect
some content they consume on these platforms can have. Children among the older age
bracket — 14 to 18 years — shared their view that social media was exacerbating the issue
of having to conform to a certain ‘look’, reflected in one idea for a TV show submitted
which centred around social media taking over people’s lives and how it had
‘brainwashed them”.?

In further research, BFI commissioned fieldwork undertaken by Into Film in 2021. Feedback
from young audiences across the UK was broadly positive in terms of the quality and appeal
of YACF supported programmes they watched, and about the capacity of the example
programming to inform, educate and entertain, with 88% saying programmes made them
think and 82% glad they saw them.

1 BFI research finds less than a quarter of 4- to 18-year-olds believe UK television represents them | BFI
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“These programmes look like they have been made... in the locations that the stories are
being told. They feel real and you can really tell that time has been spent sourcing
locations and people to interview” (13-year-old viewer, Scotland)

“This programme made me feel like | wasn’t alone” (17-year-old viewer, SE England)

“Although the girl speaking wasn’t of the same ethnic background as me, | am a teenage
girl who has been insecure about her appearance in the past and this video still
represented me and my thoughts/feelings” (18-year-old viewer, Scotland)

“Programmes like these are important as they provide an insight into people’s lives from
different backgrounds” (13-year-old viewer, Scotland)

“You can learn about new things and have a good laugh as well” (10-year-old viewer,
Northern Ireland)

Children in the UK feel under-represented by the media — very few feel seen or heard. And
children respond well to programming that reflects their lives and communities, and others
around the UK, engendering a feeling of ‘like me’ - of cohesion.

Children during the pre-adolescent and adolescent years are wrestling with moral and identity
development.! Media, ever present in the lives of today’s young, is a primary source of
information for their developing concepts of what the world outside their immediate
environment is about. In an increasingly fractured world, programming that connects to UK
cultures, fosters understanding of others and a sense of community from early years can only
help revive social cohesion in the UK.

Cultural Exports

UK children’s programmes are world leading. Over the years superbrands like ‘Teletubbies’,
‘Bob the Builder’, ‘Peppa Pig’ and latterly ‘Hey Duggee’ have had global recognition and huge
economic success. But their cultural impact should also not be underestimated. British
humour, sensibility and eccentricities are central to these shows, and the narrative shape and
intention of the writing remains intact even when dubbed into other languages.

Animation and puppet/skin programmes are easily dubbed and therefore easy to export to
many territories. Many lesser-known animated titles routinely export to 120+ countries. and
are good examples of local culture and sensibility having global reach.

Live action shows, immediately visually identifiable as British, can also have a life outside the
UK either in themselves or via format sales.

! Hart, D., & Gustavo, C. (2005). “Moral development in adolescence”. Journal of Research on Adolescence, 15,
223-233. Massey, E. K., Gebhardt, W. A., & Garnefski, N. (2008). “Adolescent goal content and pursuit: A review
of the literature for the past 16 years”. Developmental Review, 28, 421-460.
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It is quite common for English-speaking public service broadcasters to acquire, or occasionally
co-commission live action titles e.g. BBC titles such as the ‘Andy’s Adventures’ brand, ‘Deadly
60’, ‘Mr Maker’, ‘Operation Ouch’, ‘Secret Life of Boys’ all feature strongly in ABC Australia’s
Kids’ and Family schedule and online player.

Live action shows can also be dubbed ‘Grandpa in My Pocket’ exported to 140 territories
dubbed into at least 20 languages. ‘Waffle the Wonder Dog’ has been dubbed into 15
languages.

YACF funded show ‘The World According to Grandpa’ (originally co-produced in Welsh and
English) has garnered international sales and format sales.

UK children’s programmes have always been well represented in international awards judged
by juries of international media professionals, frequently nominated and winning
International Emmy, Prix Jeunesse, Rose D’Or, Kidscreen Awards.

Children’s PSM is an effective form of soft power for the UK — exporting our culture and values
in programmes that model kindness and community, explore difficult issues, but also, and
powerfully, bring joy to children. Childhood is a time where values presented are absorbed
and last a lifetime.

Economic Outputs

UK children’s programmes are globally respected, and this is borne out in terms of exports as
outlined above, with a number of programmes becoming huge hits and accruing huge
revenues. As outlined previously, animated or ‘skin’ shows lend themselves to export.

Brands like ‘Teletubbies’, ‘Bob the Builder’, ‘Peppa Pig’ have enjoyed much success, but are
now owned by international companies. When they reach a certain level of success, the global
heft of these shows attracts investors who make brand owners offers that are hard to refuse
when your show has become difficult for the small originating companies to service. The
‘Teletubbies’ are owned by Canadian company Wildbrain, ‘Bob the Builder’ is owned by
Mattel and ‘Peppa Pig’ by Hasbro. While these shows brought an impressive revenue to the
UK in the early years (in the hundreds of millions), the future revenue will reside offshore.

When these shows were first incepted, market conditions were such that it was possible to
create and make the show wholly in the UK, IP was retained in the UK, leaving the rest of the
world open to sales. Now, it is far more likely that a show might be created in the UK, but
could only be produced with another, or maybe 2 other co-producers, diluting IP ownership,
but more importantly, diluting in the long term the cultural integrity of the show.

A lack of meaningful commissioning in the UK and audience fragmentation leading to risk
aversion in the market has had catastrophic impacts in the children’s production economy. It
also puts producers in a position which prevents them from reinvesting from long-term gains
from IP exploitation — thus further diminishing UK capabilities.
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The creation of a Fund (along with tax breaks) can help IP stay in the UK, and bring economic
benefits:

The Young Audiences Content Fund was able to achieve this:
“All the IP in the project is owned solely by British nationals. So often, the IP in
animation developed and produced in the UK is held by companies abroad”!
Production company Economic impact survey response

So, as well as the local value YACF brought, stimulating production, investing in skills and IP
development, it was an investment in the long-term economy and value of companies and
the country, more work, more export, more revenue back to the country.

The local economic activity YACF stimulated, though meaningful with an employment head
count of 5,303 bringing 211,321 job days, and a GVA of £437M, is not the whole story.

The GVA calculations do not include:
¢ The direct, indirect and induced economic impact resulting from the development of
projects (as opposed to their production)
¢ Broadcaster re-licensing (UK and international) after the initial 5-year licensing period.
o Spillover impacts of associated activity like tourism and merchandising. The latter can
provide a significant source of revenue, particularly for popular animated series.

The YACF evaluation concluded that the GVA was a very conservative estimate of the full
economic impact of the Fund. Even at this estimate, it was still a better economic stimulant
than any of the tax credits while being specific to content of high public value.

While YACF supported content all reflected aspects of UK culture and communities, some
programmes were able to sell outside the UK market. 20% of the series funded (mostly
animation) included distribution and pre-sales totalling £6.6M in their finance plans.

Subsequent anticipated sales provided the Evaluation with forecasts for 17 programmes, 8 of
which shared actual sales data which verified the accuracy of the projections. These forecasts
put total gross revenue at between £23.7 to £40.3M over the next 15 years.

“The Fund has helped to further the UK’s reputation as a market leader” Broadcaster
Survey

The Children’s PSM production economy is dwarfed by the resource and revenue of ‘grown
up’ content, but the economic potential of it remains largely unrealised. More than a
potential area of economic growth, provision of content that reflects the lives of UK children
is performing a vital public service and in the current climate can only be a societal good.

Pact estimates the children’s media contribution to export revenues from programme sales
and co-production deals to fluctuate between 2% and 4% of their overall annual export

figures.

In 2023/24 the overall figure was £1.8bn, and the children’s sector contributed 3% of that -
i.e. £54.5m.
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Evidence from other sources suggest this is a robust figure, as Department of Business and
Trade reporting confirmed revenues from members of the UK delegation at the key Kidscreen
sales and co-production market was £48,425,500 for February 2024.

Kidscreen reporting produces figures between £60m and £40m annually. However, the
disruption in the international market for children’s content has caused a dramatic drop in
revenues from Kidscreen 2025 — with as little as £1.2m reported six months after the
market. Respondents reported “nothing was bought or commissioned”.

This is caused by the loss of commissioning or co-commissioning support from broadcasters,
the streamers pulling back from commitment, and no new method of up-front funding on
offer from the dominant player in the children’s and youth market — YouTube.

Government and regulatory intervention is needed to take a lead in re-establishing a robust
model of up-front investment in well-developed content that can maintain the UK'’s
reputation for high quality content, add value for the audience but also and increase
economic returns:
- Increasing the capacity of BBC Children’s to fund content commissioning through a
beneficial licence fee settlement
- Collaboration with YouTube and other platforms on more advantageous distribution
of revenue and the surfacing of UK content
- The application of a levy to finance a new Young Audiences Production Fund
- Ofcom to enforce and incentivise more investment in children’s and youth content
from the commercial PSBs.
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