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ABSTRACT

Introduction: The new audiovisual paradigm, marked by flexible consumption, a wide catalog and a
participatory audience, increases the interest of linear television in connecting with young people. To that
end, the channels manage specialized content platforms. This research aims to analyze Mtmad, Playz and
Flooxer, and the perceptions about them. The specific objectives are to examine the catalogs; evaluate
identification with management chains; analyze youth-content identification and study their consumption
habits. Methodology: A content analysis based on web structures and catalogs is proposed; and a survey of 160
young people about their knowledge, identification and consumption patterns. Results: Mtmad leads in terms
of web design, mainly in structure and user experience. In terms of content, the three platforms present
similar numbers of titles, although heterogeneity of strategies is observed. Mtmad opts for reality television,
and Flooxer and Playz for fiction. According to the survey, Mtmad is the best-known platform but Playz is the
most consumed, the most identified with linear television and with whose catalog young people feel more
identified. Discussion: What young people consume the most are series, even though they appreciate
innovative formats starring Influencers. They do not identify with linear television, but they use and identify
more with the platform that they directly associate with a conventional network. Conclusions: Despite the
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different strategies and perceptions of young people, a homogeneous tendency to produce content that
encourages interactivity is detected.

Keywords: Television; VOD; Audience; Youths; Consumption; Content; Audiovisual.
1. INTRODUCTION

The most recent revolution in audiovisual consumption in Spain began in 2015, when Netflix became the first
video-on-demand (VOD) service to arrive in Spain. The viewer begins to be considered a user, and a more
complex relationship is established between the viewer and the content, the result of an increase in
opportunities for interaction and participation (Clares-Gavilan & Medina-Cambrén, 2018). However, if there is
a turning point, it is in the confinement period of 2020 (Arana Arrieta et al., 2020), when, for the first time,
content platforms registered more viewers than linear television (Lorenzo, 2020; Paun & Olsen, 2022). Netflix
led the way in terms of growth, with 15.8 million new customers between January and March 2020, 23% more
than in the same period in 2019 (Netflix, 2020).

This fact leads to a debate on the creation, transmission and consumption of content (Rivas, 2020; Pérez-
Dasilva et al., 2020) and the need for attention from academia from a double perspective: the producer and
the new audience. Moreover, within the latter, the young audience deserves special attention, indicated as the
generational group that generates more interest for researchers in the field of communication because they
are digital natives (Ugalde et al., 2017), who, in addition to being viewers, act as content creators (Fieiras-Ceide
et al., 2022).

1.1. New audiovisual consumption paradigm

Gone are the days when families gathered around the television to watch a new episode of Médico de Familia
(Ecija, 1995), Aqui no hay quien viva (Caballero, 2003), or any of the other titles indisputably associated with
Spanish fiction. With the advent of the Internet and the expansion of online audiovisual offerings, prime time
is no longer the key moment for content consumption, and by 2024, linear television coexists with on-demand
content platforms (Arjona, 2021; Kimber & Guerrero-Pérez, 2022). This omnipresence of the Internet as a
content provider has made the viewer freer, with the power to decide what, how, when and where.

Linear television has been losing young viewers for years. In 2012, young people between the ages of 14 and
25 were the demographic that consumed less, as they began to prefer accessing audiovisual content through
mobile digital devices (Lopez Vidales, 2021). Ten years later, in 2022, and with the arrival of the aforementioned
VOD platforms, the predominant profile of linear television is a person over 65 years old (Martinez, 2022).

Two stages can be distinguished in this transformation of the audiovisual scenario. The first is when linear
television channels begin to adapt to the digital environment through websites, where they post the content
of their programming schedules after it has been broadcast. In this way, they moved from the broadcasting
model, aimed at attracting mass audiences, to narrowcasting, based on audience segmentation (Pedrero,
2013). Subsequently, the landing of Netflix, Amazon Prime, HBO, Apple TV and Disney+ in Spain resulted in a
huge audiovisual catalog and the promotion of individualized consumption through the offer of personalized
content (Guerrero Pérez, 2018).

These milestones have not only changed the way we consume television, but also other forms of culture, such
as movies. The common collective experience of going to the movies has been replaced by a much more
individualized and flexible one (Ramos Méndez & Ortega-Mohedano, 2017), as content platforms are now the
premiere venue for many productions.
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In this new scenario, terms such as binge-watching, defined as the act of watching several episodes of a series
or even the entire season at once, are beginning to appear (Jenner, 2015; Herndndez Pérez & Martinez Diaz,
2016). Social networks are also driving phenomena such as the "second screen," where audiences tend to
comment on audiovisual content with their followers during the viewing itself (Etura Hernandez et al., 2023).
In this regard, in 2020, 61% of young people claimed to use social networks while consuming other audiovisual
content (Narbaiza, 2020).

Moreover, the choice of content consumed is no longer only due to advertising factors, but also to
recommendation systems (Cingolani, 2017) based on machine learning algorithms that show some titles or
others according to previous consumption habits (Fernandez, 2018).

This new paradigm has been studied from different perspectives. Previous studies can be found on the use of
machine learning in the recommendation systems of platforms (Zelcer, 2023), on the sociological aspects of
platforms and current television (Goyanes et al.,, 2021; Soto Ferndndez, 2023) and on the uses and
consumptions, satisfaction and evolution of the content offer (Lozano, 2020; Aguirre-Aguilar, 2023). In this
sense, there are several works focused on the audiovisual consumption after the pandemic (Cortés Quesada
et al., 2022; Bolognesi, 2023; Eguzkitza Mestraitua et al., 2023) and on the content consumption trends of
young people (Lépez Vidales et al., 2012; Arango-Forero, 2013; Guerrero Pérez, 2018; Garcia-Orta et al., 2019).

However, an earlier study (Cortés Quesada et al., 2022) points to the relationship between consumption on
VOD platforms and linear television as a possible line of research, which is attempted in a 2023 paper on young
audiences' perceptions of Spanish public television's online platforms, RTVE Play and Playz (Eguzkitza
Mestraitua et al., 2023). However, in addition to this scarcity of studies on the consumption habits of linear
television platforms by specific population groups, there is also a scarcity of studies that relate specialized VOD
platforms to specific audience groups. These observations are taken as an opportunity for the development of
this paper, which analyzes the perceptions of young audiences on platforms managed by linear television
channels that directly target them: Playz, Mtmad and Flooxer.

1.2. VOD platforms: streaming wars

It is necessary to state that the expansion of VOD platforms has led to an audiovisual revolution, without
explaining what type of platforms coexist in this new paradigm (Neira, 2020):

a) Those whose sole business purpose is content streaming, such as Netflix.

b) Those linked to e-commerce companies, such as Amazon Prime.

c) Those dependent on audiovisual giants, such as Disney+.

d) Those developed by telecommunications operators and public or private television channels, such as
RTVE Play (TVE) or Atresplayer (Atresmedia).

Mediaset and Atresmedia were the first media groups in Spain to launch their streaming platforms, linked to
their linear television channels. While Mitele was born in 2011, Atresplayer was born in 2013, two years before
Netflix landed in the country. In 2015, they competed only with Movistar+, and in 2016, they were joined by
HBO and Amazon Prime Video. In 2017, RTVE launched Play and in 2019, Apple TV arrived. The last to join the
offer was Disney+, in 2020 (Gil-Torres et al., 2020; Montaiia Blasco et al., 2020).

Thus, in just a decade, the stage is set for the streaming wars (Neira, 2020), marked by an abundant offer of
audiovisual content, most of it original (Boccella, 2021), and the continuous adaptation of platforms to market
changes (Lobato & Lotz, 2021). A specific case is that of Netflix, which lost more than one million subscribers
in 2022 and was forced to take actions such as changing the subscription model from free sharing of the service
to home limitation or the elimination of its basic plan (Diaz, 2023; Badillo, 2024). Another change worth
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highlighting is the inclusion of advertising on the platforms, which encourages VOD companies to innovate in
this area in order not to lose subscribers (Neira et al., 2024).

As for the audience, the communication strategies implemented by VOD platforms can be directly related to
the audience they are targeting. They actively use social networks to transmit humorous and upcoming
messages that always revolve around their own audiovisual offer (Fernandez-Gémez et al., 2022). It should be
remembered that young audiences are social audiences (Martinez-Sdnchez et al., 2021), so social networks are
a good way to attract their attention (Wayne & Castro, 2020). However, there is not much data on the
percentage of this generational sector among VOD viewers.

The barometer of platform consumption in Spain by the audiovisual research company GECA (2024) shows that
Amazon Prime has the highest penetration, followed by Netflix and Disney+. This data is corroborated by the
monthly report of the company Dos30, dedicated to the measurement of VOD audiences (Sigma Dos 30', 2024),
which adds that Amazon Prime has been leading the sector in the country for 15 months. In this last report,
platforms managed by linear TVs are also present, including Playz and Atresplayer. However, from a viewer
perspective, none of these studies distinguish user profiles. This finding may be related to the challenge that
the audiovisual market is currently facing in terms of audience measurement, since there are unrecorded forms
of consumption and the agents involved in production are working to find a hybrid solution that allows
guantifying the impact of conventional media both in the offline universe and in the digital scenario (Gallardo-
Camacho et al., 2023).

This is particularly significant given the change in consumption habits of millennials and generation Z, who are
consuming less linear television and more streaming content (Vazquez-Herrero et al., 2019; Martinez, 2022)
due to a growing disinterest in the offer of traditional channels, the lack of flexibility in consumption and the
inclusion of intrusive advertising (Loépez Vidales, 2021). 88.5% of generation Z members and 93.2% of
millennials subscribe to Netflix, and all of them claim to have accounts on more than one platform at a time
(Cortés Quesada et al., 2022; Garcia-Rivero et al., 2022). However, they do not specify which ones, nor do they
establish a relationship between this streaming consumption and the platforms managed by linear television
channels.

1.3. Linear TV platforms and young audiences

Television still occupies a predominant place in the population's leisure time, but the format is changing
(Refojos, 2020): from content networks to streaming consumption, and from group viewing to individualized
viewing, as previously mentioned. In this sense, the GECA barometer reflects a decline in linear television
viewing (GECA, 2024), and previous literature points to a decreasing interest among young audiences (Guerrero
Pérez, 2018; Roel, 2020; Gerkins, 2022). However, it should not be forgotten that conventional television
channels have not passively witnessed the change, adapting to the new paradigm through multiplatform
strategies (Ramsey, 2018). First, they created public websites where they uploaded the content broadcast on
traditional channels, and later they implemented payment platforms linked to these channels (Rubio-Jordan,
2021), such as Mediaset's Mitele and Atresplayer of Atresmedia.

Likewise, in a third stage of this multiplatform strategy, the three media groups decided to go one step further
and launch platforms specifically aimed at young audiences. In 2015, Atresmedia launched Flooxer; in 2016,
Mediaset's Mtmad was born; and in 2017, RTVE inaugurated Playz. All three have heterogeneous content, with
fictional series on topics of interest to new generations, such as cyberbullying, sexual identity freedom, and
precarious work (Casado et al., 2022); and programs starring influencers stand out. Thus, the adaptation of
linear television channels to the new audiovisual ecosystem also implies a transformation of fiction production
in Spain (Castro & Cascajosa, 2020; Saavedra et al., 2023; Digdn Regueiro et al., 2023).
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From an academic perspective, no attention has been paid to these youth platforms and their impact on the
target. There are few references found that focus on the study of Playz as a platform linked to RTVE (Maroto-
Gonzalez & Rodriguez-Martelo, 2018; Eguzkitza Mestraitua et al., 2023) and only one work that combines the
analysis of the three, although based on the communities that the networks create on Instagram and Twitter
(Eguzkitza Mestraitua et al., 2023). Considering the new paradigm of audiovisual consumption, it is necessary
to develop a study that relates three of its key variables: linear television, content platforms and young users.
What type of content do the youth platforms of linear televisions in Spain offer? Do young users feel identified
with that content? Do they associate the platforms with the television channels that manage them? What are
the current consumption trends? These are the research questions that this paper aims to answer.

2. OBJECTIVES

The main objective of this research is to analyze how linear television channels interact with new audiences
through their specialized content platforms. From this general objective, four specific objectives (SOs) result:

e SO1: To study the type of content offered by the linear television youth platforms Mtmad, Playz and
Flooxer.

e SO2: To evaluate the identification of the platforms with the linear TV channels that manage them.

e S03: To analyze the level of representation and identification of the target audience with the content
of the platforms.

e SO4: To study consumption trends on these platforms.
3. METHODOLOGY

The methodological approach used was a combination of content analysis and survey. The content analysis
was carried out in two phases. First, the web structure was evaluated, followed by a detailed analysis of the
content offered by the platform (Maroto-Gonzalez & Rodriguez-Martelo, 2019; Mateos-Pérez, 2021).

3.1. First phase: Web structure evaluation

In the first phase of the analysis, various aspects of the web structure were examined, including URL, design,
usability, responsiveness and personalization (Table 1). Each item was coded according to a Likert scale, where
1 means “very bad”, 2 “bad”, 3 “fair”, 4 “good” and 5 “very good”. Each item was assigned a maximum score
of 5, and the maximum total score that could be obtained in the platform analysis was 100 points.

Table 1. Web structure evaluation analysis worksheet.

Variable Subcategory Description Total Score
URL Clarity It is clear, easy to understand, and representative of the site's 20
(Garcia-Carretero et content.
al, 2016; Garcia- | Length It is as short as possible without sacrificing clarity.
Clalrrze(;cir;)), Codina et Structure It follows a logical, hierarchical structure.
al.,
Keywords It includes relevant keywords to improve SEO.
Design Aesthetics It is visually appealing and professional. 20
(Garret, 2002; Consistency It maintains consistency in colors, fonts, and styles across all
Carrefio, 2021; pages.
Zl)nle;;o-Naval et al, Brand image It conveys user perception of brand identity and values.
White space It makes proper use of white space to avoid clutter and improve
readability.
Usability Navigation li is intuitive and easy to use. 20
5
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(Garret, 2002; | Loading time Pages load quickly.
Carrefio, 2021; | Accessibility It is accessible to people with disabilities.
Pifieiro-Naval et al., - - -
2017) Interaction Interactive elements are easy to find and use.
Responsiveness Adaptability It works correctly on different devices and screen sizes (mobile 15
(Loayza, 2023) phones, tablets, computers)
Consistency User experience is consistent regardless of the device being used.
Tests It is tested on multiple devices and browsers to ensure
responsiveness
Customization Dynamic content It provides customized content based on user behavior. 15
(Campos- - - - -
) User preferences It allows users to customize certain settings to enhance their
Freire et al., 2018) )
experience (language, theme).
Recommendations It provides personalized recommendations based on browsing
history and preferences.
Social media Integration It includes social media buttons for easy content sharing. 10
(Saavedra-Llamas et Links It provides clear links to the platform's social media profiles.
al., 2020)

Source: Own elaboration based on several authors (Garcia-Carretero et al., 2016; Garcia-Carretero, Codina et al.,
2016; Garret, 2002; Carreio Villada, 2021; Pifieiro-Naval et al. 2017; Loayza, 2023; Campos-Freire et al.,
2018; Saavedra-Llamas et al., 2020).

3.2. Second phase: Detailed Content Analysis

In the second phase, an analysis of the content included in the platform was carried out (Table 2), according to
the items' genre, target audience, level of interactivity, transmedia strategies, and the role of the protagonists.
For the research, the items were selected based on the work of Maroto and Rodriguez (2019), since their

content is closely aligned with the objectives of the proposed analysis, which were adapted to the present
research.

Table 2. Platform content analysis worksheet

Content Classification
Videopodcast, series, program, reality, docureality, testimonial, dating
Genre show, interview, reality TV, contest/talent show, documentary, movies and
vlogs.
. Generation Z, Generation Z/Millennial (both), Generation M, and all
Target audience .
audiences.
Interactivity No or yes
Transmedia No or yes

Protagonist Influencers, actors and anonymous people

Source: Own elaboration based on Maroto-Gonzélez and Rodriguez-Martelo, 2019.

The platforms themselves provide hints (hashtags, tags, etc.) about the genre of the content, the target
audience, or the protagonists, which allows for a more precise understanding of the dynamics of consumption
and audience segmentation. In this way, detailed information was extracted from the content of each of the
platforms analyzed.

3.3. Survey

As for the survey, it was conducted between May 1 and May 31, 2024, with a minimum sample of 151
participants determined by the statistical platform QuestionPro. In this way, a confidence level of 95% and a
margin of error of 0.8 were achieved, representing an estimated population of 4 million people in Spain
between the ages of 18 and 27, according to data from the National Statistics Institute (INE, for its acronym in
Spanish) in 2022. In the end, 160 people participated in the survey.
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Regarding the questionnaire, it was approached from a uses and effects approach (Espinosa Ramirez, 2015),
with reference to other previous works, which allowed the validation of the variables (Garcia-Orta et al., 2019;
Cortés Quesada et al., 2022; Eguzkitza Mestraitua et al., 2023). Regarding the distribution of the survey, the
three national youth associations active in Spain collaborated in the research: the Spanish Youth Organization,
the Spanish Youth Council, and the Youth Institute (INJUVE, for its acronym in Spanish). This work does not
intend to segment the audience according to specific interests, so the three generalists mentioned above were
limited in order to reach any profile of young people located in Spain.

The survey consists of 25 questions, divided into four thematic blocks that respond to SO2, SO3 and SO4. These
blocks are: registration information, identification of knowledge about the platforms and consumption habits,
association of the platforms with the linear TV channels that manage them, and specific questions about the
catalog of each platform.

4. RESULTS
4.1. Website formal analysis

From the analysis carried out on the three platforms in the categories of URL, design, usability, responsiveness,
personalization and social networks, it can be seen that the Mtmad platform is the best rated with a total of
79 points out of 100, followed by Playz with 73 and Flooxer with 70 (Table 3). Subcategories

Table 3. Analysis of the Mtmad, PlayZ and Flooxer websites

Analysis categories Subcategories Mtmad Playz Flooxer
Clarity
URL Length 20 16 16
20 scores Structure
Keywords
Aesthetics
Design Consistence
. 16 14 15
20 scores Brand image
White space
Navigation
Usability Loading time
15 15 13
20 scores Accessibility
Interaction
Responsiveness Adaptability
P Consistence 12 12 12
15 scores
Tests
Customization Dynamic contents
User preferences | 9 11 9
15 scores .
Recommendations
Social media Integration 2 5 5
10 scores Links
Total score 79 73 70

Source: Own elaboration.

Considering each of the categories related to the URL, the items clarity, length and structure are rated with the
highest score (5 out of 5) in the case of Mtmad. Playz and Flooxer receive identical scores (3 out of 5) for clarity
and length, and the same score as Mtmad for structure (5 out of 5).

In terms of design, Mtmad continues to lead the ranking in all subcategories with a score of 4 out of 5. In the
case of Flooxer, the brand image scores lower (3 out of 5), and in the case of Playz, it is the aesthetics and white
space (3 out of 5) that lower the average.
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In terms of usability, Mtmad gets a consistent score in navigation, latency and interaction (4 out of 5), with
accessibility being the only variable evaluated with a lower score (3). In this sense, there are differences in the
strategy of Playz and Flooxer, which are rated better in accessibility and worse in navigation. However, identical
scores are obtained in the three cases when responsiveness is taken into account.

Regarding website customization, Playz leads the ranking in terms of content dynamism (4) and user
preferences (3). Meanwhile, Flooxer and Mtmad obtain similar, albeit lower, scores in these subcategories, and
all three received 4 scores for recommendations.

Finally, considering the association of the websites with the social profiles of the platforms, it can be noted that
Mtmad is the one that best identifies and integrates them.

4.2. Website content analysis

An analysis of the web content of the three platforms shows that they all have a similar catalog in terms of number of
titles: Mtmad leads with 30, followed by Playz with 29 and Flooxer with 26 productions.

With regard to their classification by genre (Figure 1), it was found that Mtmad is dominated by reality television (17)
and videoposcasts (7). Flooxer shows more diversity in this regard, combining the prominence of series (15) with reality
TV, interviews, contests and documentaries. The case of Playz is similar, with a predominance of series (15) combined
with other genres.

Figure 1: Mtmad, Flooxer and Playz distribution by genre.
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Source: Own elaboration.

In general, the most represented genre is the series (31), which indicates a tendency to produce fictional
content (Table 4). It is followed by reality TV, with 17 programs, which are usually based on the daily life of
personalities linked to other television programs.
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Table 4. Distribution on analyzed platforms by gender
Gender Number
Series 31

Reality 17

Program 13

[
[

Videoposcast

Interview

Movies

Contest /Talent Show

Vlogs

Testimony
Reality TV

Docureality

Documentary

Rl R R R R R N[N w

Dating show

Source: Own elaboration.

Meanwhile, interviews (3), movies (2) and quiz shows (2) have a moderate representation, indicating their
focus on specific audience niches. In addition, vlogs, testimonials and dating shows have a low representation
on these platforms, indicating an experimental presence.

Regarding the young audience segment targeted by the platforms (Figure 2), in the case of Mtmad, content
of interest to Generation Z and Millennials is prioritized (24 titles), according to the information provided in
the program descriptions and assigned tags. Flooxer follows a similar strategy, betting on content for both
groups (15 titles). Playz, for its part, is the only one more specialized in a specific audience niche, as its brand
identity is directly related to Generation Z, to which it targets 28 titles.

Figure 2: Generation to which the content is targeted.

30 28
25 24
20
15
15
10

10

5 4 ,

_ 1 1
0 - | | [ ]
Generation Z Generation Generacion M All
Z/Millennial

B Mtmad ®Flooxer M Playz

Source: Own elaboration.

Thus, Generation Z is the main target audience of the analyzed platforms, with a total of 42 titles directed
towards them. Similarly, there is a tendency to produce content appealing to both Generation Z and Millennials
(39 titles), generalizing the young audience. This may be related to the predominant tendency to interact with
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users through the content in the catalogs, especially on Mtmad and Flooxer. Consequently, private television
channels' platforms encourage more participation than public television.

This interactivity is associated with the transmediality of the content. Mtmad, Flooxer, and Playz offer
multiplatform narratives that try to transform audiovisual consumption into an immersive experience by
combining formats and channels, such as videos, games, and social media.

As for the protagonists of these narratives (Figure 3), Mtmad exclusively features influencers (30 titles). They
are also present in the Flooxer catalog (16 titles), although combined with actors (8 titles) and anonymous
people (2 titles); and in the Playz catalog, although in a more equal figure (15 titles) to that of actors (13 titles).

Figure 3: Protagonists of the Mtmad, Flooxer and Playz platforms.

35
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16 1s
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Source: Own elaboration.

In general, there is a predominance of Influencers (61 titles), over actors (21 titles) and anonymous people (3
titles). This reflects these platforms' tendency to capture the attention of young audiences by employing
influencers to direct their followers to catalog content.

4.3. Interview

A total of 160 people responded to the survey: of those, 60.63% were women, 36.25% were men, and 3.13%
did not specify. In terms of age, 77.50% are between 18 and 23 years old, and 21.9% are between 24 and 27
years old. Therefore, all of the participants belong to Generation Z.

The platform most known by the respondents (Figure 4) is Mtmad (81.25%). It is followed by Playz (73.75%)
and, in third place, Flooxer (59.38%). However, Playz is the most used (25.63%), followed by Mtmad (17.50%)
and Flooxer, which in addition to being the least known, is the least used (7.50%).
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Figure 4: Knowledge and consumption of the platforms.

Knowledge Consumption
100,00 90,63
90,00 81.25
80,00 : 73,75 76,25 73,75
70,00 59.38
60,00
50,00 3038
40,00
30,00 25,63 25,63
2000 13 17,50
10,00 I 0,63 1,25 I 0,63 525 " 50 0,63
0,00 —_
Mtmad Flooxer Playz Mtmad Flooxer PlayZ

ENo HYes mNS/NC
Source: Own elaboration.

As for the devices through which content is consumed, a multiscreen phenomenon has emerged. However,
the most used device is the smartphone (58.13%), followed by the tablet (17.5%) and computer (22.5%).
Other devices, such as conventional television, occupy the last place (12.50%).

Regarding whether or not they identify the platforms (Figure 5) with the linear television channels that
manage them, Mtmad is the best related (43.75%), while Flooxer is the least associated with the channel, in
this case Antena 3 (36.88%).

Figure 5: Identification of platforms with linear television channels.

Identification with each platform Identification with the TV
50,00
45.00 43,75
40,00 36,88
35,00
28,13
30,00 24,38
25,00 21,25
20,00 15,6
15,00 2,508 14,38 13 13 11, 88 3,13
10,00 6,88 3 15
5,00 1,25
0,00
Mtmad Flooxer Playz
M Totally in disagreement M In disagreement  Neither agree nor disagree
H In agreement H Totally in agreement

Source: Own elaboration.

Similarly, 40.63% of the young people surveyed believe that these platforms are not related to the television
consumed by previous generations. Although there is a general perception of independence, 30% of
participants relate the content offered by these platforms to what their parents and grandparents consumed
on conventional television a few years ago. Of the three platforms, Playz is most associated with linear
television.
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In terms of consumption frequency (Figure 6), Playz, in addition to having the most users, is also the platform
on which the participants spend the most time (74.38%), mostly between one and two hours a day. At the
opposite extreme is Flooxer: 92.5% of young people state that they do not spend any time on it.

Figure 6: Consumption frequency.
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Flooxer is the least known platform, so young people invest the least time in it. However, most participants say
they are familiar with Mtmad but do not spend time on it.

As for how Generation Z perceives the design of the interfaces (Figure 7), Playz is the most favored in the

responses, with 40% of the participants considering it “good” and 9.8% qualifying it as “very good”. "Once

again, Flooxer receives the lowest ratings, with 21.88% of young people considering it "very bad" and 20.63%

rating it "bad."
Figure 7: Percepcion sobre el disefio.
Design Quality Content Quality
45,00
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Source: Own elaboration.

Regarding the perceived content quality, Flooxer and Playz stand out positively this time, with more than half
of participants classifying them as "good" (35.63% and 17.50%, respectively) or "very good" (40.63% and
10.00%, respectively). In contrast, Mtmad receives a more neutral perception, with 31.88% of participants

classifying it as "regular."
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When asked about the adaptation of the design to the interests of young people in Spain (Table 5), 43.13% of
respondents agree that Playz is the one that best represents them, and 10.63% strongly agreed. The response
to Mtmad is more neutral, while the response to Flooxer is negative: 23.12% totally disagree, and 19.38%
disagree.

Table 5. Questions and answers regarding identification with the content.

. Neither .
. Totally in In Totally in
Questions Platforms . . agree nor In agreement
disagreement | disagreement > agreement
disagree
Mtmad 13,75 16,88 38,75 21,88 8,75
Q10: Does the design suit my "p ' 0 23,13 19,38 38,13 18,13 1,25
interests?
Playz 6,88 8,75 30,63 43,13 10,63
Q11: Does the subject matter | Mtmad 14,38 17,50 37,50 22,50 8,13
make me feel identified with its | Flooxer 22,50 21,88 38,75 15,63 1,25
content? Playz 7,50 8,75 33,13 41,88 8,75
Q12. Do | feel identified with its | Mtmad 13,75 16,88 38,13 23,13 813
content because of the | Flooxer 21,88 22,50 38,13 13,75 3,75
protagonists involved? Playz 8,75 10,63 35,00 39,38 6,25
Mtmad 16,25 18,13 27,50 31,88 6,25
Q13: Does the content suit with 7 " - 14,38 14,38 28,75 26,25 16,25
my interests?
PlayZ 13,13 13,75 26,25 38,13 8,75

Source: Own elaboration.

In terms of content theme and characters, Playz is the platform with which Generation Z feels most identified
(41.88% and 39.38%, respectively). Conversely, Flooxer is once again the worst perceived, with nearly half of
the participants not agreeing either with the catalog or with the characters involved in the titles (Table 4). In
this sense, the genres most consumed by young people depend on the platform: they use Mtmad to watch
reality TV and programs starring Influencers; Playz to watch video podcasts and series; and Flooxer without a
clear genre preference, which is associated with a more varied consumption, even though it is the platform
least consumed by Generation Z (Figure 8).

Figure 8: Genres consumed by young people on platforms.
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There is a predominant tendency for young people to consume reality programs that bring them closer to daily
routines starred by Influencers and other television personalities. Fiction also plays a leading role in
consumption, and video podcasts, a relatively new format, therefore, prove to have carved a niche in the
catalog of interest of young people who use these platforms.

5. DISCUSSION AND CONCLUSION

Linear television is trying to reach younger audiences via specialized content platforms (Eguzkitza Mestraitua et
al., 2023). The study of three of them, Mtmad, Flooxer and Plays, confirms this idea and identifies differentiated
strategies both in terms of interface and content produced. Mtmad, for example, bets on reality TV, opting for
the protagonism of television characters who are linked to Telecinco programs such as Gran Hermano (Zambrano,
2000) or La Isla de las Tentaciones (Estruch, 2020) and who become influencers. These programs are based on
everyday life, on the visibility of personal environments and on the audience's approach to these characters
through everyday situations that are presented as real (Vazquez-Herrero et al., 2021). This commitment of
Mtmad also coincides with the results of the survey, which reflect the interest of young people in content starred
by Influencers who show them everyday situations.

Meanwhile, the other platform associated with a private television network, Flooxer, and the RTVE platform,
Playz, offer more varied content in terms of genres, although fiction series predominate. In the case of the
Atresmedia platform, its catalog includes both mythical series of Antena 3, and that marked the millennial
generation, such as Physics or Chemistry (Baltanas y Mercero, 2008-2011); and its own genre called Snack. These
are light titles and short duration, which coincides with the previous conclusion that the new generations prefer
audiovisual microcontent, of five minutes maximum (Patel and Binjola, 2020). Thus, and in line with previous
studies (Gascdn-Vera, 2020; Aguilera-Garcia, 2023), different approaches can be identified in terms of business
strategies for content fragmentation and attracting younger audiences.

This trend is consistent with the idea that the audiovisual content most consumed by young audiences is series
(Garcia-Orta et al., 2019), as well as with the results obtained in the survey. However, there is a segmentation of
the audience according to the platform. Flooxer and Mtmad prioritize productions that fit the interests of both
millennials and Generation Z, while Playz is exclusively aimed at Generation Z, with formats related to social
media that are more typical of younger audience groups, such as TikTok (Cheng and Literat, 2022). In addition,
the public function of RTVE is reflected in the content of Playz through programs based on the transmission of
social values, such as equality or solidarity, and the visibility of problems that affect the youngest, such as suicide.

In this sense, the results of the survey show novelties in terms of formats. Although fiction continues to be a
fundamental pillar in the audiovisual consumption of the new generations, innovative formats such as video
podcasts are gaining ground and others, more conventional, such as documentaries, are not as prominent. Again,
light content is presented as a favorite, in line with the new generations' preference for viewing on mobile devices
(Saavedra-Llamas et al., 2020; Gallardo-Camacho et al., 2023).

Despite these differences in the strategies and perceptions of audiences, there is a homogeneous tendency
towards the production of content that allows interactivity. Content that generates experiences and is
personalized for each user is being promoted (Salgado, 2023), using functionalities that are not yet feasible in
linear television. The aim is to attract younger audiences, engagement (Auditya and Hidayat, 2021; Castillo-Abdul
et al., 2022), although the responses to the survey reflect a different level of identification and representation.
While Mtmad users are more neutral, both in terms of content and its protagonists, Flooxer stands out for a low
identification of users with the content, feeling very underrepresented, and Playz is presented as the platform
most related to the youngest, both by theme and by intervening characters.

Revista Latina de Comunicacidn Social, 83 https://doi.org/10.4185/rlcs-2025-2380
14



https://doi.org/10.4185/rlcs-2025-2380

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

6. REFERENCES

Aguilera-Garcia, I. C. (2023). Journalists and comedians in the new digital age: a discussion on Spanish
audiovisual infotainment between professionals and consumers. Profesional De La informacion, 32(6).
https://doi.org/10.3145/epi.2023.nov.08

Aguirre-Aguilar, G. (2023). Nuevos protagonismos en el consumo televisivo o del sentido de comunidad en la
era digital. Revista De Investigacion Del Departamento De Humanidades Y Ciencias Sociales, 23, 3-23.
https://doi.org/10.54789/rihumso.23.12.23.1

Arana Arrieta, E., Mimenza Castillo, L., & Narbaiza Amillategi, B. (2020). Pandemia, consumo audiovisual y
tendencias de futuro en comunicacidon. Revista de Comunicacion y Salud, 10(2), 149-183.
https://doi.org/10.35669/rcys.2020.10(2).149-183

Arango-Forero, G. A. (2013). Fragmentacion de audiencias juveniles en un ambiente comunicativo multimedial:
el caso colombiano. Observatorio (OBS*), 7(4), 91-11. https://doi.org/10.15847/0bsOBS742013712

Arjona, J. B. (2021). Convergencia de medios. Plataformas audiovisuales por internet (Over-The-Top) y su
impacto en el mercado audiovisual en Espafia. Revista Latina de Comunicacion Social, 79, 35-52.
https://www.doi.org/10.4185/RLCS-2021-1496

Auditya, A., & Hidayat, Z. (2021). Netflix in Indonesia: Influential Factors on Customer Engagement among
Millennials’ Subscribers. Journal of Distribution Science, 19(1), 89-103.
https://doi.org/10.15722/jds.19.1.202101.89

Badillo, R. (24 de enero de 2024). Netflix ya ha comenzado a eliminar uno de sus planes de pago mas populares.
El Confidencial. https://acortar.link/vYTpGR

Baltands, R. y Mercero, I. (Productores ejecutivo). (2008-2011). Fisica o Quimica [Serie de television]. Iday Vuelta
Producciones.

Boccella, M. (16 de agosto de 2021). Netflix Originals Now Make Up 40% of Streamer’s Library in the U.S.
Collider. https://collider.com/netflix-originals-40-percent-library-us/

Bolognesi, M. L. (2023). La post pandemia y nuevos habitos de consumo de productos audiovisuales: Streaming,
narrativas transmedia y experiencias personalizadas. Millcayac. Revista Digital De Ciencias Sociales,
10(18). https://acortar.link/86FdSL

Caballero, A. (Director). (2003). Aqui no hay quien viva [Serie de television]. Alba Adriatica.

Campos-Freire, F., Aguilera-Moyano, M., & Rodriguez-Castro, M. (2018). The impact of global platforms on
media competition and on the results of European communication companies. Communication &
Society, 31(3), 223-238. https://doi.org/10.15581/003.31.35698

Carrefio Villada, J. L. (2021). La otra television publica espafiola: una revision de las televisiones autonémicas y
su adaptacion al escenario digital (Tesis doctoral). Universidad de Valladolid.
https://uvadoc.uva.es/handle/10324/59851

Casado, M. A., Guimera, J. A.,Bonet, M., & Llavador, J. P. (2022). Adapt or die? How traditional Spanish TV
broadcasters deal with the youth target in the new audio-visual ecosystem. Critical Studies in Television:
The International Journal of Television Studies, 18(3), 256-273.
https://doi.org/10.1177/17496020221076983

15
Revista Latina de Comunicacién Social, 83 https://doi.org/10.4185/rlcs-2025-2380



https://doi.org/10.4185/rlcs-2025-2380
https://doi.org/10.3145/epi.2023.nov.08
https://doi.org/10.54789/rihumso.23.12.23.1
https://doi.org/10.35669/rcys.2020.10(2).149-183
https://doi.org/10.15847/obsOBS742013712
https://www.doi.org/10.4185/RLCS-2021-1496
https://doi.org/10.15722/jds.19.1.202101.89
https://acortar.link/vYTpGR
https://collider.com/netflix-originals-40-percent-library-us/
https://acortar.link/86FdSL
https://doi.org/10.15581/003.31.35698
https://uvadoc.uva.es/handle/10324/59851
https://doi.org/10.1177/17496020221076983

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

Castillo-Abdul, B., Pérez-Escoda, A., & Nufez-Barriopedro, E. (2022). Promoting Social Media Engagement Via
Branded Content Communication: A Fashion Brands Study on Instagram. Media and Communication,
10(1), 185-197. https://doi.org/10.17645/mac.v10i1.4728

Castro, D., & Cascajosa, C. (2020). From Netflix to Movistar+: How Subscription Video-on-Demand Services
Have Transformed Spanish TV Production. Journal of Cinema and Media Studies, 59(3), 154-161.
https://doi.org/10.1353/¢j.2020.0019

Cheng, C., & Literat, I. (2022). #GenZ on TikTok: the collective online self-portrait of the social media generation.
Journal of Youth Studies, 26(7), 925-946. https://doi.org/10.1080/13676261.2022.2053671

Cingolani, G. (2017). Sistemas de recomendacién, mediatizaciones de lo preferible y enunciacién. En M. P.
Busso y M. Camuso (Eds.), Mediatizaciones en tension: el atravesamiento de lo publico (pp. 30-47). UNR
Editora. Editorial de la Universidad Nacional de Rosario. https://acortar.link/SXEFua

Clares-Gavilan, J., & Medina-Cambrdn, A. (2018). Desarrollo y asentamiento del video bajo demanda (VOD) en
Espafia: el caso de Filmin. Profesional De La informaciéon, 27(4), 909-920.
https://doi.org/10.3145/epi.2018.jul.19

Cortés Quesada, J. A., Barcelé Ugarte, T., & Fuentes Cortina, G. (2022). El consumo audiovisual de los Millennials
y la Generacidon Z: preferencia por los contenidos snackables. Doxa Comunicacion. Revista
Interdisciplinar ~ De  Estudios De Comunicacion Y  Ciencias Sociales, 36, 303-320.
https://doi.org/10.31921/doxacom.n36a1687

Diaz, R. (10 de febrero de 2023). Adids a las cuentas compartidas en Netflix: Asi son los nuevos planes y precios.
El Mundo. https://acortar.link/fnZmyh

Digdn Regueiro, P., Rodriguez Guimerans, A., & Castro Rodriguez, M. M. (2023). Menores influencers y la
importancia de una alfabetizacién mediatica critica. EDMETIC, 12(1).
https://doi.org/10.21071/edmetic.v12i1.15223

Ecija, D. (Director). (1995). Médico de familia [Serie de televisién]. Globomedia.

Eguzkitza Mestraitua, G., Casado del Rio, M. Angel., & Guimera i Orts, J. A. (2023). Percepcion del publico joven
sobre las plataformas online de la televisién publica espanola: RTVE Play y Playz. Revista Latina de
Comunicacidn Social, 81, 40-62. https://doi.org/10.4185/rlcs-2023-1970

Espinosa Ramirez, L.O. (2015). Medios de comunicacion y practicas discursivas: notas para el levantamiento de
un estado actual. Poliantea, 11(20), 143-174. https://doi.org/10.15765/plInt.v11i20.657

Estruch, M. (Directora). (2020). La isla de las tentaciones [programa de television]. Cuarzo producciones.

Etura Hernandez, D., Martin Sdnchez, C., & Redondo Garcia, M. (2023). De segunda pantalla a pantalla principal.
‘Backup’, el primer programa de television creado para Instagram. Fonseca, Journal of Communication,
26, 187-209. https://doi.org/10.14201/fjc.29158

Fernandez, J. L. (2018). Plataformas medidticas. Elementos de andlisis y disefio de nuevas experiencias. Crujia
Futuribles.

Revista Latina de Comunicacion Social, 83 https://doi.org/10.4185/rlcs-2025-2380
16



https://doi.org/10.4185/rlcs-2025-2380
https://doi.org/10.17645/mac.v10i1.4728
https://doi.org/10.1353/cj.2020.0019
https://doi.org/10.1080/13676261.2022.2053671
https://acortar.link/SXEFua
https://doi.org/10.3145/epi.2018.jul.19
https://doi.org/10.31921/doxacom.n36a1687
https://acortar.link/fnZmyh
https://doi.org/10.21071/edmetic.v12i1.15223
https://doi.org/10.4185/rlcs-2023-1970
https://doi.org/10.15765/plnt.v11i20.657
https://doi.org/10.14201/fjc.29158

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

Fernandez-Gémez, E., Martin-Quevedo, J., & Feijoo Fernandez, B. (2022). Netflix’s communication strategy on
Twitter and Instagram during the unlock in Spain: humor, proximity and information. Observatorio
(OBS*), 16(3). https://doi.org/10.15847/0bsOBS16320222054

Fieiras-Ceide, C., Vaz Alvarez, M., & Tufiez Lépez, M. (2022). Verificacién automatizada de contenidos en las
radiotelevisiones publicas europeas: primeras aproximaciones al uso de la inteligencia artificial.
RedMarka. Revista de Marketing Aplicado, 26(1), 36-51.
https://doi.org/10.17979/redma.2022.26.1.8932

Gallardo-Camacho, J., Garcia, C., & Puebla-Martinez, B. (2023). El reto de la medicién de audiencias
tradicionales y digitales en un mercado global. Revista Mediterrdnea De Comunicacion, 14(1), 15-17.
https://doi.org/10.14198/MEDCOM.23935

Garcia-Carretero, L., Codina, L., & Pedraza-Jiménez R. (2016). Indicadores para el estudio de la visibilidad y del
impacto de los cibermedios en el ecosistema digital: mapeo y caracterizacion de herramientas de andlisis
SEO online. Universitat Pompeu Fabra. Departament de Comunicacid. Serie Digital Digidoc.

Garcia-Carretero, L., Codina, L., Diaz-Noci, J., & Iglesias-Garcia, M. (2016). Herramientas e indicadores SEO:
caracteristicas y aplicacion para analisis de cibermedios. Profesional De La informacidn, 25(3), 497-504.
http://doi.org/10.3145/epi.2016.may.19

Garcia-Orta, M. J., Garcia-Prieto, V., & Suarez-Romero, M. (2019). Nuevos habitos de consumo audiovisual en
menores: aproximacién a su andlisis mediante encuestas. Doxa Comunicacion: revista interdisciplinar
de estudios de comunicacion y ciencias sociales, 28, 241-260.
https://doi.org/10.31921/doxacom.n28a013

Garcia-Rivero, A., Martinez Estrella, C. M., & Bonales Daimiel, G. (2022). TikTok y Twitch: new media and
formulas to impact the Generation Z. Revista ICONO 14. Revista cientifica De Comunicacion Y
Tecnologias Emergentes, 20(1). https://doi.org/10.7195/ri14.v20i1.1770

Garret, J. J. (2002). The elements of user experiencie. Pearson Education.

Gascén-Vera, P. (2020). El infoentretenimiento en la television de pago, Movistar+ y el canal #0. El uso
transmedia de sus contenidos de humor. Ambitos, Revista Internacional de Comunicacién, 49, 177-196.
https://doi.org/10.12795/Ambitos.2020.i49.11

GECA. (2024). Informe  Barometro OTT. Seguimiento del mercado de las  SVODS.
https://webgeca.geca.es/seguimiento-del-mercado-de-las-svods/

Gerkins, S. (2022). Discovering the video streaming behaviors of Millennials during a pandemic. Journal of Brand
Strategy, 11(2), 167-179. https://acortar.link/7mhDkM

Gil-Torres, A., Martin-Quevedo, J., Gdmez-Garcia, S., & San José-De la Rosa, C. (2020). El coronavirus en el
ecosistema de los dispositivos mdviles: creadores, discursos y recepcién. Revista Latina de
Comunicacidn Social, 78, 329-358. https://www.doi.org/10.4185/RLCS-2020-1480

Goyanes, M., Costa-Sanchez, C., & Démeter, M. (2021). The Social Construction of Spanish Public Television:
The Role and Function of TVE in a Multiplatform Environment. International Journal of Communication,
15, 3782-3801. https://ijoc.org/index.php/ijoc/article/view/17055/3530

Guerrero Pérez, E. (2018). La fuga de los millennials de la televisién lineal. Revista Latina de Comunicacion
Social, 73, 1231-1246. http://doi.org/10.4185/RLCS-2018-1304

17
Revista Latina de Comunicacién Social, 83 https://doi.org/10.4185/rlcs-2025-2380



https://doi.org/10.4185/rlcs-2025-2380
https://doi.org/10.15847/obsOBS16320222054
https://doi.org/10.17979/redma.2022.26.1.8932
https://doi.org/10.14198/MEDCOM.23935
http://doi.org/10.3145/epi.2016.may.19
https://doi.org/10.31921/doxacom.n28a013
https://doi.org/10.7195/ri14.v20i1.1770
https://doi.org/10.12795/Ambitos.2020.i49.11
https://webgeca.geca.es/seguimiento-del-mercado-de-las-svods/
https://acortar.link/7mhDkM
https://www.doi.org/10.4185/RLCS-2020-1480
https://ijoc.org/index.php/ijoc/article/view/17055/3530
http://doi.org/10.4185/RLCS-2018-1304

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

Hernandez Pérez, J. F., & Martinez Diaz, M. A. (2016). Nuevos modelos de consumo audiovisual: los efectos del
binge-watching sobre los jévenes universitarios. AdComunica. Revista Cientifica de Estrategias,
Tendencias e Innovacion en Comunicacion, 13, 201-221. http://doi.org/10.6035/2174-0992.2017.13.11

Jenner, M. (2015). Binge-watching: Video on demand, quality TV and mainstreaming fandom. International
Journal of Cultural Studies, 20(3), 304-320. http://doi.org/10.1177/1367877915606485

Kimber, D., & Guerrero-Pérez, E. (2022). Production values as program quality signals in Spanish linear TV: a
comparison of two periods. Communication & Society, 35(2), 107-120.
https://doi.org/10.15581/003.35.2.107-120

Loayza, M. C. L. (2023). Ensefianza en aplicar responsive web en la implementacién de un sitio web. Polo del
Conocimiento. Revista cientifico-profesional, 8(9), 48-71.
https://polodelconocimiento.com/ojs/index.php/es/article/view/5999

Lobato, R., & Lotz, A. (2021). Beyond streaming wars: rethinking competition in video services. Media
Industries, 8(1). https://doi.org/10.3998/mij.1338

Lépez Vidales, N. (1 de junio de 2021). Millennials y Generacién Z: adiés a los mass media. Panorama
Audiovisual. https://acortar.link/CsfgZj

Lépez Vidales, N., Gonzalez Aldea, P., & Medina de la Viiia, E. (2012). Jévenes y televisién en 2010: un cambio
de habitos”. Revista de Estudios de Comunicacion, 16(30), 97-113. https://doi.org/10.1387/zer.4793

Lorenzo, A. (19 de marzo de 2020). Netflix rebaja su calidad de 'streaming' para preservar la sostenibilidad de
Internet. elEconomista.es. https://acortar.link/hObjit

Lozano, C. (2020). Un adelanto sobre los retos y tendencias en la investigacion de audiencias. Investigacion y
Marketing, 141, 23-25. https://acortar.link/h0Z7pU

Maroto-Gonzalez, |., & Rodriguez-Martelo, T. (2019). Estrategias de desarrollo de la television publica espafiola.
El caso de la plataforma Playz. La Innovacién de la Innovacidn, Del Medio al Contenido Predictivo. En V.
Martinez, O. Juanatey, |. Puentes, M. M Rodriguez, E. Sdnchez, C. Rodriguez., & M. Membiela-Pollan
(Eds.), 1l Simposio Internacional sobre Gestion de la Comunicacion (XESCOM) (pp. 662-676). Universidad
Técnica Particular de Loja.

Martinez, C. (13 de marzo de 2022). Las plataformas provocan la mayor caida del consumo televisivo en 30
afios. El Independiente. https://acortar.link/QzGxHE

Martinez-Sanchez, M. E., Nicolas-Sans, R., & Bustos Diaz, J. (2021). Analysis of the social media strategy of
audio-visual OTTs in Spain: The case study of Netflix, HBO and Amazon Prime during the implementation
of Disney+. Technological Forecasting and Social Change, 173.
https://doi.org/10.1016/j.techfore.2021.121178

Mateos-Pérez, J. (2021). Modelos de renovacién en las series de televisién juveniles de produccién espafiola.
Estudio de caso de Merli (TV3, 2015) y Skam Espafia (Movistar, 2018). Doxa Comunicacion, 32, 143-157.
https://doi.org/10.31921/doxacom.n32a7

Montaia Blasco, M., Ollé Castella, C., & Lavilla Raso, M. (2020). Impacto de la pandemi de Covid-19 en el
consumo de medios en Espana. Revista Latina de Comunicacion Social, 78,155-167.
https://doi.org/10.4185/RLCS-2020-1472

Revista Latina de Comunicacion Social, 83 https://doi.org/10.4185/rlcs-2025-2380
18



https://doi.org/10.4185/rlcs-2025-2380
http://doi.org/10.6035/2174-0992.2017.13.11
http://doi.org/10.1177/1367877915606485
https://doi.org/10.15581/003.35.2.107-120
https://polodelconocimiento.com/ojs/index.php/es/article/view/5999
https://doi.org/10.3998/mij.1338
https://acortar.link/CsfgZj
https://doi.org/10.1387/zer.4793
https://acortar.link/hObjit
https://acortar.link/h0Z7pU
https://acortar.link/QzGxHE
https://doi.org/10.1016/j.techfore.2021.121178
https://doi.org/10.31921/doxacom.n32a7
https://doi.org/10.4185/RLCS-2020-1472

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

Narbaiza, B. (2020). Consumo juvenil en tiempos de COVID-19. Observatorio de Medios de Comunicacién en
Euskera. https://behategia.eus/eu/gazteen-kontsumoa-covid-19aren-garaian/

National Statistics Institute (2022). Censo anual de poblacion 2021-2024. Resultados nacionales, por
comunidades autonomas y provincias. Poblacion por sexo, edad (afio a afio) y pais de nacimiento
(Espafiia/extranjero). https://www.ine.es/jaxiT3/Tabla.htm?t=68520&L=0

Neira, E. (2020). Streaming Wars: La nueva television. Editorial Planeta.

Neira, E., Clares-Gavilan, J., & Sdnchez-Navarro, J. (2024). Las claves del éxito en streaming. Una aproximacién
tedrica-practica a la medicién del impacto de los contenidos bajo demanda en las plataformas SVOD.
Visual Review. International Visual Culture Review, 16(3). https://doi.org/10.62161/revvisual.v16.5233

Netflix. (2020). 2020 Quarterly Earnings: First Quarter Earnings. Netflix._https://acortar.link/t1AAiv

Patel, K., & Binjola, H. (2020). Tik Tok the New Alternative Media for Youngsters for Online Sharing of Talent:
An Analytical Study. SSRN. Electronic Journal. http://doi.org/10.2139/ssrn.3600119

Paun, R., & Olsen, D. (2022). Video content consumption during the pandemic: developing an innovative SVOD
aggregator and communal viewing experience for the UK market [Presentacién]. AMI Conference 2022.
Cardiff Metropolitan University. https://doi.org/10.25401/cardiffmet.19782712.v1

Pedrero, L. M. (2013). Del Narrowcasting al Socialcasting: el modelo televisivo en la era multipantalla. En M. I.
Nestares De Sales y E. Mira Pastor (Coords.), Prospectivas y tendencias para la comunicacion en el siglo
XXI. https://www.ceuediciones.es/catalogo/libros/periodismo/prospectivas-y-tendencias-para-la-
comunicacion-en-el-siglo-xxi/

Pérez-Dasilva, J.-A., Meso-Ayerdi, K., & Mendiguren-Galdospin, T. (2020). Fake news y coronavirus: deteccién
de los principales actores y tendencias a través del analisis de las conversaciones en Twitter. Profesional
De La informacion, 29(3). https://doi.org/10.3145/epi.2020.may.08

Pifieiro-Naval, V., Igartua, J. J., & Maraiién, F. (2017). El disefio de las sedes web municipales de Espaiia. Una
propuesta metodoldgica para su andlisis. Revista Espafiola De Documentacion Cientifica, 40(1).
https://doi.org/10.3989/redc.2017.1.1368

Ramos Méndez, D., & Ortega-Mohedano, F. (2017). La revolucion en los habitos de uso y consumo de video en
teléfonos inteligentes entre usuarios millenials, la encrucijada revelada. Revista Latina de Comunicacion
Social, 72, 704-18. https://doi.org/10.4185/RLCS-2017-1187

Ramsey, P. (2018). It could redefine public service broadcasting in the digital age: Assessing the rationale for
moving BBC Three online. Convergence, 24(2), 152-167. https://doi.org/10.1177/1354856516659001

Refojos, M. (28 de octubre de 2020). 2020, el afio del streaming: asi esta cambiando el mundo esta tendencia.
ElPeriddico. https://acortar.link/tOV3sb

Rivas, C. (24 de julio de 2020). La Inversion Publicitaria cae un -27,9% en el primer semestre de 2020. Infoadex.
https://infoadex.es/la-inversion-publicitaria-primer-semestre-2020/

Roel, M. (2020). Hacia una caracterizacion de los modelos de programacién y audiencia de las televisiones
generalistas “locomotora” en el umbral del apagdn analdgico (2005-2010): analisis del caso espaiiol.
Estudios Sobre El Mensaje Periodistico, 26(2), 745-758. http://doi.org/10.5209/esmp.67439

19
Revista Latina de Comunicacién Social, 83 https://doi.org/10.4185/rlcs-2025-2380



https://doi.org/10.4185/rlcs-2025-2380
https://behategia.eus/eu/gazteen-kontsumoa-covid-19aren-garaian/
https://www.ine.es/jaxiT3/Tabla.htm?t=68520&L=0
https://doi.org/10.62161/revvisual.v16.5233
https://acortar.link/t1AAiv
http://doi.org/10.2139/ssrn.3600119
https://doi.org/10.25401/cardiffmet.19782712.v1
https://www.ceuediciones.es/catalogo/libros/periodismo/prospectivas-y-tendencias-para-la-comunicacion-en-el-siglo-xxi/
https://www.ceuediciones.es/catalogo/libros/periodismo/prospectivas-y-tendencias-para-la-comunicacion-en-el-siglo-xxi/
https://doi.org/10.3145/epi.2020.may.08
https://doi.org/10.3989/redc.2017.1.1368
https://doi.org/10.4185/RLCS-2017-1187
https://doi.org/10.1177/1354856516659001
https://acortar.link/tOV3sb
https://infoadex.es/la-inversion-publicitaria-primer-semestre-2020/
http://doi.org/10.5209/esmp.67439

Young audience and VOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

Rubio-Jordan, A. V. (2021). Las series de ficcion televisivas en sus webs: analisis de las estrategias transmedia y
de la participacion activa de la audiencia. adComunica. Revista Cientifica de Estrategias, Tendencias e
Innovacién en Comunicacion, 22, 281-298. https://doi.org/10.6035/2174-0992.2021.22.10

Saavedra, M., Vaquerizo, A., & Tavarez, A. D. (2023). La estrategia de adaptacidn de la televisién en abierto en
Espana: Atresplayer Premium y Mitele Plus ante el ecosistema de las SVOD internacionales y la ruptura
de los habitos de consumo. Vivat Academia, 156, 152-172.
https://doi.org/10.15178/va.2023.156.e1467

Saavedra-Llamas, M., Papi-Galvez, N., & Perlado-Lamo-de-Espinosa, M. (2020). Televisién y redes sociales: las
audiencias sociales en la estrategia publicitaria. Profesional De La informacion, 29(2).
https://doi.org/10.3145/epi.2020.mar.06

Salgado, N. (2023). Uso de la inteligencia artificial en la personalizaciéon de la experiencia del usuario en
plataformas digitales. Polo del Conocimiento: Revista cientifico-profesional, 8(6), 1190-1206.
https://doi.org/10.23857/pc.v8i6

Sigma Dos 30" (2024). Audiencias VOD, febrero 2025.
https://www.dos30.com/actualidad/category/audiencias-vod/

Soto Fernandez, G. (2023). La era del consumo en la esfera audiovisual: series y plataformas streaming. Seriarte.
Revista cientifica de series televisivas y arte audiovisual, 3, 102-123.
https://doi.org/10.21071/seriarte.v3i.15199

Ugalde, L., Martinez-de-Morentin, J. |., & Medrano-Samaniego, C. (2017). Adolescents’ TV viewing patterns in
the digital era: A cross-cultural study. Comunicar, 25(50), 67-76. https://doi.org/10.3916/c50-2017-06

Vazquez-Herrero J., Negreira-Rey M. C., & Rodriguez-Vazquez A. |. (2021). Intersections between TikTok and
TV: Channels and Programmes Thinking Outside the Box. Journalism and Media, 2(1), 1-13.
https://doi.org/10.3390/journalmedia2010001

Vazquez-Herrero, J., Gonzalez-Neira, A., & Quintas-Froufe, N. (2019). Active audience in transmedia fiction:
Platforms, interactivity and measurement. Revista Latina de Comunicacion Social, 74, 73-93.
https://doi.org/10.4185/RLCS-2019-1322

Wayne, M. L., & Castro, D. (2020). SVOD Global Expansion in Cross-National Comparative Perspective: Netflix
in Israel and Spain. Television & New Media, 22(8), 896-913.
https://doi.org/10.1177%2F1527476420926496

Zambrano, M. (Directora). (2000). Gran Hermano [programa de televisidn]. Zeppelin TV.

Zelcer, M. (2023). Sistemas de recomendacion en plataformas de streaming audiovisual: las légicas de los
algoritmos. Midia e Cotidiano, 17(2), 1-23. https://acortar.link/PVdr7N

Revista Latina de Comunicacidn Social, 83 https://doi.org/10.4185/rlcs-2025-2380
20



https://doi.org/10.4185/rlcs-2025-2380
https://doi.org/10.6035/2174-0992.2021.22.10
https://doi.org/10.15178/va.2023.156.e1467
https://doi.org/10.3145/epi.2020.mar.06
https://doi.org/10.23857/pc.v8i6
https://www.dos30.com/actualidad/category/audiencias-vod/
https://doi.org/10.21071/seriarte.v3i.15199
https://doi.org/10.3916/c50-2017-06
https://doi.org/10.3390/journalmedia2010001
https://doi.org/10.4185/RLCS-2019-1322
https://doi.org/10.1177%2F1527476420926496
https://acortar.link/PVdr7N

Young audience and VVOD platforms of linear television.
Perceptions about Playz, Mtmad and Flooxer

AUTHOR CONTRIBUTIONS, FUNDING AND ACKNOWLEDGMENTS

Contributions:

Conceptualization: Blanco Sanchez, Tania y Moreno Albarracin, Belén. Software: Blanco Sanchez, Tania.
Validation: Moreno Albarracin, Belén. Formal analysis: Blanco Sanchez, Tania. Data curation: Blanco
Sanchez, Tania. Writing-Preparation of the original draft: Moreno Albarracin, Belén. Writing-Revision and
Editing: Moreno Albarracin, Belén. Visualization: Blanco Sanchez, Tania. Supervision: Blanco Sanchez, Tania
y Moreno Albarracin, Belén. All authors have read and accepted the published version of the manuscript:
Blanco Sanchez, Tania y Moreno Albarracin, Belén.

Funding: No external funding was received for this research.
Conflict of interest: None.

AUTHOR/S:

Belén Moreno Albarracin

San José State University

Belén is an assistant lecturer in the Advertising Department of the School of Journalism and Mass
Communications at San Jose State University (SJSU), California. Previously, she was a Research Associate
in the Department of Audiovisual Communication and Advertising at the University of Malaga. Her
research focuses on new trends in organizational communication, with special interest in branded
content, corporate identity and brand communities. She is a YECREA representative in the International
and Intercultural Communication section and a member of the COMEIN (for its acronym in Spanish)
research group.

belen.moreno@sjsu.edu

indice H:3

Orcid ID: https://orcid.org/0000-0003-1680-7389

Google Scholar: https://scholar.google.com/citations?user=fAmtnQcAAAA)

Scopus ID: https://www.scopus.com/authid/detail.uri?authorld=57866170100

Dialnet ID: https://dialnet.unirioja.es/metricas/investigadores/5472949

Tania Blanco Sanchez

University of Extremadura

Tania holds a PhD in Audiovisual Communication and Advertising from the University of Extremadura and
a bachelor degree in Journalism from the Autonomous University of Barcelona. She teaches at the
Department of Information and Communication at the University of Extremadura. Her main research
interests are organizational communication and online corporate communication.

taniabs@unex.es

Orcid ID: https://orcid.org/0000-0003-4212-7061

Scopus ID: https://www.scopus.com/authid/detail.uri?authorld=56041278600

Dialnet ID: https://dialnet.unirioja.es/metricas/investigadores/3466182

21
Revista Latina de Comunicacién Social, 83 https://doi.org/10.4185/rlcs-2025-2380



https://doi.org/10.4185/rlcs-2025-2380
https://orcid.org/0000-0003-1680-7389
https://scholar.google.com/citations?user=fAmtnQcAAAAJ
https://www.scopus.com/authid/detail.uri?authorId=57866170100
https://dialnet.unirioja.es/metricas/investigadores/5472949
mailto:correoelectronico@dominio.com
https://orcid.org/0000-0003-4212-7061
https://www.scopus.com/authid/detail.uri?authorId=56041278600
https://dialnet.unirioja.es/metricas/investigadores/3466182

	Young audience and VOD platforms of linear television. Perceptions about Playz, Mtmad and Flooxer
	ABSTRACT
	1. INTRODUCTION
	1.1. New audiovisual consumption paradigm
	1.2. VOD platforms: streaming wars
	1.3. Linear TV platforms and young audiences

	2. OBJECTIVES
	3. METHODOLOGY
	3.1. First phase: Web structure evaluation
	3.2. Second phase: Detailed Content Analysis
	3.3. Survey

	4. RESULTS
	4.1. Website formal analysis
	4.2. Website content analysis
	4.3. Interview

	5. DISCUSSION AND CONCLUSION
	6. REFERENCES
	AUTHOR CONTRIBUTIONS, FUNDING AND ACKNOWLEDGMENTS


