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PRESENTATION 

The Ibero-American Observatory of Television Fiction (Obitel), founded in 2005, 
has as its main objective the annual monitoring and analysis of the production, 
distribution, audience and sociocultural repercussion of television fiction in Latin 
America and the Iberian Peninsula, through publications and seminars.

In 2022, the 16th Obitel Yearbook is published, resulting from an editorial effort 
funded entirely by the team of researchers who are part of Obitel. Its publication is 
in digital format in three languages: Portuguese/Spanish and English. 

Its predecessors are:
• Obitel Yearbook 2007: Cultures and markets of Ibero-American 
television fiction. 
• Obitel Yearbook 2008: Global markets, local stories. 
• Obitel Yearbook 2009: Television fiction in Ibero-America: narratives, formats 
and advertising. 
• Obitel Yearbook 2010: Convergences and transmediation of the television fiction. 
• Obitel Yearbook 2011: Quality in television fiction and audience’s transmedia in-
teractions. 
• Obitel Yearbook 2012: Transnationalization of television fiction in Ibero-Ameri-
can countries. 
• Obitel Yearbook 2013: Social memory and television fiction in Ibero-American 
countries. 
• Obitel Yearbook 2014: Transmedia production strategies in television fiction. 
• Obitel Yearbook 2015: Gender relations in television fiction. 
• Obitel Yearbook 2016: (Re)invention of TV fiction genres and formats. 
• Obitel Yearbook 2017: A decade of television fiction in Ibero- America. Obitel’s 
10-year analysis 
(2007-2016). 
• Obitel Yearbook 2018: Ibero-American television fiction on VoD platforms. 
• Obitel Yearbook 2019: Internet television distribution models: actors, technolo-
gies, strategies. Coordinator of the edition: Charo Lacalle 
• Obitel Yearbook 2020: Melodrama in times of streaming. Coordinator of the edi-
tion: Gabriela Gómez Rodríguez 
• Obitel Yearbook 2021: Ibero-American television fiction in times of pandemic. 
Coordinator of the edition: Morella Alvarado. 
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Since the foundation in Bogotá, in 2005, Obitel has focused on the central role of 
television fiction production in the Ibero-American context, due to the growing 
interest of different countries in the region to coincide in a series of policies going 
from production, distribution and consumption of differentiated media, artistic, 
cultural and commercial creation.

Therefore, in view of the formation of an important geopolitical and cultural 
reference area, Obitel performs not only the quantitative register of the production 
of fiction programs in the countries belonging to its academic network, but also the 
analysis of trends in programming, Open TV reception and analysis of transmedia 
reception of television fiction. Over these 17 years of history, Obitel has established 
itself, in the field of Ibero-American communication, as an international research 
network that produces and crosses quantitative and qualitative analyzes to identify 
similarities and specificities, adaptations and also appropriations between different 
national television narratives produced and shown in the region. It is, therefore, 
an intercultural and comparative study that makes it possible to identify and read 
issues such as: representations that different countries make of themselves and 
others through fictional television productions; and cultural indicators through 
which these countries construct and reconstruct elements of their cultural identity 
on a daily basis. These approaches allow Obitel to build, at the same time, a deep and 
comprehensive view of the economic strength that fiction acquires on television and 
in the lives of these countries.

On the other hand, it is worth mentioning the construction and improvement of 
a unified Methodological Protocol adopted by all Obitel teams over the years of 
yearbooks published. This protocol integrates observation and data collection 
techniques, a database and norms for quantitative and qualitative analysis, which 
enables researchers and communication professionals to have a synchronic 
and diachronic view of the transformations that television industries have been 
undergoing in the Ibero-American sphere. The result of all this continuous and 
coordinated work carried out by Obitel has been the much desired historical series 
of data and analyzes, which are rarely achieved in the scope of research project.

For all the above, in the 17 years of Obitel, the general coordinators and coordinators 
of each country that are members of Obitel reaffirm their commitment to the 
advancement of the knowledge of television fiction, with the training of their 
researchers and their professionals and with the application and the intervention 
of that knowledge in the promotion of a fiction that is increasingly the narratives of 
our Ibero-American nations. 
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METHODOLOGICAL NOTE

The IBERO-AMERICAN OBSERVATORY OF TELEVISION FICTION, established 
as Obitel, since its foundation in 2005, has been developed as an intercontinental 
project in the Ibero-American region, including Latin American and Iberian coun-
tries and the United States of Hispanic population. At this time, it is still considered 
important to speak of an Ibero-American sphere due to the growing interest of dif-
ferent countries in the region to create policies of media, artistic, cultural creation 
and commercial production and exchange, as well as differentiated creation, which 
could collaborate to constitute an important area of   geopolitical and cultural refer-
ence. The studies that Obitel carries out covers at least five dimensions of this vast 
object of analysis: production, exhibition, consumption, commercialization and 
thematic narratives. From the 2010 Yearbook, to these dimensions has been added 
the phenomenon of “transmedia”, which, although emerging, brings a high poten-
tial to understand production itself and expectations of fiction, its distribution and 
consumption by companies and television channels. With this analysis, we intend to 
show the new forms in which audiences relate to and connect with television fiction, 
which now they watch and consume through the Internet or on mobile devices, 
such as cellphones, laptops, tablets, etc. 

Since the 2019 Yearbook, we have created, tested and introduced a new research 
methodology for the methodological protocol focused on Internet television distri-
bution models: actors, technologies, and strategies. Since then, Video on Demand 
Services (SVOD) have been occupying us more and more due to the importance of 
the so-called “streaming war”.

The methodological activities carried out for this 2021 Yearbook were essentially 
the following:

1) Systematic monitoring of fiction programs broadcasted on Open TV channels 
of the 11 countries that took part in this edition of the Obitel Yearbook;

2) Production of comparable quantitative data between these countries: schedules, 
premiere programs, number of chapters, audience profile, main fictional themes;

3) Identification of plural and bilateral flows of genres and fiction formats, which con-
verge  into the “ten most viewed fiction titles”, their central themes, rating and share.

4) Trend analysis about the narrative and themed content of each country (con-
sumption data of other media such as the Internet, and other genres of programs, 
investments in advertising, legal and political outstanding events in the year), as well 
as all that each national research team may consider “highlights of the year”, especial-
ly regarding to changes in production, narratives, and most liked themed content.
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5) Systematic monitoring of fiction programs broadcast on Pay Television (Pay-
TV) in the  11 countries that participated in this edition of the Obitel Yearbook;

6) Analysis of transmedia reception and audience interactions with fiction in each 
country:  the case to be analyzed was selected using as reference any of the “ten most 
watched titles” or any other that, due to its particularities, had a peculiar behavior 
on the Internet or any social network.

7) Suggestion of a topic of study  that led the 11 teams to a theoretical and method-
ological articulation around it, and the result of which intends to be a particular  con-
tribution of  Obitel to television fiction studies, under the title of  “Theme of the year”.

8) Introduction of new topics of discussion based on a protocol with a systemat-
ic monitoring of television fiction distributed in the internet, basically SVOD and    
streaming platforms.

9) Publication of the results of the systematic monitoring in the form of a Year-
book, with special attention to a particular theme. The “Theme of the year” for this 
2021 Yearbook  is “Transformations in television serialty and its impact on the for-
mats of Ibero-American television fiction in times of streaming”.

The monitoring was carried out by a network of research teams from 11 coun-
tries, at different universities in the Ibero-American region: Argentina, Brazil, Chile, 
Colombia, Mexico, Peru, Portugal, Spain, the United States, Uruguay and Venezuela. 

The primary sources of audience measurement data were the entities responsible 
for carrying out these studies in different countries: Kantar Ibope Media (Argentina, 
Brazil, Chile, Colombia, Peru, Uruguay), Nielsen Ibope Mexico (Mexico), Caem, 
GfK and Marktest (Portugal), Barlovento Comunicación and Kantar Media (Spain) 
and Nielsen Media Research (United States). We also worked with the data gener-
ated within the research teams using other sources, such as newspaper articles, In-
ternet information, audio and video materials, as well as those resulting from direct 
contacts with agencies and the production of the audiovisual media of each country.

The statistical treatment of the data was carried out according to the productive 
typologies (programming grid, time slots, duration of each fiction product, chap-
ters or episodes) and the types of measurement (audience rating and share), which 
allowed the development of comparative tables on the supply conditions and the 
profiles of television fiction production in each country, including categories such 
as: volume of programming, formats, producers, screenwriters, creators and exhibi-
tion strategies.
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STRUCTURE OF THE YEARBOOK

The structure of this Yearbook is divided into three parts. 
The first part is an introductory chapter, containing a comparative analysis of 

fiction in the Obitel countries. This comparison is made from a quantitative and 
qualitative perspectives that allows observing the development of fiction in each 
country, highlighting the trends and changes, as well the theme of the year.

In the second part, there are 11 chapters (one for each country), with an internal 
structure made by six sections fixed in the Yearbook, although some of them are 
more specific than others. The sections that make up each of the chapters are as 
follows:

1) The country’s audiovisual context, which presents general information about 
the audiovisual industry in relation to the production of television fiction, as well as 
history, trends and most relevant events.

2) Analysis of the premiere fiction, carried out using various tables that present 
specific data about the national and Ibero-American programs that premiered in 
each country. This section especially highlights “the ten most viewed titles of the 
year”. Since 2017, the Yearbook also included the five most viewed national titles 
of the year, in an effort to value and deepen the matter of each country’s national 
identities

3) VoD monitoring, since 2019, which includes the description of this system 
in each country, the benefits of VoD systems and the analysis of national and Ibe-
ro-American fictions on national and international platforms.

4) Fiction and audience participation in digital environments: Open TV, VoD 
and transmedia expressions on social networks presents and exemplifies the total 
offer that television  gives to their audiences, so that they can watch their produc-
tions on the Internet. The interest lies in the analysis of the types of conduct that 
audiences adopt, by themselves, to view, consume and participate on pages and web-
sites about their preferred fictions. It is fundamentally about understanding in depth 
the transmedia proposals from the multiple platforms.

5) Highlights of the year: the most important products, not only in terms of au-
dience (rating), but also in terms of the sociocultural impact or the innovation they 
have brought to the television industry or to the market.

6) Theme of the year: always presents emerging and provoking themes for fiction 
research. The theme for the year 2021 is “Transformations in the seriality of Ibero-
American television fiction in times of streaming”
The third part of the Yearbook is an Appendix with the technical files about the top 
ten television fiction of the year in Obitel countries with the technical information 
of these productions.



PART I: 

FICTION IN THE IBEROAMERICAN AREA 
IN 2021
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Comparative Chapter

COMPARATIVE CHAPTER: THE SLOW RETURN OF 
SERIALIZED FICTION AND THE STRENGTHENING 
OF PLATFORMS IN POST-PANDEMIC TIMES

DOI: https://doi.org/10.7764/obitel.22.E.2
Authors
Pablo Julio Pohlhammer (https://orcid.org/0000-0003-1387-4463)
Ezequiel Rivero (http://orcid.org/0000-0002-8124-0975)

Each year, the Ibero-American Observatory of Television Fiction (Obitel) moni-
tors the Ibero-American television panorama on three levels: a fixed and markedly 
quantitative observation pattern, which allows obtaining information by aggregat-
ing data; a fixed qualitative section and a special theme that varies each year. For this 
yearbook, the theme chosen was the transformations in the seriality of television 
fiction as a consequence of the arrival of streaming platforms, which are already 
consolidated as a structural element within the television audiovisual panorama.

The television scenario of 2021 was strongly marked by the inheritance left by 
2020, the year in which the COVID-19 pandemic exploded. 2020 was a year in 
which the routines of practically the entire planet were completely altered. Regard-
ing television fiction in the Ibero-American sphere, this translated into two trans-
versally observed phenomena: the alteration of daily life routines and the increase 
in the time devoted to its consumption, due to confinement in homes, on the one 
hand, and also a large drop in the production of new contents due to the isolation 
measures decreed by the authorities to protect the population.

Although the effects of the pandemic are still being felt to this day, 2021 was the 
year of the beginning of the return to normality, although the degree and speed at 
which routines were restored has not been the same in all countries.

The recovery is not yet complete and there are transformations that seem to have 
accelerated trends that were observed before the pandemic. The production and 
consumption of fiction for traditional television seem to retreat, while fiction for 
streaming platforms is growing significantly.

1. Obitel countries and open television
Table 1 shows a reduced version of the information contained in tables 1 and graphs 
1 of the respective national chapters, highlighting the audience share of all public sig-
nals. In the national chapters, tables 1 identify the different public and private signals 
in each country and graphs 1 their overall audience results. When comparing the data 

https://doi.org/10.7764/obitel.22.E.2
https://orcid.org/0000-0003-1387-4463
http://orcid.org/0000-0002-8124-0975


22

Obitel 2022

between countries, it is possible to highlight the diversity of the Ibero-American 
television landscape in at least three dimensions.

Source: Obitel

The first difference between countries is the number of channels with national cov-
erage. There are two aspects to consider. The first is the varying degree of progress 
in the implementation of digital terrestrial television and its technical possibility 
of offering more channels in the same electromagnetic spectrum. Some countries, 
such as Portugal, already had their analog switch-off more than a decade ago. Oth-
ers, such as Peru, are in the middle of the process and also others, such as Colombia, 
have it scheduled for the next few years. The second factor to consider is, apart from 
streaming and pay TV, how much of the open TV system is represented in this ta-
ble. In Chile, almost all of it. Only a few channels of limited reach or DTT, of very 
low penetration, are out, while in other countries, such as Spain, the autonomous 
television stations are very relevant players in fiction production, which are in fact 
considered in the rest of this chapter. Finally, there is the very different case of U.S. 
Hispanics, where the reported networks are not all but the networks specifically 
aimed at the Spanish-speaking audience within an English-speaking media system.
A second difference between television systems is the presence and orientation of 
public television. In some cases it has a segmented focus, typically around culture or 
information, as is the case in Brazil, or with a greater or lesser degree of autonomy 
from the government, or levels of dependence on public funding, where the singular 
case is TVN which, in practice, is a channel subject to the same tensions of funding 

Country Private Public 

Audience share of public 
channels among general 

open TV signals with 
national reach (%) 

Argentina 5 1 4,1% 
Brazil 5 2 1,9% 
Chile 6 1 19,1% 
Colombia 3 2 8,8% 
Spain 4 2 22,5% 
Hispanic USA 5 0 - 
Mexico 9 4 - 
Peru 5 1 2,4% 
Portugal 2 5 24,8% 
Uruguay 3 2 - 
Venezuela 9 13 - 
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and audience dependence as a private channel, but its board must be approved by 
the Chilean Senate. The extreme case is, naturally, that of the Hispanic United States 
where there is no public channel associated with the Spanish-speaking community.
The third difference shown in Table 1 is the relevance of public television in terms 
of audience. The indicator shown is not ratings but market share within the group of 
channels included. A clear conclusion is that, regardless of the quality of its content 
or how significant public television is for creators, in Argentina, Brazil and Peru 
it is ignored by the audience, while, as a whole, it achieves between one-fifth and 
one-quarter of the audience in Chile, Spain and Portugal. Taken individually, the 
most successful case in terms of audience is TVN, which alone achieves a 19% share, 
but, paradoxically, it is a public channel that is hardly differentiated from the main 
private channels.

Graph 1, shown below, has been constructed from graphs 2 of the national chap-
ters of this yearbook. They group together the total annual programming of open 
television, classified according to content genres, recording the number of hours 
devoted to each of them. Graph 1 shows the proportion of screen time devoted to 
fiction content of all types and origins, and without distinguishing whether it is 
original content or reruns. In order to have a broader time perspective, the informa-
tion from the four previous yearbooks has also been retrieved. 

Due to the fact that the classification criteria by country are not exactly the same, 
some regroupings were made to make the data comparable. For this reason, in some 
cases the percentages of fiction (and information in Graph 2) may not coincide ex-
actly with what is reported in the respective national chapter.
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Graph 1. Percentage of fiction time on open television

Source: Obitel

When observing the percentages of fiction space in television programming time 
among the different countries, the differences seem to be presented on two fronts: 
one in terms of level and the other in terms of trend.

In some of the countries, to a greater extent Spain and the Hispanic USA, fiction 
consistently occupies at least 40% of the programming time. This occurs in coun-
tries that, due to income levels, should be those with a higher degree of access to 
other sources of fiction audiovisual content, such as pay TV or streaming platforms. 
In contrast to these cases, we can observe Argentina, Brazil and Mexico, where fic-
tion barely exceeds 15% in the years of greatest participation and is close to 10% in 
others. Paradoxically, both Brazil and Mexico are fiction producers and exporters 
to the rest of the region. Halfway between both extremes, Chile, Colombia, Peru, 
Portugal, Uruguay and Venezuela can be observed in the years in which it has been 
possible to observe their behavior. 

Since open television is a system of contents structured in schedules associated 
with household routines, it is worth asking about differences in roles and uses of 
television by audiences or the eventual substitution of these roles by alternative me-
dia or genres.

The second aspect is one of trends. Except for the case of Spain, the general trend 
seems to be towards a decrease in the involvement of fiction in programming. And, 
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although the Top 10 most watched fiction productions offer a very partial view of 
the whole, they also show a decrease in time of the audience levels reached.
The underlying question is what explains this trend. Probably, the programming 
strategies of the channels are tending to privilege types of contents where television 
substitutes are less strong than in fiction, where the streaming platforms allow seri-
ality to adapt to the rhythms of individual consumption. This does not occur in the 
same way in content genres where viewing loses part of its value when the moments 
of broadcast and consumption are decoupled, as is the case of sports competitions 
or news.

Graph 2 is also based on graphs 2 of the national chapters, this time without 
resorting to data from previous years. It combines the participation of fiction and 
information in the programming times of open television. Under information is 
grouped what in each national chapter is classified as information, basically journal-
istic programs, adding, in the cases where the distinction has been made, political 
content programs and documentaries.

Graph 2. Percentage of fiction vs. percentage of information in programming

Source: Obitel

The central axes are located halfway between the extreme values of fiction and in-
formation shares. The four quadrants show four programmatic orientations, during 
2021, among the different countries. Of course, it does not represent any particular 
station, but all of them.
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The genre not included in the graph, but also structuring the programming, is en-
tertainment, with different denominations and distinctions in each national chapter.

The most populated quadrant, on the upper left, groups the countries that show 
a high proportion of information and a low proportion of fiction, with the range 
of variation of fiction being wider than that of information, and in most cases, no 
other genres occupying a particularly prominent place are observed. The exceptions 
are Brazil, with a high proportion of religious programs, which is a category not 
very present in other countries; Chile, with a high proportion of morning programs 
(within entertainment in other countries); or sports, in the Colombian case.

On the upper right, high proportion of fiction and also of information, the only 
country is Peru, with all other genres having a not very significant participation, 
which would indicate that the uses that the audience gives to television are more 
circumscribed than in the first quadrant. 

In the third quadrant are Spain and the Hispanic United States, with the highest 
proportion of fiction in the group of countries and the lowest of information, to-
gether with Mexico. In the North American case, the information gap is filled with 
one of the highest proportions of entertainment and a much higher proportion of 
sports than other genres, but in the average of the group of countries. Spain has a 
much higher proportion of sports than U.S. Hispanics (12% vs. 6%), but the main 
alternative genre is not sports but culture.

In the last quadrant, low proportion of fiction and information, is Mexico. In this 
case, entertainment is the main genre, but sports occupy an important place and it 
is the only country where education occupies a first-order space (22%) in program-
ming time.

2. Television fiction in Obitel countries
This section, which gathers the background of the second section of the national 
chapters, focuses on released television fiction of Ibero-American origin screened in 
each country. The term released fiction is understood as that which is screened for 
the first time in a country, regardless of whether it has been screened before in other 
countries. In the case of serialized fiction, which could be screened in more than one 
year, this refers to episodes that have not been screened before in the country.

Among Ibero-American countries there is a long tradition of export flows of fic-
tion contents for television, especially telenovelas, which with few exceptions have 
been screened before in their countries of origin. In this sense, the exhibition of 
original local contents is an approximate measure of the productive capacity of the 
different countries, although it is a measure of the lag between production and ex-
hibition. Likewise, the exhibition of original content in destination countries is a 
measure of these export flows.
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Table 2 is constructed from tables 2 of the national chapters. They include the 
totals of national television fiction releases in the last five years, showing the number 
of productions, episodes and hours screened. For comparative purposes, we have 
chosen to use the number of hours as a more direct measure of production volume.

Table 2. Released national fiction offer on open television (2017-2021)1

Source: Obitel

Table 2 provides both a cross-sectional and longitudinal view of production vol-
umes in the different countries studied.

For the reasons recalled at the beginning of this chapter, 2020 is an anomalous 
year that departs from the possible patterns observable in Table 2. Leaving it aside, 
the most striking phenomenon in these data is the reduction in production volumes 
over the years. While this trend is noisy when looking at each country individually, 
it is clear in the aggregate, where the 4,805 production hours in 2021 are less than 
half of those observed in 2017. And it is also observed in the main producing coun-
tries, such as Brazil, Spain, U.S. Hispanics, and Mexico. Although the factors con-
tributing to this phenomenon are undoubtedly more complex, at least in the cases 
of Brazil and Spain, VoD production data would seem to confirm the indications 
that in the 2021 yearbook would suggest a shift of production capacity from open 
television to streaming platforms.

To see the differences between countries, it seems more useful to look at the rep-
resentation used in Figure 3. This uses the data from Table 2, extended to 2016, and 
population data for each country, but omitting the data for 2020, the year of greatest 
distortion due to the pandemic. Thus, for each country two moments are compared: 
on the one hand, the average 2016 to 2019, understood as a measure of normality, 
assuming that the trend factor affects all countries, and on the other hand 2021, the 
year of the beginning of the recovery after the most critical period of the pandemic.

The size of the population is a factor that is obviously related to the productive ca-
pacity of each country. It is not to be expected that a country like Portugal would have 
a production similar to that of Brazil, whose population is more than 20 times larger. 
For this reason, the vertical axis of Graph 3 shows production hours per million 

1 In the case of Spain, this includes productions by both state and regional channels.

 Year ARG BRA CHI COL SPA US(H) MEX PER POR URU VEN Total 
2017 756 1.431 931 1.048 1.942 1.000 1.629 553 1.293 11 522 11.116 
2018 526 1.299 722 390 1742 933 1.807 621 755 16 60 8.871 
2019 372 1.307 747 518 1451 512 1.166 560 1.029 3 35 7.700 
2020 62 416 274 271 1217 366 906 442 794 47 3 4.798 
2021 104 419 587 953 1036 420 853 535 998 13 360 6.278 
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inhabitants. In the case of the United States, only the Hispanic population has been 
considered. On the other hand, this per capita production ratio does not necessarily 
have to be constant at different population levels. To represent this, the vertical axis of 
Figure 3 shows the population. In both cases, we used a logarithmic scale.

Graph 3. Fiction production capacity in open television: 
pre-pandemic vs. post-pandemic

Source: Obitel, World Bank, US Census Bureau2.

The appeal of this representation is that, with very little information, it shows a clear 
ordering of the data. Whether we look at the period 2016-2019 or the year 2021, 
leaving out Uruguay for the moment, we can see a decreasing trend, from Portugal 
to Brazil, in which the number of hours per capita decreases as the population in-
creases. Thus, a country with a smaller population will have a high number of hours 
of production per capita and a country with a larger population will have a lower 
number of hours produced per capita, and it is intuitive that Uruguay does not fit 
this pattern. It reveals that there is a minimum size necessary for production financ-
ing to be viable.

The second thing to appreciate in Graph 3 is the degree of return to normality, 
except in the case of Uruguay, where, due to its small production levels, a single pro-
duction can significantly change its results, and Venezuela, where they coincide, all 
the countries appear in 2021 with production levels below their historical average. 

2 In the U.S. case, only the percentage of the population of Hispanic origin is considered.
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If the downward trend continues, a similar phenomenon should be observed every 
year. Even so, the declines in Argentina, Brazil and the Hispanic USA are sufficiently 
strong that growth is to be expected in the subsequent measurements.

Tables 2 of the national chapters also summarize the released television fiction 
originated in other Ibero-American countries that was screened in the country 
during 2021. This information is summarized in table 3. In the case of co-produc-
tions, these are allocated in equal parts among the participating countries3. 

If table 3 is read vertically, its content is equivalent to the column of screened 
hours shown in table 2 of the national chapters. It shows the origin of the fiction 
screened in each country. If read horizontally, it shows in which countries each 
country’s production is screened. For comparative purposes, we add the total corre-
sponding to 2020.

It should be remembered that the sum of what is screened is not equivalent to the 
sum of what is produced. The same production could be screened as a release in dif-
ferent countries over several years. Therefore, the best approximation to the amount 
produced is that which has been screened as a release in the country of origin.

Table 3. Ibero-American fiction released in each country during 2021

Source: Obitel

For several years, the major content exporters have been Mexico, Brazil and Colom-
bia. This will not change in 2021, with Mexico remaining by far the leading exporter, 
but Colombia displaced Brazil from second place, whose exports fell by about 24% 
while those of Colombia rose by the same proportion. 

3 The exception is co-productions that include the country in which the film is exhibited. In these 
cases, it is counted as an own production. The duplication effect exists, but it is very minor.

    Exhibition country in 2021 Total exported 
  Hours ARG BRA CHI COL SPA US (H) MEX PER POR URU VEN 2021 2020 

Co
un
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y 

of
 o

rig
in

 

ARG 104 0 0 68 0 0 0 0 0 0 0 68 204 

BRA 105 419 146 0 7 73 0 142 193 383 335 1.383 1.817 

CHI 0 0 587 0 0 0 195 89 0 0 0 284 175 

COL 274 0 44 953 0 164 572 112 0 0 665 1.831 1.479 

SPA 0 0 0 0 1.036 0 0 89 0 8 0 97 34 

US (H) 95 0 0 135 92 420 274 182 0 0 120 897 560 

MEX 209 342 530 540 108 972 853 780 0 32 266 3.779 2.583 

PER 0 0 0 0 0 0 0 535 0 0 0 0 0 

POR 0 75 0 0 0 0 0 0 998 0 0 75 141 

URU 0 0 0 0 0 0 0 0 0 13 0 0 0 

VEN 0 0 0 68 0 0 0 0 0 0 360 68 0 

Total screened 787 835 1.306 1.763 1.242 1.628 1.894 1.929 1.191 436 1.746   
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The case of Spain and Portugal is striking: their production volumes are similar 
or even higher than those of Brazil, Colombia and Mexico, and with high produc-
tion standards. However, their fiction is little exhibited on television in the rest of the 
Ibero-American countries. This contrasts with the situation of Mexico and Brazil. In 
2021 they show lower production levels than those of both countries, however, their 
fiction was exhibited in all other countries, with the exception of Portugal, in both 
cases, and Colombia in the Brazilian case.

With the exception of Peru and Uruguay, during 2021 the fiction of all countries 
was screened in at least one second country. However, this does not mean that dis-
tribution is homogeneous. Half of the Obitel countries import fiction from three 
other countries, but there are also the cases of Portugal, which only imports from 
Brazil, or Peru, which imports from six countries.

The proportion between own and imported fiction screened during 2021 is more 
clearly seen in Graph 4. In it, the countries are ordered with an increasing propor-
tion of own fiction.

Graph 4. Ibero-American fiction releases screened in 2021

Source: Obitel

Acknowledging that Portugal and Spain report the highest volume of own produc-
tion, the lowest proportion of imports and, going back to table 3, a very low level 
of exports, the conclusion is that Iberian fiction and Latin American fiction are not 
good substitutes for each other. For whatever reason, they are treated as different 
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products, regardless of the fact that, in addition, there are no exchanges between 
Spain and Portugal either.

For the rest of the countries, imported Ibero-American fiction is an unavoidable 
part of their offer, since it represents 50% or more of the total. It will be a matter of 
future analysis to determine whether this space was related to the ease and penetra-
tion of Turkish fiction a few years ago.

Graph 5 is based on the data of tables 3 of the national chapters, adding the num-
ber of hours of national released fiction corresponding to different formats. The for-
mats of telefilms and sitcoms are excluded from the graph because their treatment is 
not uniform in the chapters, but their presence is limited to very few hours.

Graph 5. Screening hours of national fiction releases in the Obitel 
scope according to format.

Source: Obitel

The use of a logarithmic scale in the graph is justified by the known fact that the ex-
hibition volumes of the different formats are of very different scales. The usefulness 
of the graph is not, then, in revealing that the telenovela is the dominant format, but 
in allowing to show the trends among the different formats.

The first noticeable fact is the near disappearance of the docudrama format. In 
2018, 252 hours of docudramas were produced in Ibero-America, but since then its 
presence has been marginal.

What is especially significant is the collapse of the dominant formats, telenovelas 
and series. The 2020 anomaly does not modify the trend of telenovelas, series and 
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Hours Telenovelas Series Miniseries Unitary series Docudramas 
■ 2017 7739 1873 194 358 384 
■ 2018 6486 1948 113 478 252 
■ 2019 6025 1501 103 187 14 
■ 2020 3797 915 68 246  0 
■ 2021 5091 678 73 347 10 
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miniseries. Between 2017 and 2021 their production levels decreased by 34%, 64% 
and 62% respectively.
These data show the situation of formats in Ibero-America as a whole. Graph 6 dis-
plays these data between countries for the format with the highest presence, the 
telenovela.

Graph 6. Screening hours of released national telenovelas in each country

CUADRO 11

Source: Obitel

The drop in the screening of telenovelas in graph 5, adding all countries, seemed 
to show a gradual decline. When opening the data by country in graph 6, the phe-
nomenon is clearer, where the falls in some countries are softened by rises in others. 
The drop in the 2017-2019 period is marked in the largest producers, such as Brazil, 
Mexico and Spain, as well as Argentina, but in the rest there is no evident trend. 
However, 2020 is a generalized slowdown, while 2021 represents a recovery.

3. VoD Monitoring
The first years of the Ibero-American Observatory of Television Fiction were exclu-
sively dedicated to open television. Years later, it began to incorporate pay television 
as well, but in very few countries its relevance was significant, beyond the repeti-
tion of content already shown on open television. However, with the emergence of 
streaming platforms, a distinct phenomenon arose because it modified the ways of 
watching television at home, in addition to providing space for the exploration of 
new narrative forms, no longer anchored to the traditional modes of consumption 
of serialized fiction. Likewise, their capacity to mobilize resources for the creation 
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of contents transformed them into a first-rate challenger for television. In the de-
crease of production volumes reported in the previous section, streaming platforms 
undoubtedly have a significant role to play.

The way Obitel has incorporated streaming platforms, given that access to 
consumer information is very restricted by the platforms themselves, has been to 
identify in each country the original content created to be shown on the different 
platforms.

Table 5 is constructed from the tables 8 reported in each national chapter. It iden-
tifies the serialized fiction productions created in the country to be exhibited as VoD 
in the different platforms4. 

Since the main VoD platforms operating in Ibero-America are of American or-
igin and many of the original productions are produced with these companies as 
production studio, the standard criterion would lead to consider that a Netflix or 
HBO Max production commissioned to an Argentine production company would 
be a co-production between the USA and Argentina. However, in each of the do-
mestic chapters such a production has been considered a local production, with the 
exception of the U.S. Hispanic chapter. For this reason, for consistency purposes, 
co-productions of this type reported in the U.S. Hispanic chapter are omitted from 
this table; on the other hand, domestic productions reported for U.S. Hispanics are 
exclusively those produced for a U.S. Latino audience.

4 In the case of co-productions destined for both an open television station and a streaming plat-
form, they are considered as release content in both media if the release dates are less than one 
year. Otherwise, it is only counted where it was first screened.
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Table 5. Number of serialized fiction releases by each country on platforms 
during 2021. Co-productions that include the country are in parentheses

Source: Obitel

The platforms shown in table 5 are arranged in descending order according to the 
number of countries where productions are reported. Netflix and Prime Video ap-
pear producing content in seven countries in the region. Further behind come HBO 
Max, Disney+ and Movistar. The boost to local production brought by the platforms 
is nothing more than the result of competition among companies, mainly American, 
trying to consolidate themselves as global players. All the others, with the exception 
of Movistar, operate only in their country of origin.

However, the VoD company that made the most productions during 2021 is not 
one of those global companies mentioned, but Globo TV, which with its 33 pro-
ductions surpasses Prime Video’s 30 productions and Netflix’s 28. Brazil’s national 
chapter reports that, for open television, Globo produced 14 shows (8 of them also 
for VoD). That is, it produced more productions for VoD than for open television. It 
is clear that the sharp drop in production shown for Brazil in the previous section, 
rather than a decline in its production capacity, is a shift from one exhibition space 

Platform ARG BRA CHI COL SPA US (H) MEX PER POR URU VEN Total 
Netflix 1   2           11   4   8   1   1           28   
Prime Video 2   12   1       10 (1) 1   2         (1)         28 (2) 
HBO Max 2       2   1   4 (1)               (1)         9 (2) 
Disney+ 1   2           1                           4   
Movistar 1               9           7               17   
Globo Play     33                                       33   
Atresplayer                 10                           10   
América TV 
Go                             5               5   
Flow 5                                           5   
OPTO                                 3           3   
RTP Play                                 3           3   
BoxBrasil Play     2                                       2   
Blim                         1                   1   
Caracol Play             1                               1   
Claro                         1                   1   
Filmin                 1                           1   
Flooxer                 1                           1   
Latina.Pe                             1               1   
Mitele Plus                 1                           1   
Star+ 1                                           1   
TNT                 1                           1   
Total 13   51   3   2   49 (2) 5   12   14   7 (2)         156 (4) 
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to another. In the rest of the countries, there is no evidence of a deliberate process 
carried out by a company as in this case.

Along with Brazil, with 51 productions, the other major player in Ibero-Ameri-
can VoD is Spain, with the same number of productions. However, in Spain it is not 
a process carried out by a large dominant player, but distributed among 10 stream-
ing companies, where 28 of the 51 productions are financed by Netflix and the other 
23 are mainly divided between two players, Movistar and Atres Player.

4. Interactivity and audience participation
At this point, this year Obitel proposed to identify actions defined here as interac-
tivity and participation around television fiction, both in the production and recep-
tion fields. On the interactivity side, actions generated by the industry before and 
during the broadcasting of contents with the purpose of attracting the attention of 
audiences and establishing dialogues with them are observed. In the case of social 
participation, the analysis focuses on the reception, interactions, proposals and ex-
pansion of products offered by networks and platforms, but from the point of view 
of their uptake by audiences.  

In the case of Argentina, the social conversation generated by the telenovela La 
1-5/18 Somos Uno, presented as a super-production, was the target of numerous 
criticisms from both the specialized press and audiences. The questioning focused 
on the “romanticized” way in which the telenovela depicts the poverty and exclusion 
in which the characters in the telenovela live. Many memes, some of which are fea-
tured in the Argentine chapter, address the artificiality of the marginalized nature of 
the cast and the disconnect between the representation and the reality that is often 
observed in the poorest neighborhoods of the country.  

Chile highlights the existence of social networks, specialized accounts and the 
creation of social profiles for specific products, but for the sole purpose of accu-
mulating potential audiences there. The calls to action made to the user are limited 
to selecting the content, viewing it, liking it and sharing it, options that are already 
incorporated as their own in the social network platforms. As stated in the Chil-
ean chapter, “the content does not call for user participation in any other way that 
involves them in a major way”, and in this sense the dialogue channel that opens 
with the audience “is barely selective of content, with little or no space to trans-
form, much less create”. In turn, as can also be seen in other countries, the network 
strategy of all the main channels is diverse and sometimes erratic, especially when 
accounts are created without follow-up or with little content. 

Colombia, on the other hand, takes up the release of La Reina del Flow 2, and 
points out that in that case social networks took center stage as spaces for expanding 
the narrative and bringing audiences closer to what is told on screen as well as be-
hind the camera. However, Obitel Colombia warns, digital expansion proposals for 
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production still contemplate very incipient strategies. In this particular case, con-
tents are limited to some “web exclusive” and “behind the scenes” contents. Another 
example that takes up Colombia is the remake of the classic Café con Aroma de 
Mujer, released in 2021. There, the networks serve not only to expand the fictional 
content but also as a space for visibility and sharing of the telenovela’s music. On 
the side of the strategies deployed by the audiences (for example, the creation of 
unofficial fan pages), they are not different from the usual and allowed by a system 
that, they define, “is not openly interactive and where we find audience participation 
represented in comments regarding narrative aspects”. 

Brazil reports that audience participation was active on social networks. Partic-
ularly noteworthy is the case of the telenovela Nos Tempos do Imperador (Globo, 
2021), the first previously unreleased telenovela produced in times of pandemic, 
which was screened with all the episodes already taped beforehand. However, due 
to the negative repercussion among the public, some texts were rewritten and re-re-
corded. In Obitel Brasil’s analysis, this shows “the relevance of the dialogue with the 
public”. On the other hand, Globo launched a filter for cell phones that allowed users 
to place their face in the place of the fictional artists as part of promotional actions 
with interactive features. Also, in 2021, the same company announced the creation 
of Novelei, the first commercial project with YouTube, which brings together artists 
and influencers to recreate classic telenovelas in a parallel universe where they never 
existed.

Spain is one of the Obitel countries that reports the greatest number and diver-
sity of initiatives from the industry aimed at involving audiences in the universe 
of serialized fiction. “Viewers have been able to enjoy fiction beyond its broadcast 
thanks to a multitude of transmedia strategies and exclusive contents through differ-
ent spaces and formats”, according to the Spanish chapter. Some of the examples that 
illustrate the above are fictions that have had board games linked to them; virtual 
escapism games, podcasts and even audio games, which allow the viewer to become 
a character and help in the resolution of a crime. 

Hispanic United States shows the case of the remake of Café con Aroma de Mujer. 
Telemundo, the network that aired the telenovela for the Hispanic market in the 
country, made intensive use of social networks to promote the main cast and their 
characters, creating dynamics between them and interacting with their followers. 
In turn, Obitel USA highlights the appropriation that audiences made of the tele-
novela’s music. Fans used social networks to search for and dedicate the songs to the 
actors or even to their real partners. Telemundo used social networks to present a 
compilation of controversial scenes in order to stimulate discussion. On Facebook, 
it is observed that the audience makes comparisons between the original telenovela 
and the remake. 
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Mexico highlights the promotional actions of the Netflix original series Somos 
along with the discussion that this generated in social networks, as it deals with 
a tragic event in the recent history of the country. The series is based on Ginger 
Thompson’s article “Anatomy of a Massacre” which deals with the massacre in Al-
lende, Coahuila, in 2011 at the hands of the Los Zetas cartel and which was triggered 
by a failed DEA operation.

Peru defines that the country’s television market is “discreet in terms of taking up 
the challenge of betting on interactive spaces with audiences”. Obitel Peru highlights 
the miniseries Historias Virales, a fiction created for streaming that offers on its web-
site a section called “Transmedia”, which allows access to the social network profiles 
of some characters. In this way, they note, “the fictional characters leave their repre-
sented universe and coexist with real users in the social media space”. 

Portugal analyzes the first series from that country made for Netflix (Glória), 
which became simultaneously a local and global series. The fiction received, as illus-
trated in the Portuguese chapter, wide coverage in national and international media 
as well as high audience approval ratings on the Rotten Tomatoes and Internet Mov-
ie Database (Imdb) sites. In addition, as a way of generating greater engagement, 
the production company organized guided tours of the series’ locations. Regard-
ing audience participation, they analyze Amor, Amor, a telenovela that, unlike other 
telenovelas in the country, had a strong presence in digital social networks. Audi-
ence participation was exceptionally important for this particular case as a means 
to build involvement. However, they warn that “in Portugal the active use of digital 
social networks by the production or audiences is not usually very relevant”. 

Uruguay, in the same line as other countries of the Observatory, reports that 
“the dimension of participation has historically had very incipient manifestations 
and this has not changed this year”. The Uruguayan chapter highlights the nation-
ally produced fiction Metro de Montevideo, which configured a strategy in social 
networks “based on closed statements, that is, that do not appeal to the action of 
the addressee as a constituent part of the statement, nor require its participation or 
cooperation to be completed”. At the end of the cycle, a contest of reviews on the 
series was implemented in social networks, achieving a very discreet volume of only 
twelve reviews. Another initiative generated from the production was the publica-
tion of a new book entitled Cómo Manejar el Metro de Montevideo. 33 Lecciones de 
Management por el Ingeniero Estero Bellaco, which pretends to be authored by the 
main character.

Venezuela notices the existence of an established pattern of audience participa-
tion in digital platforms, in which television channels call the public to participate, 
comment and share their contents in social networks. However, the very low pro-
duction of national fictions in the country means that audience participation, when 
it occurs, is concentrated around entertainment shows. Obitel Venezuela highlights 
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the release of the historical series Carabobo Caminos de Libertad, the only national 
production released in 2021, which had an official website, YouTube channel and 
social media accounts, where promotional actions were published. Through these 
spaces, the audience could access more details of the story, the making of, the inci-
dental music of the production and the characters of the plot, linked to the historical 
event narrated in the series.

5. Highlights of the year
Fiction programming in Obitel countries during 2021 was marked by a slow de-es-
calation and return to “normality” after the peak of the pandemic, although without 
yet reaching the levels of activity prior to this event. Thus, some releases, numerous 
reruns and some remakes of classic fictions coexisted on the screens. In some cas-
es, social conflicts and entertainment contents monopolized programming hours 
to the detriment of serialized fiction, which is gradually finding its place in vid-
eo-on-demand platforms. 

Argentina points out as the highlight of the year new links between the broadcast 
television screen and the platforms. Specifically, they report that some productions 
originally made for platforms were released on open television: Apache. La Vida de 
Carlos Tévez, Pequeñas Victorias. On the other hand, they highlight that open tele-
vision works as a preview space for platform series. In this dynamic, open television 
acts as a “bait” or promotional space where one or two chapters of series are shown, 
which can then be seen in full only on video-on-demand platforms. For Obitel Ar-
gentina, this is an indication of the power that open television still has as a business 
and a space for capturing audiences for audiovisual content.  

Chile highlights the fact that many series produced for open television found a 
“second life” on platforms. At the same time, they highlight that in the last two years 
fiction series conceived from the beginning to be distributed by streaming services 
have started to be produced and exhibited. This, according to Obitel Chile, “favored 
the strengthening of Chilean fiction in two ways: the strengthening of internation-
al co-production and the exploration of themes aimed at transnational audiences”.  
They illustrate the above with the cases of the series Isabel and Dignidad, where the 
themes and approaches are less local, insofar as they refer to real people, places or 
events of public resonance in several countries. On the other hand, series such as La 
Jauría and 42 días, which focus on the police, allow us to appeal to global viewers 
interested in true crime content. Finally, the year was marked by the rebound in the 
number of fiction hours compared to 2020 and a greater rerun of national produc-
tions to the detriment of Ibero-American fictions. 

Colombia highlights the return of the telenovela as the dominant format on the 
television screen, while the reruns of classic fictions that obtain high audience levels 
continue to be protagonists: Pasión de Gavilanes, Pedro el Escamoso, Yo soy Betty La 
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Fea. The screening of some releases, in addition to the remake of Café con Aroma 
de Mujer, allowed “a dialogue between the past, the present and the renewal of the 
past through the remake”. In turn, Colombia reports that fiction allowed bringing to 
audiences some peace of mind in the midst of a complex and overwhelming social 
climate, which was reflected by newscasts and news programs that, as in the previ-
ous year, were once again the main content.

Brazil reports a return to production activity that was, however, interrupted by 
outbreaks of the pandemic that prevented the continuation of filming. Fictions such 
as Quanto Mais Vida Melhor, Salve-se Quem Puder and Amor de Mãe suffered in-
termittent suspensions in filming due to sanitary restrictions. Amor de Mãe (2019) 
was interrupted in 2020, and then resumed in two parts. The last part of this fiction 
was recorded at the end of 2020. Obitel Brasil considers it “the first pandemic tele-
novela” for incorporating this theme in its plot, including alterations in the path of 
some characters due to the health crisis. Despite the improvements in the economic 
activity in general during 2021, reruns (24) correspond to 51% of the screenings and 
even surpassed the number of unreleased productions (23).  

Spain highlights the increase in youth fiction both in open channels and in the 
VoD platform modality. On this point, the international success of the series Élite 
and the return of the classic Física o Química, among others, stand out. Although 
some fictions were made together with production companies from Germany, Italy 
and Portugal, Obitel España considers that co-productions are still a pending issue 
in Spanish fiction. 

Hispanic United States notes that the highlight of the year was the Univisión-Tele-
visa merger that created TelevisaUnivisión. As detailed in the U.S. chapter, the merg-
er includes the Univision and UniMás television networks in the United States, and 
Canal de las Estrellas and Canal 5 in Mexico; as well as 36 cable television networks, 
55 television stations in the United States, 222 stations affiliated with its 4 open tele-
vision networks and the digital platform services PrendeTV (renamed Vix) and 
BlimTV. As analyzed by Obitel United States, these actions of market consolidation 
are the way in which both corporations “face the new digital landscape, which has 
been characterized by the emergence of new digital platforms”, with which they dis-
pute audiences, economic resources, talents, among others. 

Mexico places as a relevant aspect of the year the disruption generated by the 
various feminist movements in the country, which were incorporated into the nar-
ratives of television fiction. In this sense, Obitel Mexico highlights that, for the third 
consecutive year, Televisa, the main television network in the country, produced and 
released a telenovela focused on talking about the various forms of violence in the 
lives of Mexican women.

Peru notes the return of fiction to the open TV channel Latina, a company that 
had not broadcast this type of content since 2018. However, they warn that neither 
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of Latina’s two bets in its return to fiction managed to arouse the interest of the 
audience, although one of them, the historical series Los Otros Libertadores has the 
international market as its focus. This is significant considering that TV Perú’s pro-
duction El Último Bastión, set in the independence period, was the first Peruvian 
miniseries sold to Netflix. Finally, Obitel Peru highlights that the television screen 
in 2021 was abundant in news content related to the effects of the pandemic, and the 
political and institutional crisis that persists after the inauguration of rural professor 
Pedro Castillo as president, all of which had an impact on the hours of television 
programming broadcast.  

Portugal chooses as a highlight of the year the second season of the series Auga 
Seca, a co-production between the public broadcaster RTP and HBO, which had its 
first exhibition space on open television. The series Glória, a Netflix original, also 
in agreement with the Portuguese public network, had its first screening slot on the 
platform, and will be screened by the public channel after a year of being available 
on the streaming service. Glória is the highlight of the year for being the first Por-
tuguese series produced for Netflix. Along with the positive impact generated in 
the national audiovisual industry, this series “sets what could be a production and 
quality standard for future works”. The success of the series, as defined by Obitel 
Portugal, is due to the combination of the best of television and the best of cinema; 
a hybridization that increasingly distinguishes the fiction of the platforms. 

Uruguay places as a highlight of the year the series Temporario, which marks the 
return of national television fiction after seven years of absence. It is also significant 
that for the first time Argentine fiction disappears from the Uruguayan open tele-
vision offer. The first of these events, the return of national fiction, “is an isolated 
and circumstantial phenomenon, since a line of action with continuity does not 
seem to have been established”. On the other hand, the absence of Argentine fiction 
“expresses the consolidation of a deep change in Uruguayan open television”, which 
had Argentine productions on screen since the 1960s. In turn, this absence of Ar-
gentine television fiction symbolizes an even deeper change. According to Obitel 
Uruguay, the screens of the three private channels resemble each other, mimicking 
the aesthetics, sound and color of the great international formats: Got Talent, Master 
Chef Celebrity, 8 Escalones, Pasapalabra, among others. Thus, “reality occupies the 
prime time slots while fiction is pushed to the margins of the night. Television fic-
tion is peripheral, it is on the edge, surrounding the central programs, filling what 
entertainment does not occupy. But it is also so in relation to audience numbers”.  

Venezuela highlights two serialized fiction proposals. The first one, Carabobo 
Caminos de Libertad, was produced with public funds and was released simulta-
neously in seven television stations, five state-owned and two private. The second, 
Vivir y Convivir en Venezuela, was produced at the initiative of the Universidad Cen-
tral de Venezuela, in alliance with civil society.  Vivir y Convivir en Venezuela has 
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only seven episodes and was produced with the aim of generating low-cost content 
that is easy to disseminate through social networks and digital media. It includes 
topics such as polarization and its consequences, disbelief in electoral processes and 
the value of voting, the role of politicians and political parties, disinformation and 
hatred, forgiveness and reconciliation. It is a web series recorded with cell phones 
and minimal resources. Finally, Obitel Venezuela highlights that most of the most 
watched productions in the year (7 out of 10) were reruns of fictions produced in the 
1990s, which evidences the persistent recession of the television sector linked to the 
migration of the audience to other platforms.

6. Theme of the year: Transformations in television seriality and its impact 
on the formats of Ibero-American television fiction in times of streaming.
This year’s theme aims at understanding the ways in which the production, distribu-
tion and consumption of serialized fiction in, for and through streaming platforms 
has impacted transforming seriality both in its formal aspects and in the aesthetic, 
thematic and narrative treatment. The reality of each country presents particular-
ities and points of contact with others, so, in order to facilitate the reading, each 
country is presented separately, in line with the two previous sections. 

Argentina presents in its chapter indicators that allow them to affirm that “global 
platforms present a strategy of linkage with the national audience in which they 
operate more as distributors than as producers”, with special incidence in the dis-
tribution of feature films than of serialized products. However, they point out that 
platforms as repositories of productions from different periods, allow the encounter 
of old works with new audiences. In turn, Obitel Argentina states that as a con-
sequence of the production of contents for platforms, the incorporation in open 
television of formats that until five years ago were unusual, such as miniseries, series 
or superseries, can be observed. “Fiction in open television was governed by long 
formats, which have almost disappeared today”, they state. On the other hand, they 
note that productions for platforms raise quality standards while dissolving the tra-
ditional cultural distinction between “high and low”, which placed cinema in a situ-
ation of aesthetic and narrative superiority over television fiction. On the contrary, 
it is currently observed that authors, directors, scriptwriters, technicians and talents 
circulate in both worlds, cinema and serialized contents, almost without distinction. 

Chile observes that the new way of approaching viewing has affected the struc-
ture and narrative of serialized fiction. An example of this is the series Pobre Novio 
(Mega), which can be watched on the channel’s platforms, but for the first time is 
simultaneously broadcast on a more massive platform at a global level, such as HBO 
Max. According to their analysis, it is about “content that allows satisfying the needs 
of regular consumers of telenovelas while delivering a story with a seriality that re-
sponds to the series format”. This particular case shows that it is not conceived under 
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a logic linked to the television schedule, and despite being presented as a telenovela, 
each installment has an average length of 30 minutes, an extension that is more in 
line with the forms of viewing on platforms. 

Colombia does not point out in its chapter transformations in seriality as a result 
of distribution on platforms. This transformation has been taking place for years, 
Colombia being a country that provides production services on a regular basis for 
global platforms. Colombian television fiction in 2021 had reruns as a central fea-
ture and with them the return of the telenovela. Old productions now became pro-
tagonists of digital ecosystems and media convergence. Memes, publications and 
audience participation actions had as central elements to refer to events revisited 
from old fiction stories.

Brazil highlights the telenovela Um Lugar Ao Sol, whose reduced duration in 
number of episodes brings with it a new format for telenovelas, both in formal and 
narrative aspects. According to Obitel Brasil, the so-called “Netflix Paradigm” is the 
negation of the strategic role of interruption, in favor of an uninterrupted narrative, 
implying a rupture of the temporal experience.

Spain reports that streaming fiction has not introduced substantial changes in 
Spanish formats, although it has made a turn in the structure and narrative strate-
gies of the stories, whose plots have turned intrigue into one of the main narrative 
engines of the different genres. The intrigue and the police at the center of the plots 
allow to dilute the presence of local components and to dialogue better with global 
audiences that consume true crime content. 

U.S. Hispanic highlights two thrillers with a criminal and police twist: Buscando 
a Frida (Telemundo) and ¿Quién Mató a Sara? (Netflix). The first, with 45 minutes 
per episode, reflects the length needed for the insertion of commercials, a central 
element in the open television business model. The second, between 34 and 44 min-
utes long, launched by Netflix, has a flexibility that is not connected to advertisers 
or to a daily broadcasting obligation, but to narrative needs. In this case, the com-
parison made by Obitel United States allows us to appreciate the contrast between 
fictions conceived for different business models and forms of viewing. 

Mexico notes that “SVoD systems are having an important impact on television 
fiction formats and their narrative strategies”. In this sense, they add that in recent 
years Televisa produces its telenovelas with a smaller number of episodes and a type 
of narrative that obeys more to the series, as is the case of Mujeres de Negro, La 
Doble Vida de Estela Carrillo, La Piloto or Por Amar sin Ley. Unlike a few decades 
ago, when telenovelas could have up to 180 or more chapters, the current media 
ecosystem influences the selection and inclusion of current affairs, and the option 
for shorter formats, such as serials with one, two or more seasons. 

Peru, on the other hand, does not observe format transformations such as the 
type of seriality or changes in narrative structures. The displacement brought about 
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by the new platform ecosystem has to do with the origin of the fiction productions, 
with the exhibition of contents from Turkey, Japan and Korea being common in 
the country. The Korean wave, in particular, which has its epicenter in the Internet, 
finds in Peru an important niche audience supported by agreements between the 
Peruvian and Korean states. 

Portugal argues that “the content distribution model has influenced the fiction 
produced last year on several levels. In thematic terms, it allowed the exploration 
of new issues, which had no space in the generalist channels that prefer traditional 
products”, such as melodrama and popular comedy. In turn, the distribution of fic-
tion on the Internet by national operators such as RTP Play and OPTO opens new 
opportunities for small producers to enter a competitive market. For Obitel Portu-
gal, cases in which productions migrate from national platforms to open television 
are unusual: the case of O Club from the OPTO platform, which was shown by the 
generalist channel SIC, stands out, although it seems to be a form of promotion of 
the platform rather than a change in the distribution paradigm. However, “the im-
mobility of the system of open networks is only illusory, given that the long-running 
fiction present in prime-time, such as telenovelas, has been suffering a decrease in 
the number of chapters, clearly influenced by the growth of the platforms”, they 
point out.  

Uruguay notes that one of the transformations is the duration of serialized nar-
ratives, both in Temporario and in Metro Montevideo. Obitel Uruguay states that in 
the current ecosystem, viewers seem to restrict their engagement to shorter narra-
tives. However, “in the case of Uruguayan productions, brevity has been a historical 
constant, which does not seem to be explained by the tendencies of contemporary 
fiction towards short narratives”, but by the dynamics of the market that allocates 
limited resources to the financing of local fictions. Private actors do not manage to 
make the business of investing in fiction sustainable and public funds allocated to 
this type of productions are usually scarce. Therefore, the brevity of Uruguayan fic-
tions is explained by economic reasons and not by platform market trends. 

Venezuela does not stand out in its chapter impacts on seriality as a result of the 
current platform ecosystem. In fact, the only television fiction of the year, Carabobo 
Caminos de Libertad, is a miniseries of six episodes in the first season, but with chap-
ters of between 43 and 45 minutes, the usual length of open television broadcasting. 
In the case of Vivir y Convivir en Venezuela, the number and length of episodes is 
related to the platforms for which it was conceived: it is broadcast through YouTube 
and Instagram with seven episodes of between five and nine minutes. 

In the following pages, the research teams from each country that make up Obitel 
present the details that shape the state of production, distribution, exhibition and 
consumption of audiovisual fiction on television during 2021. It was a year marked 
by the restart of the productive activity after the paralysis implied by the pandemic, 
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which we reported in the previous yearbook. The recovery process adopts, as can be 
read in each chapter, different characteristics and speeds. The pre-existing produc-
tive capacity and the level of development of the audiovisual industry in each coun-
try also mark a different restarting point for each case. In addition, the political, eco-
nomic and social context has a bearing on the potential of each market. The theme 
of the year “Transformations in television seriality and its impact on the formats of 
Ibero-American television fiction in times of streaming”, invites to know, as we have 
anticipated in this initial chapter, the distinctive and unequal ways in which the pro-
duction and consumption ecosystem in global platforms impacts transforming the 
seriality and formats of television fiction within the Obitel scope.



PART II: 

FICTION IN OBITEL COUNTRIES IN 2021
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In 2021, a slight rebound was observed in the number of programs and hours of 
national fiction released, compared to the historical minimum of 2020, the first year 
of confinement due to the pandemic and paralysis of the fiction industry. A total 
of eight programs were broadcast, one more than the previous year, representing 
103:30 hours. However, these are the lowest indicators of the last five years. El Trece, 
once one of the main broadcasters of telenovelas, series and unitaries, programmed 
only one telenovela, one series and released two episodes of a series that was not 
broadcast in its entirety on open television but on Star+. Telefe, the leading chan-
nel in terms of audience, premiered three short-lived series that had already been 
released on different video-on-demand platforms. ViacomCBS channel completed 
its fiction offer with seven Turkish productions, continuing, almost alone, with the 
trend reported since 2014 in relation to the entry of fictions of that origin. In the 
case of reruns, the number remained stable in relation to the previous year, mainly 
concentrated in TV Pública, which again broadcast fifteen public funding series, 
and Net TV, which opted for the narcotelenovela of Colombian origin.

1. The Audiovisual Context of Argentina in 2021

1.1 Open television in Argentina
The open television system in Argentina is comprised of six networks with nationwide 
coverage. TV Pública is part of the Federal System of Public Media and Contents and 
is financed with contributions from the National Treasury, official advertising, taxes 
provided for by the Audiovisual Communication Services Law and other resources of 
its own. The other five channels are privately managed commercial channels.

1 The Obitel Argentina team would like to thank Kantar Ibope Media, since without the information 
provided by them it would not be possible to carry out some of the analyses presented here.
2 Professor and researcher at Universidad Nacional de las Artes (UNA) and Universidad de Buenos 
Aires (UBA).
3 Conicet postdoctoral fellow at Universidad Nacional de Quilmes (UNQ).
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Box 1. National open television channels in Argentina

 Source: Obitel Argentina

The four traditional networks reach the entire country through affiliates, repeater 
stations or sale of content: TV Pública, Telefe, El Trece and El Nueve. Although with 
marginal audience levels, Grupo Perfil’s on-air channel Net TV has been operating 
since 2018, with generalist programming and foreign fiction. In some time slots this 
signal disputes the sixth position to a very weakened TV Pública. The six national 
channels broadcast their programming through cable television, mostly privately 
managed and with high penetration in the country. TV Pública is formally under 
the board of directors of Radio y Televisión Argentina Sociedad del Estado (RTA 
S.E.). América is part of the América Medios group. Telefe is owned by Viacom Inc. 
of the United States, together with eight repeater stations in the interior of the coun-
try. Clarín holding company operates El Trece through its Artear division and owns 
radio stations, newspapers, open channels and the most important pay TV and fixed 
broadband companies in the country. El Nueve is controlled by Grupo Octubre, 
which has expanded in recent years in the print media business with the acquisition 
of Página/12 newspaper and several magazines; radio broadcasting through the ow-
nership of one of the most listened AM radio stations in Buenos Aires (AM 750) and 
several FM radio stations. By the end of 2020, it also created a news signal for pay 
TV, IP. On March 14, 2022, the seventh open television channel, Bravo TV, began 
broadcasting and is available on Digital Terrestrial Television and pay TV operators’ 
offerings. The broadcaster is the result of an agreement between Grupo Perfil and 
Grupo Olmos. The former publishes the newspaper Perfil and a dozen magazines; it 
also operates Perfil radio, an FM station in the City of Buenos Aires. Grupo Olmos 
has extensive experience in television with its news channel Crónica TV and in print 
media with the newspaper Crónica. It also owns other graphic media and Internet 
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portals of lesser relevance. At the end of this chapter, the lineup of the new station, 
on which we will report next year, includes a large number of Obitel telenovelas, 
some variety programs and a newscast. 

Chart 1. TV rating and share by broadcaster (rating per household).

Source: Kantar Ibope Media and Obitel Argentina

Source: Kantar Ibope Media and Obitel Argentina

In 2020, the drop in open TV audience that Obitel has been reporting for at least 
12 years was halted. Telefe was the channel that grew the most in the year-on-year 
comparison (8.6 in 2021 vs. 7.8 in 2020), while the rest managed to maintain their 
audience levels or increase them marginally. The gap between Telefe and El Trece, 
the two channels that have led the market since the early 1990s, widened even 
more this year, in favor of the former. Although the channels’ household rating 
grew modestly, their share in total television (air and pay) went from 44.8% in 
2020 to 44.1% in 2021.

Broadcaster Rating  % 
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(%) 

Telefe 8,6 43,6 19,1 

El Trece 5,9 29,9 13,2 

El Nueve 2,3 11,7 5,2 
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Chart 2: Genres and hours broadcasted in TV programming

Source: Kantar Ibope Media and Obitel Argentina

Source: Kantar Ibope Media and Obitel Argentina

In terms of genres broadcast by all open channels, there was a 6% increase in 
entertainment content compared to the previous year. This is explained, among 
other issues, by the proliferation of local adaptations of successful foreign formats 
such as La Voz, Bake Off or MasterChef. The presence of educational content hal-
ved from one year to the next: 3.4% of total programming in 2020 and 1.4% in 
2021. This may be due to the withdrawal of the Seguimos Educando series from 
TV Pública, which, in 2020, as part of an educational continuity plan in the midst 
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of the pandemic, turned to the screen of the state channel a large number of hours 
of this genre. As for fiction, there is a drop in the total number of hours broadcast 
and its participation in the total programming. In 2020 it had represented 14.3% of 
the programming, while in 2021 it reached 10%. This may seem contradictory with 
the data we will expose below, which show a slight increase in national fictions and 
in the Obitel scope. However, the drop is due to a slight decrease in the presence of 
hours of Turkish origin and other non-standard origins, outside the Ibero-Ameri-
can sphere.

1.2 Pay TV and VoD platforms in Argentina in 2021
According to data from the Ente Nacional de Comunicaciones (ENaCom) for the 
third quarter of 2021, 69.3% of Argentine households had some pay TV service, 
mostly through physical links, while satellite technology captures a smaller market 
share of less than 20%. If clandestine connections are added, it is estimated that clo-
se to 80% of the country’s households have access to this service, one of the highest 
penetration levels in the continent. There are 7.3 million households with this ser-
vice, a marginal increase in relation to those reported the previous year. However, 
according to the same official agency, there are important geographical asymmetries 
in the access to the service: while provinces such as Córdoba, Tierra del Fuego, La 
Pampa and the Autonomous City of Buenos Aires show figures above 60%, at the 
other extreme Catamarca, Tucumán, La Rioja, among others, have around 25%. The 
pay TV market is strongly concentrated mainly in Cablevisión (rebranded as Perso-
nal Flow), a division of Grupo Clarín, which controls 40% of the market, especially 
in provincial capitals and the most profitable urban centers. There are also periphe-
ral players such as telecommunications cooperatives and SMEs that provide this 
service in places farther away from large urban centers and with lower population 
density and commercial interest, which together account for less than 20% of the 
pay TV market.
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Box 2. Most watched pay TV channels in Argentina.

Source: Kantar Ibope Media and Obitel Argentina

The pay-TV market in Argentina has the particularity of offering a profuse and 
growing number of national channels dedicated to the broadcasting of news, opi-
nion and political debate content. In 2021, there were seven nationally-owned chan-
nels along with CNN en Español, which produces some programs hosted by Argen-
tine journalists. As shown in the box above, Argentine news signals are the most 
watched on pay TV, and some of them manage to surpass Net TV, TV Pública, 
América and El Nueve in their prime time slots. In fact, during 2021 the informative 
signals that entered the list of the 10 most watched signals added together 6.1 annual 
average rating points, a number only lower than the average of the leading broadcast 
TV channel, Telefe. During this year, there was no release of national fiction on any 
subscription television channel.

10 most watched pay TV channels in Argentina 

Channel Genre Origin 
Rating 

household 

TN News Argentina 1,7 

C5N News Argentina 1,3 

ESPN Sports United States 0,9 

A24 News Argentina 0,9 

Crónica TV News Argentina 0,9 

Canal 26 News Argentina 0,8 

LN+ News Argentina 0,8 

TYC Sports Sports Argentina 0,7 

Star Channel Various United States 0,6 

Cartoon 

Network 
Children United States 

0,5 
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Box 3. VoD in Argentina

Source: Obitel Argentina

The box above presents a list of the 12 main video-on-demand platforms active in 
Argentina as of 2021. It is not an exhaustive list but just a sample of players with 
the highest market penetration (Netfix, Amazon Prime, Cablevisión Flow) toge-
ther with others that provide ownership diversity, such as Sensa (a cooperative VoD 
platform) or those belonging to the National State. For the purposes of this list, the 
official YouTube channels of open TV broadcasters are not included.

1.3 Independent television fiction production companies
The independent production firms that produced fiction in 2021 are in all cases 
medium-large production companies based in the City of Buenos Aires and with 
extensive background in fiction production. It is therefore a concentrated segment 
in which there are no major novelties in relation to the previous year. An exceptional 
case is the series No Abras Ese Mensaje (El Nueve) produced in the northern provin-
ce of Formosa by the local production company IRU TV, with the support of state 
funds. It is the only fiction produced outside the City of Buenos Aires that managed 
to be released on a national channel during the year. On the other hand, the fiction 
production market continues to be dominated by Pol-ka, a captive production com-
pany of El Trece and others such as Kapow, Pampa Films or K&S which, besides pro-
ducing fiction for broadcast television, are some of the companies chosen by global 
video-on-demand platforms to develop their originals in the country. 

Main VoD platforms active in 

2021 

Netflix; Prime Video (Amazon); 
Disney+; Star+ (Disney); 
Paramount+ (ViacomCBS); HBO 
Max (Warner Media); Cablevisión 
Flow (Telecom); Movistar+ 
(Telefónica); Claro Video 
(América Móvil); Cine.ar Play and 
Cont.ar (Estado Nacional); Sensa 
(Colsecor) 

TOTAL: 12 
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1.4 Sources of financing for the audiovisual sector
According to data published by the Argentine Chamber of Media Agencies4, tele-
vision received a total investment of USD 364.5 million between January and De-
cember 2021, which represents an improvement of 28% over the same period of 
the previous year. Thus, television continues to be the medium that captures more 
private advertising (41%), followed by digital media, which includes news portals, 
social networks and search engines (40%). Likewise, the digital media is the one that 
shows the highest year-on-year growth, while television has maintained its share 
stable over the last three years, concentrating between 39 and 41% of the total gross 
investment. In terms of government support for the production of audiovisual con-
tent, the highlight of the year was the launching of the Renacer Audiovisual plan, 
through which the Ministry of Culture selected 640 audiovisual projects submitted 
from different regions of the country, with a projected investment of almost USD 
21 million. At the close of this report the shooting of some of these productions had 
already begun, so their results will be observed next year. 

1.5 Communication policies
2021 was a year of low intensity for communication policies. One of the main regu-
latory actions of Alberto Fernández’s government, the Necessity and Urgency De-
cree 690/2020, which declared ICT services a public service, was in court, so that for 
practical purposes it had no effect. In April 2022, by means of Decree 156/2022, the 
National Government set the deadlines for the analogical switch-off of open chan-
nel television, which would begin in mid-2022 with the public channel and would 
then continue in a staggered manner by regions until December 2023. At the close 
of this chapter, different actors of the audiovisual sector show their concern for the 
expiration of a series of specific allocation funds at the end of 2022, with which film, 
theater, music, public media, popular libraries among other cultural activities are 
partly financed. In December 2017 during the administration of Mauricio Macri 
(2015-2019) the Congress of the Nation sanctioned a law that determined that on 
December 31, 2022 would come to an end a series of specific allocations created by 
different laws and that make part of the financing of cultural industries. In April 
2022 the uneasiness in the film sector in particular due to this and other issues, 
caused the Minister of Culture to request the resignation of the president of the Ins-
tituto de Cine y Artes Audiovisuales (INCAA), Luis Puenzo. In the meantime, there 
is a bill in Congress to extend these funds for 50 years.

4 Available in April 2022 at https://www.agenciasdemedios.com.ar/inversiones-publicitarias/.



55

Argentina

1.6 Digital and mobile connectivity infrastructure5

Mobile telephony continues to be, together with free and open television, the most 
widespread information access technology, with a nationwide penetration that ex-
ceeds 100% in almost all regions of the country, and a national average of 126.1% 
according to ENaCom data for the third quarter of 2021. As of September 2021, the-
re were 57.81 million mobile accesses in the country, out of an estimated population 
of 45.3 million. However, more than 50% of active mobile lines are prepaid, usually 
more widely used among lower middle socioeconomic sectors. The deployment of 
4G technology has grown rapidly in recent years, reaching a wide coverage of the te-
rritory. Regarding broadband to the home, the average penetration at national level 
reaches 70.58% of the country’s households, an increase of 4% compared to 2020. 
Likewise, there are regions such as the City of Buenos Aires where the adoption of 
the service is almost total, and other provinces such as Formosa, Mendoza, San Juan 
and Santa Cruz, where this figure does not exceed 40% of households. Although 
the national average speed exceeds 48.46 Mbps download (8 Mbps more than the 
previous year) and access offers of more than +30 Mbps are common, almost 30% 
of domestic connections are concentrated in the speed range from 1 to 6 Mbps, 
with large variations in the speed available depending on the province. The territo-
rial extension added to the dispersion of the population in rural areas or in small 
urban concentrations, combined with the absence or low quality of connectivity 
infrastructure in some regions and economic difficulties, impede Internet access. 
The absence of the market and the State in some areas of the country has allowed 
the deployment of telecommunications cooperatives and, more experimentally, the 
emergence of community Internet access networks self-managed by the inhabitants 
themselves.

5 The data in this section is presented by the Ente Nacional de Comunicaciones (ENaCom). Available 
in April 2022 at https://indicadores.enacom.gob.ar/.
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2. Analysis of the Year: National and Latin American 
fiction released in 2021

TABLE 1: Fictions screened in 2021

Source: Kantar Ibope Media and Obitel Argentina

In 2021, eight domestic productions were broadcast, seven series and miniseries, 
and a single long-running production. This represents four more shows compared 
to the previous year, when fiction production was completely paralyzed due to the 
pandemic. However, this slight improvement in production and exhibition levels 
keeps the country among those with the lowest production capacity within the 

Previously unreleased, national – 8 

Telefe - 3  

1. Pequeñas Victorias (series) 
2. Apache. La Vida de Carlos Tévez 

(series) 
3. Monzón (series) 

 
El Trece – 3  

4. El Tigre Verón 2 (miniseries) 
5. La 1-5/18. Somos Uno 

(telenovela) 
6. Terapia Alternativa (series) 

 
El Nueve – 2  

7. Maradona Sueño Bendito (series) 
8. No Abras Este Mensaje (series) 

 
T  TV Pública - 0  

 América – 0  
Net TV – 0  
 
Co-productions – 0  

Previously unreleased, Obitel - 9 

Telefe - 2* 

1. Club 57 2 (miniseries – US Hispanic e 
Italia) 

2. Dulce Ambición (telenovela – Brazil) 
 

El Trece- 1** 

3.      Te Doy La Vida (telenovela - Mexico) 
 

Net TV- 6  

4. Bloque De Búsqueda (telenovela – 
Colombia) 

5. El Bronx (telenovela – Colombia) 
6. El Señor De Los Cielos (telenovela – US 

Hispanic) 
7. La Piloto (telenovela – Mexico) 
8. La Venganza de Analía (telenovela – 

Colombia) 
9. Sobreviviendo a Escobar (telenovela – 

Colombia) 
 
El Nueve - 0  
América – 0  
TV Pública –0  

  
PREVIOUSLY UNRELEASED, TOTAL: 

17 

 

17
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Obitel scope and far from the 1000 average hours of 2010. Telefe programmed as 
novelties in open television series already released on video-on-demand platfor-
ms: two biopics of sports personalities (Carlos Tévez and Carlos Monzón) and a 
sequel to the telenovela Pequeña Victoria (Telefe, 2019) produced for Prime Video. 
El Trece was the only open television channel to invest in a telenovela with the 
daily series La 1-5/18. Somos Uno, set in a vulnerable neighborhood settlement. It 
also released El Tigre Verón 2 (El Trece), although with half the audience obtained 
by the first part aired in 2019. For its part, the series Terapia Alternativa released 
only two episodes on open television and then became available in its entirety on 
the Star+ platform, so that open television joins the visibility circuit of series as 
an advertising screen to generate interest in content that is not broadcast there in 
full. The same happened with Prime Video’s series Maradona, Sueño Bendito (El 
Nueve), whose first episode was released on open television as an advertisement, 
to be later exclusive on the video-on-demand platform. As regards imported pro-
ductions from Obitel, the largest contribution is made by NetTV channel, which 
programs, as Obitel Argentina has been reporting, a large number of narconovelas 
of Colombian origin.
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TABLE 1b. Reruns during 2021 (domestic productions, foreign 
Obitel productions and co-productions).

Source: Kantar Ibope Media and Obitel Argentina

This year, TV Pública, which usually contributes to the list of releases with state-su-
pported productions, limited itself to reruns of Argentine miniseries already relea-
sed in previous years. Among the foreign reruns, Colombian narconovelas once 
again stand out, programmed exclusively by Net TV.

Reprises, national – 17 

Telefe–2 

1. 1. Casados con Hijos (series – Argentina)  
2. 2. Floricienta (telenovela – Argentina) 
 
T   TV Pública – 15 
3. 3. Bien de Familia (miniseries – 

Argentina) 
4. 4. Decisiones de Vida (unitary – 

Argentina) 
5. 5. El Donante (miniseries – Argentina) 
6. 6. El Marginal (miniseries – Argentina) 
7. 7. El Marginal 2 (miniseries – Argentina) 
8. 8. El Marginal 3 (miniseries – Argentina) 
9. 9. Historias de la Primera Vez (unitary – 

Argentina) 
10. 10. La Caída (miniseries – Argentina) 
11. 11. La Celebración (unitary – Argentina) 
12. 12. La Chica que Limpia (miniseries – 

Argentina) 
13. 13. La Última Hora (miniseries – 

Argentina) 
14. 14. La Viuda de Rafael (miniseries – 

Argentina) 
15. 15. Los Sónicos (miniseries – Argentina) 
16. 16. Según Roxy (miniseries – Argentina) 
17. 17. Ultimátum (miniseries – Argentina) 

Reprises, foreign – 9 

Telefe–1 

18.  1.Josue y la Tierra Prometida (telenovela 
– Brazil) 
 
Net TV - 8 

19. 2. Betty la Fea (telenovela – Colombia) 
20. 3. El Patrón del Mal (series – Colombia) 
21. 4. En la Boca del Lobo (telenovela – 

Colombia) 
22. 5. Fugitivos (telenovela – Colombia) 
23. 6. Infiltrados (telenovela – Colombia) 
24. 7. La Ruta Blanca (telenovela – Colombia 

and Mexico) 
25. 8. Pedro el Escamoso (telenovela – 

Colombia) 
26. 9. Sin Tetas No Hay Paraíso (telenovela – 

Colombia) 
 

REPRISES, TOTAL: 26 
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TABLE 2. National fiction released in 2021 and its evolution 
over the five-year period.

Source: Obitel Argentina

The trend shown in the table above shows a generalized drop in the three indicators 
observed (productions, episodes and hours). The decline has its origin beyond the 
last five-year period and can be located in 2010, when open television began to ra-
pidly shed national fiction as part of its programming grid, leaving it as a space for 
entertainment, news and live events. The slight upturn in 2021 does not represent an 
improvement in production capacities nor is it indicative of the channels’ decisions 
to return to local fiction, but, in any case, a rebound effect after the historical mini-
mum reached by the production and release of Argentine fiction at the beginning 
of the pandemic.

TABLE 3. Formats of national fiction released in 2021 
and their evolution during the five-year period.

Source: Obitel Argentina

Year Productions Episodes Hours 

2017 23 716 645:00 

2018 20 650 481:00 

2019 21 504 393:35 

2020 6 91 71:30 

2021 8 115 103:30 

 

Format 
Productions Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 7 5 4 1 1 562:30 389:05 289:20 35:00 72:15 

Series 3 3 5 0 2 67:25 55:10 38:00 0:00 14:15 

Miniseries 12 10 8 4 5 112:10 66:20 36:20 26:25 17:00 

Sitcom 0 2 1 0 0 0:00 0:00 0:00 0:00 0:00 

Unitary 1 0 0 0 0 12:30 16:00 7:25 0:00 0:00 

Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 

Others 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
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The evolution of formats in the last five years allows us to notice the reduction of 
telenovela and long-running formats and a greater presence of series and miniseries. 
As we have mentioned, in 2020 only one Argentine telenovela was released against 
seven in 2017. However, the gradual disappearance of fiction from over-the-air tele-
vision is observed in the decline of all formats.

TABLE 4. Fiction releases exhibited in 2021: countries of origin

Source: Obitel Argentina

Compared to 2020, during 2021 almost twice as many hours of fiction were released, 
adding national and Ibero-American fiction. Also, in a similar way to the previous 
year, the proportions are maintained, corresponding between 13 and 15% to national 
fiction and the rest to fiction from other Obitel countries. Colombia was the main su-
pplier of fictions, all of them programmed by Net TV. In recent years, there has been a 

Country Productions % Hours % 

NATIONAL (total) 8 50 103:30 13 

OBITEL COUNTRIES (total) 9 50 684:20 87 

Argentina X 8 50 103:30 13 

Brazil 1 6 105:00 13 

Chile 0 0 0:00 0 

Colombia 4 22 274:25 35 

Ecuador 0 0 0:00 0 

Spain 0 0 0:00 0 

US Hispanic 2 11 94:35 12 

Mexico 2 11 209:25 26 

Peru 0 0 0:00 0 

Portugal 0 0 0:00 0 

Uruguay 0 0 0:00 0 

Venezuela 0 0 0:00 0 

CO-PRODUCTIONS (Totals) 0 0 0:10 0 

National co-productions 0 0 3:10 0 

OBITEL countries co-

productions 
0 0 0:00 0 

TOTAL 17 100 787:50 100 
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growth in Colombian productions, to the detriment of other origins previously more 
frequent, such as Brazil or Mexico. 

TABLE 5. Formats of national and Ibero-American fiction screened in 2021

Source: Obitel Argentina

In the field of national fiction, short formats are predominant. Series and miniseries 
represent almost 90% of the Argentine fiction broadcast. In the opposite direction 
and as in previous years, the productions imported from the Obitel sphere corres-
pond to long formats (68%) and, to a lesser extent, to series and miniseries (32%).

Format 

Productions Hours 

Nationals % 
Obitel 

zone 
% Nationals % Obitel zone % 

Telenovela 1 11 9 100 71:35 68,1 684:20 100 

Series 2 33 0 0 20:20 20,1 0:00 0 

Miniseries 5 56 0 0 11:30 11,8 0:00 0 

Sitcom 0 0 0 0 0:00 0 0:00 0 

Unitary 0 0 0 0 0:00 0 0:00 0 

Docudrama 0 0 0 0 0:00 0 0:00 0 

Others 0 0 0 0 0:00 0 0:00 0 

Total 8 100 9 100 103:30 100 684:20 100 
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TABLE 6: 10 Most watched productions in 2021

Source: Obitel Argentina

Production Channel 

Production 

company 

(country) 

Format/genre 

No. of 

chapters/

episodes 

in 2021 

Timeslot Rating Share 

1 La 1-5/18.Somos Uno El Trece 
Pol-ka - 

Argentina 

Telenovela / 

Drama 
72 Prime Time 10,3 18,5 

2 
Apache. La Vida de 

Carlos Tévez 
Telefe 

Torneos - 

Argentina 

Miniseries / 

Biopic 
10 Prime Time 9,4 21,7 

3 Dulce Ambición Telefe Globo - Brazil 
Telenovela / 

Drama 
115 Noon 8,7 22,3 

4 Pequeñas Victorias Telefe 
Viacom - 

Argentina 
Series / Drama 7 Prime Time 8,6 20,9 

5 
Maradona,Sueño 

Bendito 
El Nueve 

BTF Media 

Dhana Media 

Latin We – Prime 

Video - 

Argentina 

Series / Biopic 1 Prime Time 8,2 14,4 

6 Monzón Telefe 
Pampa Films - 

Argentina 
Series / Biopic 13 Prime Time 7,4 18,7 

7 Terapia Alternativa El Trece 
Kapow. Star+ - 

Argentina 
Miniseries 2 Prime Time 7,1 14,7 

8 Te Doy La Vida El Trece 
Las Estrellas - 

Mexico 
Telenovela 60 Prime Time 6,2 12,0 

9 El Tigre Verón 2 El Trece 
Pol-ka - 

Argentina 

Miniseries / 

Drama 
8 Prime Time 4,6 10,1 

10 Club 57 Telefe 

Nickelodeon - 

USA Hispanic 

/Italy 

Telenovela / 

Children 
56 Morning 1,1 6,1 

Total of national productions: 7 Foreign original screenplays:3 
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The trend observed in recent years of a drop in the average rating and share of the 
ten most watched productions continues. In 2020, the most watched production 
of the year, Jesus (RecordTV, Brazil) had averaged 12.6. In 2021, the most watched 
fiction barely reaches double digits with 10.3 points. Seven of the ten most watched 
are Argentine productions, and the remaining three are from Mexico, Brazil and the 
Hispanic United States. A withdrawal of Brazilian fiction, which in previous years 
reached high audience levels in prime time, such as the aforementioned case of Jesús 
(Telefe, 2020), is observed. If fictions of Turkish origin were considered, the list of 
the most watched fictions would include several of that origin with the telenovela 
Doctor Milagro (Telefe, 2021) at the top with 16.35 rating points6.

TABLE 7: Audience profile of the 10 most viewed productions: 
gender, age, socio-economic level

6 The 6th table with the 10 most watched national fictions is not presented because the previous table 
contains 7 of the 8 most watched Argentine fictions released in 2021, leaving out of the list only the 
horror series No Abras Ese Mensaje (El Nueve), which averaged 0.74 rating points.

   Gender %  GSE%  
Title Channel Women Men ABC1 C2 C3 D 

1 La 1-5/18. Somos 
Uno 

El Trece 
53,3 46,7 19,6 22,3 26,8 31,3 

2 Apache. La Vida 
de Carlos Tévez 

Telefe 
56,7 43,3 22,9 15,8 24,6 36,7 

3 Dulce Ambición Telefe 61,0 39,0 26,9 18,1 21,1 33,9 
4 Pequeñas Victorias Telefe 59,4 40,6 34,7 14,0 21,9 29,5 

5 Maradona Sueño 
Bendito 

El Nueve 
44,6 55,4 30,7 22,7 23,9 22,7 

6 Monzón Telefe 57,5 42,5 24,5 19,9 21,6 34,0 

7 Terapia 
Alternativa 

El Trece 
52,7 47,3 24,9 26,7 20,9 27,6 

8 Te Doy La Vida El Trece 57,8 42,2 8,7 26,1 27,5 37,7 
9 El Tigre Verón 2 El Trece 47,4 52,6 13,6 26,6 26,9 32,8 
10 Club 57 Telefe 63,3 36,7 3,8 11,1 20,3 64,8 
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Source: Obitel Argentina

On average, 55.3% of the audience of the 10 most watched productions of the year 
were women and the rest were men, continuing with a usual characteristic of greater 
adoption of television fiction by the female audience. The male audience is in the 
majority among titles that deal with specific issues such as Maradona Sueño Ben-
dito (55.4% men and 44.6% women), or the series El Tigre Verón 2 (El Trece) that 
narrates the life of a union leader, his family and his relations with the political and 
judicial powers and the security forces (52.6% men and 47.4% women). As for the 
socioeconomic level of the audience, no significant changes were observed in rela-
tion to previous years, with almost 60% of the audience being located in the lowest 
income strata, C3 and D. 

Observing the audience age segments, it is observed that on average the consump-
tion of serialized fiction on open television is transversal to all ages, although 40% 
of the viewers are 25 years old or older. Children and pre-adolescent audience repre-
sents an average of 19.8%, but the figure increases when specific productions for that 
age range are offered: the series Club 57 (Telefe) aimed at that audience, for example, 
concentrates 36.2% of its audience between 4 and 12 years old. However, in absolute 
terms, this is a small number of households (an average of only 1.1 rating points), so 
that the migration of the youngest audiences to other spaces for audiovisual content 
consumption continues its usual course.

3. VoD 2021 Monitoring
During 2021, the ecosystem of platforms, particularly global or international 
platforms that produce fictional content in Argentina, continued to consolidate 

Title Channel 04 – 12 13 - 19 18 - 24 25 - 44 45 y + 
1 La 1-5/18. Somos Uno El Trece 16,9 20,0 20,5 19,1 23,5 

2 Apache. La Vida de 
Carlos Tévez 

Telefe 
23,6 23,2 20,2 18,7 14,3 

3 Dulce Ambición Telefe 17,6 20,3 21,8 22,2 18,2 
4 Pequeñas Victorias Telefe 20,4 24,8 21,5 19,5 13,8 

5 Maradona Sueño Bendito El Nueve 
21,2 14,2 20,1 26,4 18,1 

6 Monzón Telefe 20,3 22,0 22,5 20,4 14,8 
7 Terapia Alternativa El Trece 11,6 16,3 31,3 16,9 24,0 
8 Te Doy La Vida El Trece 14,9 19,5 19,8 17,4 28,4 
9 El Tigre Verón 2 El Trece 14,8 21,3 17,8 23,4 22,6 
10 Club 57 Telefe 36,2 16,4 19,7 15,1 12,6 
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and diversify. The number of serialized fiction titles released on platforms remains 
stable since 2019, but the platforms that produce and distribute them are diversified. 
There are already seven video-on-demand services that not only include in their ca-
talog licensed national content, but also produce original content from the country. 
It is also noteworthy that the number of national releases on VoD services (13) far 
exceeds the number of releases on open television (8). For the first time since Obitel 
started with its VoD Monitoring in 2019, the displacement of fiction production 
from the traditional screen to video-on-demand systems is observed.

3.1 VoD platform market in 2021
The platform market in Argentina during 2021 experienced a process of diversifi-
cation of the offer with the launch of players such as Paramount+ or Star+ and, as a 
consequence, also of the offer of available content. The market leadership, until re-
cently largely dominated by one company, this year is divided between Netflix (25%) 
and Amazon Prime Video (24%), according to Havas data for the third quarter of 
2021. 

According to this consulting firm, Disney+ (13%), HBO Max (10%) and Para-
mount+ (6%) also have significant market shares. Movistar+ (Telefónica) and Claro 
Video (América Móvil) include their platforms as an additional to their telecommu-
nications services, but they are not yet significant spaces to observe the presence of 
serialized fiction.

Figure 1: OTT Market Share Argentina Q3 2021

Source: Havas with data from Just Watch

On the other hand, Flow, the TV Everywhere platform of pay TV operator Cablevi-
sión (renamed Personal Flow) is not currently marketed in stand-alone mode with 
the pay TV and broadband service offered by the company, so it is not possible 
to compare it in terms of market with other players. It works, however, as an ag-
gregator of its own and third-party content, gathers and facilitates access to other 
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video-on-demand platforms and distributes fiction from open television channels, 
pay TV channels and other “originals”, usually commissioned to universities or sma-
ller production companies. According to the Havas data mentioned at the begin-
ning of this section, YouTube, with 31.4 million unique users (Dec-2021), continues 
to maintain its leadership as a video platform.

3.2. Supply of local VoD platforms in 2021
Along with global and transnational platforms and some local initiatives such as 
Flow, linked to the subscription television operator Cablevisión, which serves as 
an Internet aggregator of content from different sources, we find the platforms of 
the National State. The first one, Cine.ar Play, managed by the National Institute of 
Cinema and Audiovisual Arts (INCAA) under the National Ministry of Culture and 
the other one, Cont.ar of the state-owned company Contenidos Públicos S.E. Cine.
ar Play has been operating since 2015 (previously under the brand Odeon) so it has 
an already established identity, which, as we reported in the previous yearbook, dou-
bled its active user base during the first year of the pandemic (from 240 thousand 
in 2019 to 514 thousand in 2020). The service offers mainly Argentine fiction and 
documentary films, and a smaller number of serialized fiction productions. Some 
of the contents are free of charge, and others can be accessed on a pay-per-tran-
saction (TVoD) basis, even from outside the country. On its part, Cont.ar is a new 
version of a predecessor platform, Contenidos Digitales Abiertos (CDA) of 2011, 
which operates in a completely free mode (FVoD) and includes in its catalog a sig-
nificant number of national series, particularly those made with state support. It 
is also a space where access to live streaming transmissions of all public channels 
(TV Pública, Encuentro, Paka Paka, Depor TV), Radio Nacional and other cultural 
contents converge.

3.3. VoD analysis in 2021: national release fiction and co-productions.
In 2020, seven different platforms released a total of 13 national serialized fiction 
productions. This is the highest number since Obitel Argentina began to monitor 
VoD systems, particularly because this figure does not include state-owned platfor-
ms (Cont.ar and Cine.ar), which in previous years were included leading the num-
bers upwards. Thus, we can observe a greater interest of global and international 
streaming platforms in producing Argentine content. This year there are no co-pro-
ductions for VoD between Argentina and other Obitel countries.
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TABLE 8. National fiction and co-productions
 screened in VoD systems in 2021

Source: Obitel Argentina

In 2021 Netflix released only one fiction series, El Reino (2021), in addition to three 
other Argentine original stand up comedy productions and documentary series. In 
turn, at the beginning of 2022 the platform had released two other serialized fic-
tions: Casi Feliz 2 (2022) and El Marginal 4 (2022), which will be observed next year. 
For its part Prime Video released two domestic productions in 2021 but in the first 

RELEASED NATIONAL PRODUCTIONS CO-PRODUCTIONS 

Netflix – 1  

1. El Reino (series) 
 

Prime Video – 2  

2. Maradona Sueño Bendito (series) 
3. Pequeñas Victorias (series) 

 
HBO Max – 2 

4. Entre Hombres (series) 
5. Días de Gallo (series) 

 
Star + - 1  

6. Terapia Alternativa (series) 
 

Movistar + - 1 

7. Manual de Supervivencia (series) 
 

Disney + - 1 

8. Entrelazados (miniserie) 
 

Flow – 5 

9. Mi Amigo Hormiga (series) 
10. Abejas El Arte Del Engaño (miniseries) 
11. El Mundo de Mateo 2 (miniseries) 
12. Esto No Es Un Hotel (series) 
13. Che Peruano (miniseries) 

 

No co-productions between Obitel 
countries to report.  

Total: 13 Total: 0 
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months of 2022, like Netflix, it released two other original Argentine series, Porno 
y Helado (2022) and Iosi, El Espía Arrepentido (2022) the latter based on the epon-
ymous investigative book published in 2015. HBO Max provided two locally pro-
duced serialized fictions, in addition to two other documentary biopics, Bilardo, El 
Doctor Del Fútbol and Diego, El Último Adiós, linked to two notable sports persona-
lities. In 2021 ViacomCBS launched its Paramount+ platform with content from its 
Telefe, Nickelodeon, Comedy Central and MTV channels. The available content in-
cludes a profuse amount of reality shows already aired on some of its networks, and 
the release of others specially prepared for the platform. In terms of fiction, in 2021 
it hosted the telenovela El Primero De Nosotros (always with a previous release on 
Telefe). At the end of this chapter, Medusa, which will be the first original serialized 
fiction of Paramount+ in the country, was shooting. Star+ incorporates Argentine 
fiction for the first time. It is the series Terapia Alternativa, whose first two episodes 
were released on El Trece (Artear - Clarín) and then became available exclusively on 
the platform. At the beginning of 2022, Star+ also released the fiction series Los Pro-
tectores, and other national contents related to well-known sports and show business 
personalities: En Primera Persona: China Suárez (interview, reality show) and En 
Primera Persona: Juan Martín Del Potro (interview, reality show). Platforms linked 
to telecommunications companies maintain a very embryonic national content pro-
duction policy. Movistar+ (Telefónica) released the fiction series Manual de Super-
vivencia, while Claro Video (América Móvil) sealed an agreement with ViacomCBS 
to reproduce some Paramount+ contents, but without its own productions in the 
country. Flow (Cablevisión - Clarín), in addition to serving as a second window 
for fictions premiered on other channels such as Telefe or El Trece, presented five 
original fictions, including the second season of El Mundo de Mateo, a miniseries 
conceived in its first part with state participation and released on TV Pública. Its 
continuity, however, turned out to be a Flow original without a free-to-air release.

3.4. Narrative characteristics of VoD in 2021
In contrast to previous years, when platform releases focused on corruption, organi-
zed crime or violence, this year the narrative landscape is more diverse.

The series El Reino (K&S Films, Netflix), one of the most resonant Argentine 
releases of the year, narrates the life of a religious leader who assumes the presiden-
tial candidacy in Argentina after an assassination. The series, which has been the 
subject of extensive media coverage and public discussion due to the manichean 
and implausible way in which it portrays the evangelical church, is one of the few re-
leased on platforms that insists on a narrative centered on corruption, violence and 
collusion between actors in power to commit acts that are against the law or ethics. 
Another relevant production released on platform, Maradona Sueño Bendito (BTF 
Media, Dhana Media, Latin We, Prime Video) tells the story of Diego Maradona, a 
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boy from an impoverished neighborhood in Argentina who became a world football 
star. Episode 1 of the series aired on open television and generated special interest 
not only because of the personality it deals with, but also because it was released less 
than a year after the football player’s death. The platform released the last episode of 
the series to coincide with the first anniversary of the football player’s death.

Other series released on different platforms address a wide range of topics. Tera-
pia Alternativa (Kapow, Star+) is a romantic comedy in which a therapist must help 
a couple separate using unconventional methods. Manual de Supervivencia (Magma 
Cine and Movistar) tells the story of a lawyer who decides to leave his profession to 
become an actor, in a world where numerous obstacles await him. In its series Entre 
Hombres (Warner Media Latin America and Pol-Ka, HBO), HBO Max takes up the 
most recurrent stories of the fictions produced for platforms and narrates the string 
of deaths and police corruption that follows the leak of an orgy recorded on a VHS 
cassette. However, the same platform also released Días de Gallo (Warner Media La-
tin America and Zeppelin Studios, HBO), which focuses on the story of two young 
men who seek to make their way in the competitive world of freestyle. 

4. Fiction, interactivity and audience participation
The resumption of post-pandemic serialized fiction production on open television 
in Argentina is delayed. However, in September 2021 La1-5/18. Somos Uno (Pol-Ka) 
occupies the first place in the top ten, with an average of 10 rating points and a little 
more than seventy chapters broadcasted in the year. Pol-Ka’s production deals with 
the dramas of a popular neighborhood in the City of Buenos Aires. Both the name 
of the telenovela and the location where the stories take place combine images taken 
in Barrio 31 (located near the port and the city’s railroad stations) and studio ima-
ges. This is noteworthy in that the neighborhood was reconstructed in the produc-
tion company’s new studios (formerly BAIRES film studios). Given this production 
condition, the show began its run with extensive press coverage, both in print and 
television. This coverage focused on two features, on the one hand, the investment 
made to rebuild the whole neighborhood in the studios and, on the other hand, the 
number and variety of actors summoned for a set of choral stories. 

La1-5/18. Somos Uno narrates the struggle for survival of local leaders (tea-
cher, priest, shopkeepers) in a popular slum, facing crime (robberies, drug dealing, 
swindles) and dealing with forms of community assistance. In the group of stories, 
there is the story of a mother recovering her son given up for adoption against her 
will, the rescue of young people from drugs and crime.

This story was released by the production company as a blockbuster, but this cha-
racteristic did not attenuate the criticism with which the release was received: “while 
some celebrated the arrival of the show, which was recorded in compliance with the 
sanitary measures due to the pandemic, a large number of Internet users criticized 
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the format, the presentation, the story and even the choice of actors, among other 
things”. (La Mañana de Neuquén Newspaper, June 18, 20217). Among other com-
ments, the following stand out: “Enough of romanticizing poverty”, “The rich cultu-
re and history that this country has... but they have no other idea than to continue 
exploiting marginality. What a scourge, brother”, “A slum where they are all white 
and thin. They have never eaten a ‘torta frita’ in their lives”, “What is this fashion of 
making series of hippies from Palermo pretending to be marginalized?8

In the same sense, many memes work on the artificiality of the marginalized na-
ture of the cast. This disconnection between portrayal and reality is one of the most 
criticized aspects, considering that the slum known as “Villa 31” was replicated in 
the studio for the fiction.

In its October 1, 2021 edition, La Nación newspaper interviews residents of poor 
areas, who reject the show because of its idealization:

“I think that what you see in the series does not represent what really happens in the 
neighborhood. The problems of the neighborhoods are totally different, I think they 
make the novela for a certain audience that does not understand or does not know 
what happens in a neighborhood and those who write the novela see it from another 
point of view, not the one you have when you are inside”, says Alejandro González, 40 
years old, inhabitant of Ciudad Oculta, also known as Villa 15, located between Villa 
Lugano and Mataderos9 10.

It is curious that users of social networks emphasize the tone of the depiction. The 
production company’s own costumbrist style -which is assumed to be in the realist 
territory- is seen, in light of the environment and the themes chosen for the fiction, 
less as a style than as a provocation. That is to say, now it seems to become more 
irritating than when the themes and spaces focus on conflicts of the middle and 
upper-middle classes.

5. Highlights of the year
As mentioned in the Year’s Analysis section, the number of productions, episodes 
and broadcasting hours continues to fall, a fall that is also seen in the number of 

7 Available at https://www.lmneuquen.com/polka-presento-su-nueva-ficcion-la-1-518-y-le-
llovieron-criticas-n815401
8 “Basta de romantizar la pobreza”, “La cultura y la historia riquísima que tiene este país y no se les cae 
otra idea que seguir explotando la marginalidad. Qué flagelo, hermano”, “Un barrio donde son todos 
blanquitos y delgados. No comieron una torta frita en su vida”, “¿Que es esta moda de hacer series de 
hippies chetos de Palermo haciéndose los marginales?”
9 “Yo creo que lo que se ve en la serie no representa lo que pasa verdaderamente en el barrio. Las 
problemáticas de los barrios son totalmente diferentes, creo que ellos hacen la novela para un público 
determinado que no entiende o no sabe lo que pasa dentro de un barrio y aquellos que escriben la 
novela lo ven desde otra mirada, no la que uno tiene al estar adentro”.
10 Available at https://www.lanacion.com.ar/espectaculos/fuertes-criticas-de-vecinos-de-barrios-
populares-a-la-1-518-no-tienen-idea-de-lo-que-es-la-villa-nid30092021/
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viewers on the television screen. In view of this situation, productions made for VoD 
platforms are being re-released in on-air programming, such is the case of Apache. 
La Vida de Carlos Tévez and Pequeñas Victorias. These are short-lived series that 
have a very low risk from an economic point of view, since both made their com-
mercial run first on the platforms that initially distributed them (Netflix in the case 
of Apache. La Vida de Carlos Tévez and Prime Video for Pequeñas Victorias). These 
second premieres strengthen the programming grids, offering quality programs to a 
screen ruled by live content (news and entertainment or reality programs). 

Apache. La Vida de Carlos Tevez is a series initially released in 2019, which tells 
the difficult childhood of Boca Juniors football player Carlos Tevez. His childhood 
in the popular area of Fuerte Apache, in the Province of Buenos Aires, surroun-
ded by gangs and dangers; the family and personal struggle to succeed in football. 
Throughout the eight chapters, the series narrates the player’s tortuous and truthful 
path to success. The series is directed by Adrián Caetano, who stands out for his 
acclaimed filmography. The direction of Apache. La Vida de Carlos Tévez is not his 
first incursion; for some years he has been directing series for television on platfor-
ms such as Puerta 7 (Netflix 2020); Sandro de América (Telefé 2018) and El Marginal 
(TV Pública 2016). The director already had a background of producing quality 
series, when in the early 2000s he made Tumberos, a series of great repercussion and 
the beginning of a stylistic that continues two decades later with El Marginal, for 
example. Already then, the quality of the camera and editing, the crude treatment of 
complex realities, stood out. Tévez’s biopic retakes the successful experience achie-
ved with the fictionalized story of the popular singer Roberto Sánchez, Sandro de 
América.

For its part, Pequeñas Victorias takes up the story told in the telenovela Pequeña 
Victoria (Telefe 2019). In its ten chapters, it updates the story of four women (one 
of whom is the trans mother who donates the sperm for the gestation in surrogate 
womb of the protagonist) who share the motherhood and upbringing of Victoria. 
The sequel advances on the conflicts of single mothers in raising their children, es-
pecially in infancy and during schooling, the tension between work and caregiving 
tasks. As in Apache. La vida de Carlos Tevez, Pequeñas Victorias is directed by a we-
ll-known film director, Daniel Burman11.

This strategy of release on a second screen is complemented by another strategy 
in the relationship between national fiction productions on on-demand viewing pla-
tforms and open television, which is the agreement of the leading channels for the 
“preview” of series on platforms. This is the case of Maradona Sueño Bendito (Prime 
Video 2021) and Terapia Alternativa (Star + 2021) in the multiscreen premiere stra-
tegy, which places open television as a kind of bait for the subscription and viewing 
of series on other platforms. In the case of Maradona... the first episode of the series 

11 Among other films he directed El rey del Once (2015), El misterio de la felicidad (2013), La suerte en 
tus manos (2011), El nido vacío (2008), Derecho de familia (2005), El abrazo partido (2003).
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that tells the life of Diego Armando Maradona in three stages of his life was broad-
cast (it picks up the narrative structure of Sandro’s biopic) and in the case of Terapia 
Alternativa12, El Trece programmed two of the 10 episodes of the miniseries that 
deals with a couple of lovers who seek to cut their affective bond to continue with 
their monogamous life. The difficulties of sustaining their marriages lead to a sort of 
dramatic comedy in the desperate struggle to abandon the clandestine relationship.
While these crossovers between broadcast television and global on-demand viewing 
platforms are not new, it should be recalled that already in 2018 the release of series 
on broadcast television as a second screen had been reported13, in 2021 the strategy 
of capturing viewers from linear television to the platforms is added and extended, 
showing that, despite everything, broadcast television remains an economically in-
teresting space where there are viewers to go looking for.

6. Theme of the Year
The presence in the media ecosystem14 of global on-demand viewing platforms15 
in Argentina has, since its inception, expanded the menu of choice for reception. 
Thus, European, Asian and Latin American movies and series have appeared, com-
plementing the usual and overabundant North American offer. Gradually and in-
creasingly, national productions were included in these spaces (although they do 
not exceed 3% of the total offer). In this way, the catalog offered by the platforms 
through licensing contracts allows bringing new audiences closer to productions 
that otherwise would not be profitable, and building particular identity signs as in 
the case of Nordic psychological detective fiction or the hyperbolic style of Peruvian 
fiction. This availability of productions generated that in times of preventive and 
mandatory social isolation in Argentina, Colombian and Mexican narconovelas, a 
hit in the early 2000s, occupied Netflix’s top ten for several months.

12 See “Curiosidad. Un nuevo recurso multipantalla: El Trece dará sólo dos episodios de una serie del 
streaming” available at https://www.clarin.com/espectaculos/tv/nuevo-recurso-multipantalla-tre-
ce-dara-solo-episodios-serie-streaming_0_5xiCHjHfh.html
13 See Aprea, Kirchheimer and Rivero (2019).
14 See Carlos Scolari (2008 and 2015).
15 We refer only to global platforms, leaving aside national platforms such as Cinear or those that 
operate as platforms, even if they are managed by cable operators such as Flow.
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Chart 3: Total supply of global VOD platforms in Argentina as of March 202216

Source: Obitel Argentina with data from https://www.justwatch.com/ar

Chart 4: Total supply of content on six global platforms available 
in Argentina as of March 2022

Source: Obitel Argentina with data from https://www.justwatch.com/ar

In general, the global video-on-demand platforms present a greater number of fea-
ture films over serialized films, in the case of Prime Video close to 85% and in the 
case of HBOMax 77% are films, while Netflix is the platform that proportionally 
offers the greatest number of series (37.7%). This higher percentage of serialized 
titles accentuates Netflix’s role as a producer and co-producer of content, given that 

16 This and the following charts were made, among other sources, with data obtained from a survey 
conducted by Ornela Carboni (UNQ) and Ezequiel Rivero (UNQ) on the catalog of the main global 
platforms operating in Argentina as of March 2022: Prime Video, Netflix, HBOMax, Disney+, Star+ 
and Paramount+.
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in many cases the series are made with local teams financed by the platform. Some-
thing similar had happened years ago with HBO’s film production.

If from the total offer, we keep the national production (let’s remember that in Ar-
gentina it is only about 3% of the total catalog), we will find titles currently licensed, 
but whose original production and release date back to the 1970s. Although this may 
seem obvious, it implies access to audiovisual libraries for audiences that are not con-
temporary with the releases. It is a sort of repository that allows platforms to expand 
the offer of national productions through the licensing of rights while offering new 
and old audiences productions that until their presence on the platforms were not 
easily accessible. The first impact of this catalog is that new audiences can browse old 
products. This availability is fed by the fantasy of total memory, which at the time was 
also presented by other spaces such as YouTube or specialized Internet sites.

Despite the fact that critics focus mostly on releases, and particularly on series, 
these are not the productions that occupy the first place in the platforms’ catalog, 
but rather feature films.

Chart 5: Formats on global on-demand viewing platforms 
by subscription of national production or co-production

Source: Obitel Argentina with data from https://www.justwatch.com/ar

As we can see, the global platforms present a strategy of linkage with the national 
audience, in which it operates more as a distributor than as a producer (approxima-
tely 75% of the supply is filmic).

The remaining third of the Argentine production catalog is destined to serialized 
titles. Very few of them are full-length telenovelas. Those included are very successful 
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telenovelas with very high ratings and of recent production: Educando a Nina (Te-
lefe and Underground, 2016) Loco x Vos (adaptation of the American sitcom made 
by Telefe Contenidos and Sony Pictures Entertainment in 2016) both available on 
Paramount+; Graduados (Underground Contenidos; Endemol and Telefe 2012) 
and Argentina, Tierra de Amor y Venganza (Pol-Ka, 2019) in Prime Video’s catalog. 
Otherwise, the series are not only fictional; a set of entertainment productions such 
as stand up shows or documentaries such as the series that recall the lives of Mara-
dona, Bilardo or Sandro particularly stand out. Police cases are also serialized, such 
as the death of María Marta García Belsunce or the death of prosecutor Nisman. 
In this group, biopics have been gaining space in national production. Although 
it is not an unexplored genre, serialized documented fictionalization was usual in 
the co-production with cable signals dedicated to non-fiction such as Discovery or 
History. Another consequence of production for platforms is the incorporation in 
broadcast television of formats that until five years ago were unusual, such as mi-
niseries, series or superseries. Fiction on Argentine broadcast television was ruled 
by long-running formats, nowadays practically disappeared. Given the Pandemic 
scenario, the only telenovela produced in 2020 was cancelled due to the restrictions 
imposed by COVID-19 and the impossibility to continue filming, and only resumed 
with the release of La 1-5/18. Somos Uno in September 202117.

Only about 20% of Argentine productions on global video-on-demand platforms 
correspond to fiction series and in most cases they are strategic co-production part-
nerships between national companies in alliance with global platforms. 

It is in these productions where the novelty effect that the platforms generate 
for the local audience seems to be focused, since it is what the critics review most 
stridently, the actors are recognizable. On the one hand, the novelty is given by the 
dissolution of a distinction of high and low, which governed the territory of the 
audiovisual, in which television was located in a space of lower quality and film in 
a space of quality. Platform production comes to combine cinematic quality with 
some of the television genres; the best of both worlds.

This distinction of high and low is what reproduces validated consumptions such 
as cinematographic and not validated for television; likewise happens with authors-
hip, direction, acting, etc.: Film Actors (underlining with the capital letters the artis-
tic nature of the production) and telenovela or sitcom actors (pointing out with the 
lower case letters the commercial and entertainment nature), directors with their 
own name for cinema and disdain, except in exceptional cases, for television fic-
tion directors. And the reason for the decline of this distinction between cult and 
popular simply lies in the fact that personalities of the “High” (Caetano, Campane-
lla, Burman, Carnevale, Stagnaro, etc.) turned to narrate in a serialized way for the 
platforms. These are less standardized products, which address different themes and 

17 See Kirchheimer, M. and Rivero, E. (2021).
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angles, which aspire to international circulation and therefore have a larger budget 
and a shorter work commitment than television serialized fiction.

However, as Rivero (2022) states, in many cases it is the National State who as-
sumed the initial risk of the series, as in the success of El Marginal. This particular 
production and its success (this year the fifth season was released on Netflix) have 
taken up a set of themes in which the national production seems to have specialized: 
marginalized environment -especially prison-, political corruption, violence. It is a 
rather harsh treatment of the subject matter, in which the hyperbole of conflicts and 
the display of violence wins the scene. Thus, many series followed the path of the 
prison story as the more or less recent releases: El Tigre Verón, Tu Parte Del Trato, 
Puerta 7, Un Gallo Para Esculapio, El Lobista, among others. In 2021, a miniseries 
that gained a lot of visibility and continues the proposal of its predecessors was re-
leased: El Reino (Netflix). 

As a preview. El Reino narrates the path to the presidency of the pastor of an 
unidentified church (although Christian and probably evangelical), Emilio Vázquez 
Pena, involved in a series of acts of economic and political corruption. This pastor 
has a family devoted to the church and a school where street children are rescued 
(where a young worker who performs miracles disappears). The inclusion of the 
pastor in the political race puts his church at risk, to the extent that, due to the pre-
vailing corruption, secrets of all kinds begin to be revealed, including the rape of a 
minor.

It also portrays human trafficking, the ambition for prominence and indepen-
dence of family members, the manipulative role of the mother, the judicial imper-
fection to prove a crime. As can be seen in this brief summary of the main plot, the 
miniseries does not stray far from the features we pointed out as typical of the na-
tional serialized export style. We are far from the white tales that once characterized 
the export production and that, perhaps, if we calmly search the catalog, reappear 
in the many films or the few telenovelas or sitcoms that -from a varied audiovisual 
past- are available among the thousands of products that coexist on the platform.
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1. The Audiovisual Context of Brazil in 2021

Introduction
Utopia is on the horizon. I move two steps 
closer; it moves two steps away. I walk ten 
more steps and the horizon runs ten steps 

further. No matter how far I walk, I will never 
reach it. So, what is the point of utopia? That 

is the point: keep walking.
Eduardo Galeano

In October 2021, the pandemic reached in Brazil the mark of 600,000 dead Brazil-
ians,2 composing the advance of the suicidal state (Safatle), necropolitics (Mbembe) 
and the construction of an ethos of naturalization of indifference.

With the improvement of vaccination in 2021, there was a drop in deaths, still 
without signs of approaching the end. The economy was recovering in some in-
dustries, such as audiovisual which, in 2021, after almost two years, resumed the 
recordings of television fictions and launched unreleased products on open TV. It 
was also the year of the streaming protagonism, with the domestic market heated by 
the high demand coming from the restrictions of pandemic daily life and the entry 
of new platforms such as HBO Max and Star+, intensifying competition, especially 

1 The Obitel Brasil team thanks Kantar Ibope Media, whose kindly provided information made it 
possible to carry out the analyses presented.
2 In 2022, when this text is being written, Brazil has 668.000 dead people, second in the world, only 
behind the United States which reached the record of one million deaths from Covid-19. Source: 
Vehicle Consortium.

https://doi.org/10.7764/obitel.22.E.4
about:blank
about:blank


80

Obitel 2022

with Globoplay, Netflix and Disney+. However, as we will see, open TV remained 
the leader of the ratings. 

1.1. Open TV in Brazil

Table 1. Open national television broadcasters in Brazil in 2021

Source: Obitel Brazil

The Brazilian television system consists of seven domestic television networks, five 
of which are private and two are public.

Graph. 1. TV audience and share by broadcaster in 2021

3

4

Source: Kantar Ibope Media/ Instar Analytics  
Base RM Completo/ 06h-30h/Total Domicílios /JanDez2021

According to the data, we verify a slight decrease in the total audience of open TV, 
which scored 21.4 in 2021 compared to 23.3 in the previous year, a drop of 1.9 points, 
confirming a trend of gradual reduction observed in recent years. 
3 Others: Record News, TV Câmara, TV Justiça, TV Senado
4 OCA - Other Open Channels: open TV stations that have no individually published audience.

 

PRIVATE  
BROADCASTERS 

(5) 

PUBLIC  
BROADCASTERS 

 (2) 
           Globo 
           Record TV 
           SBT 
           Band 
           Rede TV! 

              TV Brasil 
              TV Cultura 

TOTAL TV STATIONS: 7 
 

 

Broadcaster 
Home  

audience Share (TLE) 
Globo 11.6 32.2 
Paid channels 4.6 12.6 
Record 4.4 12.3 
SBT 3.6 10.1 
Band 1.0 2.9 
Rede TV! 0.4 1.1 
TV Cultura 0.2 0.6 
TV Brasil 0.2 0.6 
Others3 1.8 5.1 
OCA4 0.8 2.2 
TOTAL 27.0  
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In open TV, the leadership continues to be Globo, with 11.6 points, even with 
a drop of 0.8 points compared to 2020. Record remains in second place with 4.4 
points, maintaining the same number as in 2020. SBT appears in third, with a down-
turn of 0.7 points. 

Whether in number of audience points or share percentages, there is relative sta-
bility in the open TV audience - a positive fact for a second year of the pandemic. 

 On the other hand, we observe a continued decline in the audience of paid chan-
nels from 5.2 points in 2020 to 4.6 points in 2021 (-0.6) and 13.8% of share to 12.6% 
in 2021 (– 1.2%).

As for the media penetration ratings5, the internet reached 87.7% and consolidat-
ed itself as the most popular vehicle among Brazilians, as in 2020. The 5% drop in 
television penetration dialogues with previous data, which confirm a certain relative 
stability in the national territory. As in other years, printed media also fell, especially 
newspapers. However, no decrease was comparable to that of movie theaters, from 
15.4% to 2.4%, data visibly explained by social isolation measures and, to a lesser 
extent, the arrival of new VoD players in the country, such as HBO Max, Star+.

Graph 2. Genres and hours broadcasted on TV programming in 20216

 Source: Obitel Brazil and Kantar Ibope Media

5 Media penetration ratings comparing 2021 with 2020: Internet, 87.7% vs. 87.2%; Extensive Media, 
84.5% vs. 83.7%; Open TV, 80.0% vs. 85.2%; Radio, 41.9% vs. 57.2%; Paid TV, 34.3% vs. 34.9%; Ma-
gazines, 6.2% vs. 8.7%; Newspapers, 5.2% vs. 11.0%; Movie Theaters, 2.4% vs. 15.4%. Source: Kantar 
Ibope Media: Target Group Index.
6 Genres: Fiction: film, miniseries, telenovela, series; Entertainment: auditorium, cars and engines, 
culinary, game show, humorous, children›s, musical, awards, reality show, show; Information: debate, 
documentary, interview, journalism, TV report; Sports: sports, football; Religious; Educational; 
Political; and Others: others, not listed, rural, health, raffle, telesales, travel and tourism. This final 
classification was made by Obitel Brasil, based on categories from Kantar Ibope Media.

 Broadcast 
genres 

Exhibition 
hours % 

Information 32,822.0 28.9 

Religious 18,722.9 16.5 

Entertainment 15,734.8 13.8 

Fiction 14,053.1 12.4 

Sports 3,637.8 3.2 

Educational 2,503.0 2.2 

Political 8.5 0.01 

Others 26,231.0 23.1 

Total 113,713.1 100.0 
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Regarding the total number of hours broadcast on television, we note an increase 
of 11.3% compared to 2020. As for the performance by genre, we highlight: (1) the 
maintenance of information leadership, due to the continuous journalistic coverage 
of the pandemic; (2) the strong rise of the Religious genre to second place; (3) the 
decrease of Entertainment to third place; and especially, (4) the increase of 6.5% of 
the broadcast hours of Fiction (from 13,198.3 to 14,053.1), which should be cor-
related to the resumption of telenovela premieres. 

 1.2. Paid TV and VoD platforms in Brazil 
In 2021, the number of paid TV subscribers continues to decline. According to 
data from the National Telecommunications Agency (Anatel)7, the reduction corre-
sponded to around 1.4 million subscribers8. 

Table 2. Paid TV Channels in Brazil

Source: Kantar Ibope Media

Of the 20 domestic channels with the highest paid TV audience, Viva Channel, ded-
icated to reruns of Globo’s content, is the leader, indicating the receivers’ interest 
in (re)watching fictions. Multishow was the only one to broadcast an unreleased 
domestic production, the humorous Tô de graça (Season 5). There was also the pre-
miere of three foreign series, all Spanish, A Peste (1st and 2nd seasons), Vergonha 
(Season 1) on HBO; and Maricón Perdido (Season 1), on TNT. 

7 Cf. https://bit.ly/3KZWSyF
8 The number of paid TV subscribers in Brazil went from 14.830 million in 2020 to 13.414 million 
in 2021, a drop of 9.5%. However, a change made to the subscriber metrics, which began to count 
viewers with prepaid equipment, raised the number of subscribers from 13 million to 16.040 million.

Paid TV Channels 
1 - VIVA 6 - Discovery Channel 11 - SPORTV 4 16 - Space 
2 - GloboNews 7 - Cartoon Network 12 - GLOOB 17 - Star Channel 
3 - SPORTV 8 - Universal TV 13 - Discovery Home & Health 18 - ESPN Brazil 
4 - Discovery Kids 9 - MEGAPIX 14 - TNT 19 - TLC 
5 - AXN 10 - MULTISHOW 15 - SPORTV 2 20 - Warner 

 

https://bit.ly/3KZWSyF


83

Brazil

Table 3. VoD in Brazil

9

Source: Obitel Brazil

In 2021, there were 92 VoD platforms, two more compared to 2020. The two new 
players are HBO Max and STAR+. In addition to expanding its catalog, Globoplay 
has invested in partnerships with other platforms, such as Disney+, STAR+, Dever 
and Apple TV+. Facing the growth of competitors, Netflix, the market leader, an-
nounced the investment in 40 Brazilian productions in 202210. Streaming subscrip-
tions grew by 8% in 2021, with two out of three subscribers paying for more than 
one service11.

These changes are reflected in the role of both producers/creators and receivers, 
and lead to new relationships, referred to by Hall (1997) as circuits of culture, con-
sisting of consumption, production, regulation, representation, and identity.   

9 HBO Go was discontinued in June 2021, when HBO Max was launched.
10 This fact was denied in early 2002 due to the losses of 20 million subscribers, in addition to the 
crisis of its shares on the stock market.
11 Cf. https://bit.ly/3ypNpOj.

Types Platforms 
VoD linked to open TV 

chains  
(5) 

Globoplay (from Globo), SBT Vídeos (from SBT), PlayPlus (from 
Record), EBC Play (from TV Brasil) and Sara Play (from TV Gênesis) 

VoD linked to paid TV 
chains  

(31) 

AXN, Sony Channel, NOW NET and Claro, WatchESPN, Discovery 
Kids Plus, Globo Channels, Gloob Play, Box Brazil Play, Fox Play, TNT 
Go, TCM Play, HBO Go9, Cartoon Network, Rá Tim Bum Play, A&E 
Play, EI Plus, FishTV, History Play, Tamanduá TV, Arte1 Play, Premiere, 
SKY Play, Telecine Play, A&E Brasil Channel (YouTube), Lifetime 
Brasil Channel (YouTube), CineBrasil Já, Combate Play, Noggin, Pluto 
TV, Directv GO and Paramount+. 

VoD linked to 
telecommunication 

companies  
(8) 

Claro Video, Apple TV Plus, Oi Play, Vivo Play, VID+ (AlgarTelecom), 
Brisa Play (Brisa Net) e Now Online (Claro) 

VoD without link to TV 
chains  

(48) 

Afrolix, Prime Video, Babidiboo.Tv, Pluto TV, Crackle, Crunchyroll, 
Enter Play, Google Play, HBO Max, LibreFlix, Looke, Microsoft Movie 
and TV, Mubi, My French Filme Festival, NBA TV, Netflix, Oldflix, 
Smart VoD, Univer, Vevo, Videocamp, Vemeo, Youtube, O2 Play, 
Sot.TV, Dazn, Estadio TNT Sports, À La Carte, Apple TV +, Box Brasil 
Play, Vix Filmes and TV, UolPlay, Crunchy, Roll, Inff Online, Filme 
Filme, Samsung TV Plus, Supo Mungan Plus, Disney+, Quibi, SPCine 
Play, Netmovies, Vix Cine TV, StarzPlay (Lionsgate), SPCine Play, 
Kinopop, Darkflix, Cinema Virtual, STAR+ and SescDigital.  

Total 92 
 

https://bit.ly/3ypNpOj
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1.3. Independent production companies of television fiction
In 2021, the number of independent production companies registered with Ancine 
(National Film Agency) was 9,50612, representing an increase of 9,88% compared to 
2020, that is, there were 855 new registrations in the year.

On open TV, three unreleased series were aired in co-production between Glo-
bo Studios and independent production companies, a drop of 67% compared to 
2020 (9). On paid TV, there were 12 domestic titles produced or co-produced with 
a drop of 14.28%. In contrast, 28 works were produced or co-produced for VoD, an 
increase of 21.7%. It follows that VoD was the only platform responsible for keeping 
the audiovisual market warm in 2021.   

Conspiração was the independent production company with the largest number 
of contents for streaming with four titles, followed by Gullane, with three works and, 
O2 e Cristal Líquido Produções, with two works each.  

It is worth mentioning two dates celebrated in 2021: the 20th anniversary of An-
cine’s creation and the 10th anniversary of the Pay TV Law13, milestones in the fi-
nancing of domestic telefiction production, which contrast with the dismantling 
of the current federal policy, responsible for the second year of great losses for the 
industry. 

 
1.4. Sources of funding for the audiovisual industry 
The advertising market moved R$ 19.7 billion reais in 2021, an increase of 38.8% 
compared to 2020, with a growth of 74.2% of resources destined to digital media.  
However, open TV remained as the media of greatest advertising investment, with 
a growth of 21% in 202114. 

Although the invoicing of all media vehicles increased in 2021, it was not pro-
portional to the increase in share, since only the internet and paid TV obtained an 
increase regarding this matter, of 33.5% and 6.4%, respectively, compared to the 
previous year.

With the resumption of recordings, the campaigns of product placement15 re-
turned to telenovelas. We mention a beer campaign, featured in Amor de Mãe (Glo-
bo, 2021) and which was digitally inserted in a scene from the rerun of Império 
(Globo, 2021).

1.5. Communication policies
In 2021, communication policies were marked by economic uncertainties, with 
budget cuts16 at the Ministry of Communications (MCom). 

12 Cf. https://bit.ly/3P85vKG.
13 The Act 12.485 or SeAC Act (Conditional Access Service) caused a profound transformation in 
the Brazilian audiovisual market, as it regulated domestic exhibition quotas on Paid TV. 
14 Data from Cenp-Meios (Advertising Market Self-Regulation Forum). Cf. https://bit.ly/3OfJDfa.   
15 Correct name for the popularly known commercial merchandising. 
16 Cf. https://bit.ly/3MZ0Nx9.

https://bit.ly/3P85vKG
about:blank
https://bit.ly/3MZ0Nx9
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Since the beginning of the current government, ANCINE has suffered political 
and ideological persecution and, in 2021, registered its worst result in the Integrated 
Governance and Management Index (IGG21) 17. In addition, there were no advanc-
es in the development of laws that would ensure the growth of the Brazilian audiovi-
sual, such as the proposals – not implemented – made by the OECD18 to modernize 
the Pay TV Law19.  

The 5G technology20, installed in Brazil in 2021, implies the generation of a mo-
bile internet network with higher quality, speed and coverage. Among the obliga-
tions of the telecommunication companies that participated in the auction are: pro-
viding internet access in schools, roads and small municipalities; migrating open 
satellite TV to another frequency and building a high-security private network for 
the federal government.

1.6. Digital and mobile connectivity infrastructure 
Despite the pandemic, the digital environment registered growth in 2021, driven by 
strong market demand, which led to the platforming of companies. Several online 
activities remained present in Brazilian daily life, even with the hybrid format (face-
to-face and virtual activities) initiated in some segments. 

When comparing the 2021 data21 to those of the previous year22, we found an 
increase in both the internet connection (11 %) and the use of computers, notebooks 
and tablets (12%). Digital television consumption grew by 4% and mobile phone 
consumption by 1%. The most practiced activities were: instant messaging (96%); 
digital media (91%); audiovisual (89%), music (86%) and voice or video calls (82%). 
We highlight the growth of both the search for health information and the “info-
demia”23, in addition to the expansion of financial transactions over the internet giv-
en the creation of Pix, instant digital payment system. Streaming and VoD consump-
tion remained high, with 43% of internet users paying for these services, which, 
however, remain inaccessible to most Brazilians24. Even with the digital connection 
disparity, Brazil is the second most consuming country in the world for streaming25. 
According to estimates in 2021, the number of subscriptions was about 22 million26.
17 Cf. https://bit.ly/3kUEexK.
18 The Organisation for Economic Co-operation and Development (OECD) pointed out in 2020 the 
need for a review in the legal and regulatory model of the paid TV market. Available at: https://bit.
ly/3vX3MjR
19 Cf. https://bit.ly/3wzx4V5.
20 Cf. https://bit.ly/3KRYevm.
21 CETIC survey, COVID-19 TIC panel: online research with Internet users in Brazil, 4 ed., 2021. 
Available at: https://bit.ly/3N0OAYS
22 Cf.  https://bit.ly/3N0OAYS
23 A term created by the WHO for the phenomenon of the dissemination of misinformation about 
the health crisis. 
24 Cf. https://bit.ly/3Mxthxv.
25 Cf. https://bit.ly/3lmlfvW.
26 Cf. https://bit.ly/3mlB7iJ. 

https://bit.ly/3kUEexK
https://bit.ly/3wzx4V5
https://bit.ly/3KRYevm
https://bit.ly/3N0OAYS
https://bit.ly/3N0OAYS
about:blank
about:blank
about:blank
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2. Analysis of the year: premiere domestic and 
Ibero-American fiction in 2021  

In the VoD era, 93% of the Brazilian population, more than 205 million people, watched 
open television stations in 2021, with an average daily individual consumption time of 
5h37m. The search for content shows that the consumption of open TV and VoD are 
combined in people’s daily lives. Linear TV consumption is the most popular, watched 
by 79% of the population, while 21% watch video platforms: 15% AVoD (free, with ad-
vertising); 6% SVoD (subscribed by users)27.  This brief summary refers to the gener-
al scenario through which the production and consumption of serial fiction transits. 

TABLE 1. Premiere fictions exhibited in 2021 
(national, foreign of the Obitel scope and co-productions)

Table 1. Fiction broadcasted in 2019 (national and imported; 
premieres and reruns; co-productions)

28Source: Kantar Ibope Media - Obitel Brazil

27 All data are from Kantar Ibope Media, Video streaming Report, 2022, with the first video audience 
measurements in all platforms.
28 Globo’s strategy of showing fictions produced for Globoplay, its streaming platform, and then pre-
miering them on another platform, open television, has become habitual, through which it prolongs 

UNRELEASED DOMESTIC TITLES - 17 
 
TV Globo – 14 titles 28 
1. Amor de Mãe (telenovela) 
2. Arcanjo Renegado (series, VoD) 
3. As Five (series, VoD) 
4. Carcereiros (series, VoD) 
5. Desalma (series, VoD) 
6. Eu, a Vó e a Boi (series, VoD) 
7. Ilha de Ferro (series, VoD) 
8. Nos Tempos do Imperador (telenovela) 
9. Quanto Mais Vida, Melhor (telenovela) 
10. Salve-se Quem Puder (telenovela) 
11. Shippados (series, VoD) 
12. Sob Pressão (series) 
13. Todas as Mulheres do Mundo (series, 
VoD) 
14. Um Lugar ao Sol (telenovela) 
 
Record – 2 titles  
15. Amor sem Igual (telenovela) 
16. Gênesis (telenovela) 
 
TV Cultura - 1 title 
17. Velhas Amigas (miniseries) 
 
 
 

UNRELEASED FOREIGN TITLES - 6 
 
SBT – 5 titles  
18. Amores Verdadeiros (telenovela – Mexico) 
19. A Usurpadora (series – Mexico) 
20. Quando me Apaixono (telenovela – Mexico) 
21. Te Dou a Vida (telenovela – Mexico) 
22. Triunfo do Amor (telenovela – Mexico) 
 
Band – 1 title   
23. Nazaré (telenovela – Portugal) 
 
 
 
 
 
 
 
 
 
 
 
TOTAL UNRELEASED TITLES: 23 
 DOMESTIC: 17 
 FOREIGNERS: 6  
 CO-PRODUCTIONS: 0 
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TABLE 1a. Exhibition of Reruns in 2021 
(domestic, foreign of the Obitel scope and co-productions)

Source: Obitel Brazil

Following in a context of pandemic and restrictions, Brazil shows a drop in the 
number of titles exhibited. In all, 47 titles were aired in 2021, which corresponds to 
90% of 2020 Productions (52), that is, there was a reduction of 9,6%.  Although 2021 
was a year of certain economic recovery, thanks to the advance of vaccination in the 
country, reruns (24) corresponded to 51% of the exhibitions and even exceeded the 
number of unreleased ones (23). 

There was a 26% drop in unreleased domestic titles (17) compared to those of 
2020 (23), a reflection of intermittent recording interruptions, while the number of 

the life of products, in addition to co-creating new consumption habits with the public.

DOMESTIC RERUN TITLES - 21 
Globo – 12  
1. A Força do Querer - Special Edition 
 (telenovela) 
2. A Vida da Gente – Special Edition 
 (telenovela) 
3. Flor do Caribe – Special Edition (telenovela) 
4. Haja Coração – Special Edition (telenovela) 
5. Império – Special Edition (telenovela) 
6. Laços de Família (telenovela) 
7. Malhação – Sonhos – Special Edition 
(telenovela) – 22nd season 
8. Malhação – Viva a Diferença – Special 
Edition (telenovela) - 25th season 
9. O Clone (telenovela) 
10. Pega-Pega – Special Edition (telenovela) 
11. Ti Ti Ti (telenovela) 
12. Verdades Secretas (series) – 1st season 
 
Record – 6  
13. A Bíblia (telenovela) 
14. Belaventura (telenovela) 
15. Escrava Mãe (telenovela) 
16. Jesus (telenovela) 
17. Prova de Amor(telenovela) 
18. Topíssima (telenovela) 
 
SBT – 2  
19. Carinha de Anjo(telenovela) 
20. Chiquititas (telenovela) 
 
Band – 1  
21. Floribella (telenovela) 

FOREIGN TITLES 
 OF RERUNS 
SBT-3  
1. Amanhã é para Sempre (telenovela – 
    Mexico) 
2. Coração Indomável (telenovela - Mexico) 
3. Mar de Amor(telenovela - Mexico) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
TOTAL RERUN TITLES: 24 
 DOMESTIC: 17 
 FOREIGNERS: 3 
 
 

GRAND TOTAL OF TITLES EXHIBITED IN 2021: 47 
 



88

Obitel 2022

domestic reruns fell by 4% compared to 2020, from 25 to 24 titles. That is, despite 
the resumption efforts, 2021 data remained in the same range as in 2020. 

In the first months of 2021, Globo continued reprising telenovelas, reissuing 
them as “Special Edition” - pandemic format for prime time reruns - while finishing 
the postponed productions. Once the rerun of A Força do Querer (2017) was fin-
ished, the telenovela Amor de Mãe (2019), interrupted in 2020, was resumed in two 
parts: the first, with a summary in 12 chapters of the original telenovela and the sec-
ond with 23 unreleased chapters, recorded at the end of 2020, during the pandemic. 
In its resumption, it maintained its good pre-pandemic audience ratings, with an 
average of 30.9 points. We consider Amor de Mãe the first pandemic telenovela29, for 
incorporating the context of the pandemic into its plot, including significant chang-
es in the paths of some characters. Its replacement was the rerun of Império (2014), 
since the worsening of the pandemic postponed the production of the successor, the 
unreleased Um Lugar ao Sol.

The other channels also maintained reruns during the year of 2021. SBT did not 
produce any domestic titles, doubling the number of imported ones, from three to 
six. Record, on the other hand, premiered two unreleased domestic productions, 
against only one the previous year and exhibited 6 reruns.

As for public televisions, TV Brasil did not show fiction in the year of 2021 and 
TV Cultura premiered an unreleased title, the miniseries Velhas Amigas (from the 
TV Series 2018, from the streaming channel Box Brasil Play), with a drop of five 
productions compared to 2020. 

Tables 2, 3 and 4 that follow below are strategic because they demonstrate the 
production capacity of television fiction in the country.               

             
TABLE 2. Premiere domestic fiction in 2021 

and its evolution in the five-year term 

Source: Obitel Brazil

29 We address it as the theme of the year in the Obitel 2020 Yearbook.

Year Titles % Hours % 
2017 43  81.1 1430:50 79.1  
2018 45  90.0  1299:26 81.9 
2019 48  92.3  1307:25 85.3 
2020 23 85.2  416:07 50.0 
2021 17 74.0 418:35 50.0 
Total       176   4,871:43  
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Through this new Table 2, it is possible to follow the evolutionary dynamics of the 
unreleased domestic production, over a five-year period, through the number of 
titles and hours. 

With an average of 40 titles/year, Brazil has always been among the Obitel coun-
tries with high production capacity30.  This flow data is reiterated in the table above, 
in the first three years of the 2017-2021 five-year term, with an average of 45.3 titles/
year, and with a growth trend. This is followed by a brutal rupture in the last two 
years, mainly caused by the Covid-19 pandemic, in which the average number of ti-
tles fell deeply to 20 titles/year. The result was a 56% loss of titles, more than half the 
average of the first three-year term. Consequently, the number of hours produced 
also fell sharply: before 2020, the average was 1,346 hours/year and in the two years 
of the pandemic it fell to 417 hours/year, resulting in a drop of 69%. The numbers 
speak for themselves about how deep the cut has been in the production capacity of 
television fiction in the country. The transition year, called “post” pandemic of 2021, 
has not shown how it will happen, nor what to expect from a resumption process.

          
TABLE 3. Formats of premiere domestic fiction in 2021 and

 its evolution in the five-year term

Source: Obitel Brazil

Continuing to present the production capacity of the five-year term, Table 3 shows 
the trends of the formats which present some important changes. The first of these 
is the increase in series compared to telenovelas, a fact that we have already point-
ed out since 2018. Even with the drops in the two pandemic years, this format 
appears on the rise, with its increase being 10% in the five-year period. Thus, there 
is a significant transformation in the serialization regime that traditionally marks 
Brazilian telefiction, that is, the telenovela is a long-serialized fiction and the 

30 The production capacity of a television station is a concept that refers to its infrastructure condi-
tions and technical resources that allow a continuous cycle production and high volumes of produc-
ts, added to human resources with specialized know how.

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Telenovela 15 15 15 6 7 1225:15 1193:25 1075:00 339:35 366:40 
Series 10 18 18 9 9 74:40 102:50 85:00 34:10 50:45 
Miniseries 2 4 5 1 1 19:20 12:55 20:25 7:45 1:05 
Sitcom 0 0 1 2 0 0:00 0:00 0:45 1:40 0:00 
Unitary 1 1 0 0 0 2:10 2:25 0:00 0:00 0:00 
Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Others 3 5 6 5 0 113:25 119:40 118:15 32:55 0:00 
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series is short-serialized.31 Which forces us to ask how far will the Brazilian’s taste 
for short narratives go and how will the country articulate it with the telenovela 
culture that exists in the territory?  A second trend concerns the production of mini-
series, format of large audience and fictions remembered for their quality. Its regime 
of seriality is diverse, of a short narrative told in chapters and without seasons. 

TABLE 4. Premiere fiction in 2021: countries of origin

Sorce: Obitel Brazil

Still within a pandemic scenario, as was the year of 2021, the number of Brazilian 
titles fell from 23 to 17 works, or 26% compared to 2020, however, the number of fic-
tion hours exhibited increased by 0.5%. On the other hand, there was a great growth 
in the number of Ibero-American productions, with 50% more titles released in 
2021, representing 26% of the total number of titles released - against 14.8% in 2020. 
The lack of new domestic fictions may have found a handy substitute in imports. The 
nationality of the imported productions remained similar to that of the previous 
year, with five of Mexican origin and one Portuguese.
31 It is not the case to deal here with the serialization of the telenovela and the series and we have 
already made sparse remarks about their distinctions. We believe, however, that this is a study that is 
imposed, especially in Latin America, due to the consolidation of streaming, whose preferred format 
is the series.

Countries Titles % Hours % 
DOMESTIC (total) 17 74.0 418:35 50.0 
OBITEL COUNTRIES (total) 6 26.0 416:30 50.0 
Argentina 0   0.0 0:00  0.0 
Brazil 17 74.0 418:35 50.0 
Chile 0  0.0 0:00  0.0 
Colombia 0  0.0 0:00  0.0 
Ecuador 0 0.0 0:00 0.0 
Spain 0 0.0 0:00 0.0 
USA (Hispanic production) 0 0.0 0:00 0.0 
Mexico 5 22.0 342:00 41.0 
Peru 0 0.0 0:00 0.0 
Portugal 1 4.0 74:30 9.0 
Uruguay 0 0.0 0:00 0.0 
Venezuela 0 0.0 0:00 0.0 
CO-PRODUCTIONS (total) 0 0.0 0:00 0.0 
Domestic co-productions 0 0.0 0:00 0.0 
Co-productions between Obitel 
countries 0 0.0 0:00 0.0 

TOTAL 23 100.0 835:05 100.0 
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TABLE 5. Domestic and Ibero-American fiction formats exhibited in 2021

Source: Obitel Brazil

In 2021, short serialization formats (series and miniseries) corresponded to 59% of 
the total number of unreleased domestic fictions exhibited on open TV, surpass-
ing telenovela (41%), a long-serialized narrative. The diversification in production 
formats was even less than in 2020, with the absence of sitcoms, docudramas, and 
telemovies. The number of imported telenovelas increased by 25% from 2020 (4) to 
2021 (5) and this year also had an imported series. 

Format 
Titles Hours 

Domestic % Ibero-
Americans % Domestic % Ibero-

Americans % 

Telenovela 7 41 5 83 366:40 87.6 401:55 96.6 
Series 9 53 1 17 50:50 12.1 14:35 3.4 
Miniseries 1 5.9 0 0 01:05 0.26 00:00 0 
Sitcom 0 0 0 0 00:00 0 00:00 0 
Unitary 0 0 0 0 00:00 0 00:00 0 
Docudrama 0 0 0 0 00:00 0 00:00 0 
Others 0 0 0 0 00:00 0 00:00 0 
Total 17 100 6 100 418:35 100 416:30 100 
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TABLE 6. The 10 most watched titles in 2021

Source: Kantar Ibope Media - 15 markets and Obitel Brazil

The list of the ten most watched titles registers the interesting fact of having more 
reprised titles than unreleased ones, a consequence of the pandemic. In 2020, the 
number was six reruns and four unreleased productions and in 2021 one more rerun 
entered the list. Table 6 shows all the titles of reruns chosen by Globo to fill the grid 
in 2021: A Força do Querer (2017), Império (2014), Haja Coração (2016), Pega-Pega 
(2017), A Vida da Gente (2011), Flor do Caribe (2013) e Laços de Família (2000). 
However, unlike 2020, the first place was not a rerun, but the unreleased second part 
of Amor de Mãe. In 2021, another interesting fact was that the telenovela dominated 
alone as the most watched format on open TV, with 100% of the titles, as well as all 
productions still belonging to Globo.

In comparison with data from the previous year, audience ratings fell. Amor de 
Mãe, the first telenovela to show unreleased chapters at 9 pm, guaranteed a good au-
dience, registering 30,9 points, while Fina Estampa, the first place of 2020, reached 
the mark of 31 points. The other nine titles of 2021 showed a greater drop, in all 
placements, with the last four registering the lowest ratings within the historical se-
ries of Obitel, with an average of 20.5 points. One hypothesis for this general drop in 
audience is the spectators’ saturation with reruns and consequent lack of premieres. 
Fina Estampa achieved good ratings for having been the first one to be broadcast in 

Title Chann
el 

Produci
ng 

Country 
Format/Genre 

No. of 
chapters/
episodes 
in 2021 

Time Slot Rating Share 

1 Amor de Mãe Globo Brazil Telenovela/Drama 23 Prime Time 30.9 46.2 

2 A Força do Querer, 
Special Edition Globo Brazil Telenovela/Drama 62 Prime Time 29.2 45.4 

3 Império, Special 
Edition Globo Brazil Telenovela/Drama 180 Prime Time 26.3 41.1 

4 Salve-se Quem 
Puder Globo Brazil Telenovela/Romantic 

Comedy 102 Prime Time 25.6 39.6 

5 Haja Coração, 
Special Edition Globo Brazil Telenovela/Romantic 

Comedy 68 Prime Time 25 40.1 

6 Pega-Pega, Special 
Edition Globo Brazil Telenovela/Romantic 

Comedy 108 Prime Time 22 36 

7 Um Lugar ao Sol Globo Brazil Telenovela/Drama 47 Prime Time 21.1 36 

8 A Vida da Gente, 
Special Edition Globo Brazil Telenovela/Drama 138 Afternoon 20.6 34.8 

9 Flor do Caribe, 
Special Edition Globo Brazil Telenovela/Drama 50 Afternoon 20.5 36.5 

10 Laços de Família 
Rerun Globo Brazil Telenovela/Drama 66 Afternoon 19.9 39.7 

Total domestic productions: 10 Foreign Original Scripts: 0 
Source: Kantar Ibope Media - 15 markets and Obitel Brazil       
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the pandemic period, that is, it was a novelty for the public even though it was a re-
run. As for genres, 70% are dramas and 30% are romantic comedies, with the former 
being characteristic of high prime time.

TABLE 6a. The ten most watched domestic titles in 2021

Table 6a does not apply, since all the ten most watched titles in Brazil in 2021 are 
domestic and from TV Globo. 

TABLE 7. Audience profile of the ten most watched titles: gender, 
socioeconomic status, and age group

   Source: Kantar Ibope Media - 15 markets

Title Channel 
Gender % Socioeconomic status % 

Women Men AB C DE 
1 Amor de Mãe Globo 63.4 36.6 30.8 49.5 19.7 
2 A Força do Querer, Special Edition Globo 59.8 40.2 48.3 48.6 3.1 
3 Império, Special Edition Globo 62.7 37.3 30.4 48.8 20.8 
4 Salve-se Quem Puder Globo 56.3 43.7 54.2 37.1 8.7 
5 Haja Coração, Special Edition Globo 53.4 46.6 44.2 53.8 2.1 
6 Pega-Pega, Special Edition Globo 64.6 35.4 26.9 49.7 23.3 
7 Um Lugar ao Sol Globo 62.7 37.3 30.0 48.7 21.3 
8 A Vida da Gente, Special Edition Globo 67.4 32.6 27.8 50.1 22.1 
9 Flor do Caribe, Special Edition Globo 63.9 36.1 57.3 41.7 1.0 
10 Laços de Família Rerun Globo 66.0 34.0 66.5 29.7 3.9 

 

Title Channel 
Age Group 

4 to 11 12 to 17 18 to 24 25 to 34 35 to 49 50+ 
1 Amor de Mãe Globo 4.8 4.5 5.9 11.5 25.3 48.0 
2 A Força do Querer, Special Edition Globo 3.2 7.2 5.6 15.6 35.6 32.8 
3 Império, Special Edition Globo 4.5 4.2 5.6 10.9 24.3 50.6 
4 Salve-se Quem Puder Globo 4.1 9.3 3.9 15.2 28.7 38.8 
5 Haja Coração, Special Edition Globo 4.8 5.6 1.9 16.9 36.0 34.8 
6 Pega-Pega, Special Edition Globo 4.7 4.2 5.1 10.6 23.2 52.2 
7 Um Lugar ao Sol Globo 3.9 3.6 5.4 10.5 24.0 52.6 
8 A Vida da Gente, Special Edition Globo 4.6 4.3 5.6 10.4 22.2 53.0 
9 Flor do Caribe, Special Edition Globo 5.1 3.5 3.2 10.6 28.4 49.1 
10 Laços de Família Rerun Globo 3.7 4.1 4.8 7.8 40.6 39.0 
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Women continue to be the main audience of the top 10 fictions, mostly in exhibi-
tions that take place in the afternoon and from 6 p.m. to 7 p.m., as can be observed 
with A Vida da Gente, Laços de Família e Pega-Pega. All of these titles are reruns, 
unlike the titles most watched by women in 2020 which were all unreleased. Among 
the favorite fictions of the male audience, an unprecedented fact appeared: the title 
with the highest audience was Haja Coração, 7 p.m. telenovela, which is usually one 
of the fictions of the high prime time. 

Haja Coração was also the most watched production by the C-Class. The DE class 
maintains its preference for the romance and comedy genres, with Pega-Pega as the 
most watched one. The AB class, on the other hand, maintains its preference for dra-
mas, however in 2021 the most watched title by this class was the comedy Salve-se 
Quem Puder. As for the age group, once again the audience over 50 years old was the 
one that most consumed fictions, with emphasis on plots aired at 6 p.m. and 7 p.m. 
that favor melodramatic matrices, with A Vida da Gente as the most watched one. 

Despite the difficulties arising from the pandemic, 2021 was the year of the re-
sumption of recordings and the release of new titles and showed an improvement 
in most of the data compared to 2020. Brazilian open television continues to be the 
most watched by the public, in front of streaming platforms, as we will show in the 
next topic. TV Globo continues its isolated leadership, producing all 10 of the year’s 
highest-rated titles. In Brazil, open TV is still the greatest audiovisual power when 
it comes to fictional narratives.

3. VoD Monitoring 2021
The streaming market in Brazil, in 2021, consolidates itself as one of the largest in the 
world, and the number of users continues to grow. The crisis in audiovisual still has 
reflections, but the increase in domestic premieres on VoD platforms, the consoli-
dation of services and the arrival of new players demonstrate the country’s market 
potential.

3.1. VoD platforms market in 2021
In 2021, 57% of the Brazilian population had connected TV32. With 64.58%, Brazil is 
the second country with the highest number of individual subscribers to streaming33 
platforms, the world average for subscriptions being 55%34. The streaming audience 
is second only to TV Globo’s audience35. On the other hand, Netflix is subscribed 
by 81% of Brazilians, Amazon Prime Video being the second place with 46%; while 

32 Kantar Ibope Media, Target Group Index.
33 Survey conducted among 18 countries by Finder, a streaming measurement company.  The first 
country is New Zealand. The survey also reports that 35.42% of the Brazilian population does not 
have any streaming service. https://www.finder.com/br
34 Cf. https://bit.ly/3lmlfvW
35 Cf. https://bit.ly/3Lvxd1Z

https://www.finder.com/br
https://bit.ly/3lmlfvW
https://bit.ly/3Lvxd1Z
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Disney+ (21%) and Globoplay (20%) are technically tied for third36.
Between 2020 and 2021 there was a 50% increase in new subscriptions37, due 

to the isolation caused by Covid-19 that transformed the ways of consuming VoD. 
With more time at home, Brazilians sought alternatives to open TV, which program-
ming was taken over by news about the pandemic, reruns of telenovelas and reality 
shows. In the same survey, about 80% stated that they do not intend to cancel their 
subscriptions.

With the market heated up in 2021, two new VoD platforms arrived in Bra-
zil: HBO Max and STAR+. The former belongs to the Warner Media group and was 
launched throughout Latin America and the latter is part of the Disney group and 
was not integrated into the Disney+ platform in Brazil38.

Domestic production shows a relevant role in the context of audiovisual 
platforms, considering telenovelas produced in the past by SBT, such as Carrossel 
(2012) Carinha de Anjo (2016) e Chiquititas (2015), which were among the most 
watched productions on Netflix, as well as the partnership signed between Globo-
play and Sony for series production; in addition to Globoplay’s partnerships with 
TV Globo and with several closed channels belonging to Grupo Globo.

3.2. Offer of local VoD platforms in 2021 (domestic, regional within 
of the country)
VoD had already been growing worldwide, but the impacts of the pandemic made it 
possible for an even greater increase. 

36 Data from Panorama Mobile Time/Opinion Box. https://www.mobiletime.com.br/pesquisas/. 
37 Data from NZN Intelligence’s research . https://bit.ly/38Tu6CE
38 Cf. https://bit.ly/3F1ILrq.

about:blank
https://bit.ly/38Tu6CE
https://bit.ly/3F1ILrq
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TABLE 8. Domestic fictions and co-productions exhibited 
in 2021 on VoD systems

CUADRO 17

Source: Obitel Brazil

      
Premiere domestic titles on VoD  
 

Ibero-American premiere titles on 
VoD 

Obitel countries' premiere 
co-productions on VoD 

Globoplay - 33 titles 
Riacho Doce (Miniseries) - 1st season 
Rotas do Ódio (Series) - 1st season 
Rotas do Ódio(Series) - 2nd season 
Rotas do Ódio (Series) - 3st season 
Chocolate com Pimenta (Telenovela) 
Porto dos Milagres (Telenovela) 
O Bem Amado (Telenovela) 
Filhas de Eva (Series) - 1st season 
Vamp (Telenovela) 
Mulheres de Areia (Telenovela) 
Os Maias (Miniseries) - 1st season 
Unidade Básica (Series) - 1st season 
Unidade Básica(Series) - 2nd season 
Perrengue (Series) - 1st season 
Um Contra Todos(Series) - 4th season 
Onde está meu coração (Series) - 1st 
season 
Mulheres Apaixonadas (Telenovela) 
Sassaricando (Telenovela) 
Sessão de Terapia (Series) - 4th season 
A Gata Comeu (Telenovela) 
Hilda Furacão (Miniseries) 
Malhação (Telenovela) 
A Viagem (Telenovela) 
Era Uma Vez (Telenovela) 
Segunda Chamada (Series) - 2nd 
season 
Vereda Tropical (Telenovela) 
Rotas do Ódio (Series) - 4th season 
Renascer (Telenovela) 
Vlog da Berê (Series) - 2nd season 
Verdades Secretas II (Miniseries) 
Bebê à Bordo (Telenovela) 
Cama de Gato (Telenovela) 
O Salvador da Pátria (Telenovela) 
Prime Video - 12 titles 
Um Contra Todos(Series) - 4th season 
Dom (Series) - 1st season 
Manhãs de Setembro (Series) - 1st 
season 
Impuros (Series) - 1st season 
Impuros (Series) - 2nd season 
Impuros (Series) - 3st season 
#Mechamadebruna (Series) - 1st 
season 
#Mechamadebruna (Series) - 2nd 
season 
#Mechamadebruna (Series) - 3rd 
season 

Netflix - 24 titles 
Um Mágico Nada Incrível (Series, 
Colombia) - 2nd season 
Elite (Series, Spain) - 4th season 
Elite Histórias Breves: Carla Samuel 
(Miniseries, Spain) - 1st season 
Elite Histórias Breves: Guzmán Caye 
Rebbe (Miniseries, Spain) - 1st 
season 
Elite Histórias Breves: Nadia 
Guzmán (Miniseries, Spain) - 1st 
season 
Elite Histórias Breves: Omar Ander 
Alexis (Miniseries, Spain) - 1st 
season 
Elite Histórias Breves: Patrick 
(Miniseries, Spain) - 1st season 
Elite Histórias Breves: Philip Caye 
Felipe (Miniseries, Spain) - 1st 
season 
Elite Histórias Breves: Samuel Omar 
(Miniseries, Spain) - 1st season 
Hache (Series, Spain) - 2nd season 
La Casa de Papel (Series, Spain) - 
2nd season 
O Inocente (Series, Spain) - 1st 
season 
O Tempo Que Te Dou (Miniseries, 
Spain) - 10th season 
O Vizinho (Series, Spain) - 2nd 
season 
Sky Rojo (Series, Spain) - 1st season 
Valéria (Series, Spain) - 2nd season 
Luis Miguel: A Série (Series, United 
States) - 2nd season 
Luis Miguel: A Série (Series, United 
States) - 3rd season 
A Vingança das Juanas (Series, 
Mexico) - 1st season 
Control Z (Series, Mexico) - 2nd 
season 
Mãe só tem duas (Series, Mexico) - 
1st season 
Monarca (Series, Mexico) - 2nd 
season 
Quem matou Sara? (Series, Mexico) 
- 1st season 
Quem matou Sara? (Series, Mexico) 
- 2nd season 
HBO Go/Max - 8 titles 

Netflix - 1 title 
Narcos: Mexico (Series, 
United States and Mexico) - 
3rd season 
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According to the table above, 99 titles were released in the VoD market in 2021, 
versus 71 the previous year, a growth of 39.4%. For the second consecutive year, 
Brazilian productions surpassed those of Ibero-American countries, while Brazil 
produced 51 titles (51.5%), Ibero-American countries produced 48 titles (48.5%), 
being only one co-production. 

The premieres of domestic titles (51) increased by 37.8% compared to 2020 (37), 
which confirms the virtuous dynamics of Brazilian production. They were exhib-
ited, in order, on the following platforms: Globoplay (33), Prime Video (12), Box 
Brasil Play (2), Disney+ (2) and Netflix (2). 

Globoplay increased its portfolio of domestic titles by 73.7%, releasing 33 titles 
compared to 19 the previous year - including the serial fictions produced for open 
TV and premiered on VoD. And as in 2020, it remained as the main streaming plat-
form of premiere domestic fictions. On Globoplay, Verdades Secretas II was the first 
telenovela of Globo produced for streaming, accumulating 1,988,342 hours of play-
back the day after the premiere39. Also noteworthy for the release of “classic” tele-
novelas already exhibited on TV Globo, such as O Bem-Amado (1973), Porto dos 
Milagres (2001) e Chocolate com Pimenta (2003).

Prime Video premiered 12 titles, 7 more than in 2020, a remarkable increase of 
140%.  One of the main bets was the partnership with Conspiração Filmes for the 
production of Dom, a police drama, whose success led to the confirmation of a sec-
ond season.

 Netflix presented a strong reduction in its domestic production, from seven to 
two titles in 2021, a drop of 71,4%, which can be credited to the crisis that shakes 
the platform, with the global loss of subscribers. The two titles were Cidade Invisível, 
detective series and fantastic realism, and the children’s telenovela As Aventuras de 
Poliana (SBT, 2018-2020).  

Regarding Ibero-American titles, 48 were premiered on VoD, which represent-
ed an increase of 71.4% compared to the year of 2020 (28), a growth never seen in 
the country’s streaming market, accompanied by greater diversification of producing 
countries. In 2020, all titles came from Spain and, although the majority of titles con-
tinue to be from this country (25), there were entries from Mexico (12) and Argen-
tina (5) as shown in Table 10. The platforms that most premiered Ibero-American 
fictions were, in order: Netflix (25), HBOMax (8), Globoplay (6), Disney+ (5) and 
Prime Video (4). It is noteworthy that Netflix was the only platform that premiered 
a co-production with Obitel countries, in 2021, Narcos: Mexico (United States and 
Mexico, Season 3).

A theme sensitive to productions for streaming is the type of contract signed with 
independent production companies. Three models stand out: original production 
by the streaming platform, where it centralizes the development of the work and 

39 Cf. https://bit.ly/3x6I1P2

https://bit.ly/3x6I1P2
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can impose its conditions; licensing, where there is not much involvement in the 
production, and the responsibility lies more with the producer; and co-production, 
with more unique characteristics. As the Brazilian market was established without 
the government defining how to regularize, categorize and tax VoD services, the 
advances of international experiences have been a reference.

4. Interactivity and audience participation40

The year of 2021 was a year of resumption in the production of fiction by television 
stations. There were premieres, especially as of the second half of the year41, but 
reruns remained on the schedule grids42. Even so, the interaction of the public was 
active on social networks. 

With the arrival of HBOMax and Star+ there was an increase in content43, how-
ever, Netflix remained dominant in both subscriber numbers and engagement.44. 
Round 6 (2021) broke all viewing records45 and the series Elite (2021), the platform’s 
Spanish production, was responsible for the largest number of comments on Twitter 
in Brazil. In truth, “people use social networks to find others with similar interests 
and keep contacts. The streaming, platforms are now links in the network” (Arditi, 
2021, p. 99-100, free translation). They are also technical mediations that produce 
new ways of communicating, exchanging experiences and producing content, that 
is, “a movement that crosses and displaces culture” (Martín-Barbero, 2002, p. 228). 

The telenovela began to be aired as a closed work, with all chapters already re-
corded. This new format was adopted in Nos Tempos do Imperador (Globo, 2021), 
but with the public’s negative repercussion, texts were rewritten and re-recorded46, 
showing the relevance of dialogue with the public. 

4.1. Social interactivity 
In 2021, TV Globo promoted initiatives to renew the relationship with the pub-
lic. In December, in the traditional campaign Hoje É Um Novo Dia, the TV station 
launched on its website Eu Na Globo a filter for mobile phones in which the user 
recorded their face and was digitally superimposed over the face of one of the artists 
40 The topic adopts the distinction between the concepts of interactivity and participation made by 
Jenkins (2008), for assuming very different meanings. Interactivity is the set of production strategies 
to control the audience of a product, whereas participation are audience strategies created for their 
uses of media products.  
41 Cf. https://bit.ly/3N3nSPi.
42 Reruns have a particular meaning within the “telenovela culture” that has historically been created 
in the country. They go beyond simple re-watchings and are part of the cultural and media memory 
of the country. Regarding the reruns of successful telenovelas as ”Special Edition” in prime time on 
TV Globo, in 2020 and 2021, we call them pandemic format and they were analyzed in the Obitel 
2021 Yearbook (Lopes, Santos et al.), 
43 Cf. https://bit.ly/3LXLXXu.
44 Cf. https://bit.ly/3LY3v5V.
45 Cf. http://glo.bo/3L07n4S.
46 Cf. https://bit.ly/37t42xE.

https://bit.ly/3LXLXXu
https://bit.ly/3LY3v5V
http://glo.bo/3L07n4S
https://bit.ly/37t42xE
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presents47. The sense effects of this inclusion recreated the imagery of the traditional 
end-of-year campaign, making the public literally see themselves in the middle of 
their idols. 

Another similar device was used by TV Globo to promote the telenovela Um 
Lugar ao Sol. In allusion to the thematic recurrence of twins, the face of actor Cauã 
Reymond was digitally applied in scenes from other telenovelas such as Mulheres 
de Areia (1993)48 and Paraíso Tropical (2007)49, carrying out the dialogue of a 2021 
telenovela with national memory. The station also announced the creation of Nov-
elei50 (premiering in 2022), the first commercial project with YouTube: it is a series 
that brings together artists and digital influencers to recreate classic telenovelas in a 
parallel universe where they never existed. 

4.2. Audience participation
In 2021, the repercussion of the new telenovela format found ample space in Face-
book groups. We identified the existence of at least 25 of them whose titles evoked 
Um Lugar Ao Sol and that proposed to offer summaries and discussion forums. The 
largest one of them, called Um Lugar ao Sol (All about Globo’s telenovelas)51 had 
about 223.6 thousand members. 

The same phenomenon occurred in the Chico Barney Group52, responsible for 
television affairs coverage, with 12.9 thousand members, where for each chapter of 
Um Lugar Ao Sol a new topic was created. In all, there were 148 publications tagged 
with the hashtag #UmLugarAoSol. On YouTube, channels and videos like Will Um 
Lugar Ao Sol be the A Usurpadora of Globo? (66,000 views) and Is Um Lugar Ao Sol 
a failure? (69,000 views) expand the critical perspective of audience participation.53

5. Highlights of the year
The resumption of recordings was marked by insecurity, stricter health protocols 
and a new suspension with the arrival of the omicron variant of Covid-19. Thus, we 
had a year made of intermittent stops and closed telenovelas. This scenario defined 
the year’s most outstanding in the country.

47 Cf. https://bit.ly/3GF0B3X
48 Cf. https://bit.ly/3M7QZzQ
49 Cf. https://bit.ly/3x3RUNr
50 Cf. https://bit.ly/3PTFNdf
51 This group has the characteristic of changing its nomenclature with each new telenovela shown. In 
this way, it referred to Um Lugar Ao Sol in its title, from November 7, 2021 until March 2022, when 
it was renamed Pantanal (All about Globo’s telenovelas). 
52 From the journalist of the same name whose column is hosted on the Splash channel of the Uol 
news website.
53 We cannot fail to mention the extraordinary production and circulation of content on platforms 
by YouTubers, TikTokers, Twitch streamers and Instagram influencers, which in itself would deserve 
special study.

https://bit.ly/3GF0B3X
https://bit.ly/3M7QZzQ
https://bit.ly/3x3RUNr
https://bit.ly/3PTFNdf
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The “post”-pandemic fictions Nos Tempos do Imperador, Salve-se Quem Puder, 
Quanto Mais Vida Melhor: the resumption challenges

With the worsening of the pandemic and the return of restrictions, TV Globo’s 
recordings were again suspended. The measure interfered in the production of un-
released telenovelas such as Nos Tempos do Imperador, Quanto Mais Vida Melhor, 
Salve-se Quem Puder and Amor de Mãe.

Nos Tempos do Imperador (Aug/09/2021 to Feb/04/2022) was the first unreleased 
telenovela produced during the pandemic and shown at 6 pm, with 150 chapters. 
The narrative was pre-recorded when it premiered and presented a young Brazil, 
30 years after its independence, with the trajectory of Emperor Dom Pedro II at the 
head of the Brazilian Court. In its plot, the search for progress in the country, the 
struggle for the abolition of slavery and the experience of the first female Brazilian 
doctor in practice. 

Quanto Mais Vida Melhor (Nov/22/2021 to May/27/2022) was a all scripted tele-
novela, aired at 7 p.m., with 161 chapters, mixing comedy and drama, in a light way. 
The narrative deals with four victims of a plane crash and their supernatural experi-
ence with Death. It was initially called A Morte Pode Esperar, but due to the tragedy 
of Covid-19, it had its name changed.

Salve-se Quem Puder, aired at 7 p.m., was interrupted on Mar/28/2020, after 54 
chapters, and had the second half exhibited from May 17th to Jul/16/2021, with 53 
new chapters. Comical and dramatic, the narrative featured three women who enter 
the Witness Protection Program after witnessing a crime. 

Amor de Mãe, aired at 9 p.m., was interrupted by the pandemic. The first part 
was exhibited from Nov/25/19 to Mar/21/2020, with 102 chapters, and the second 
part, from March 15th to Apr/09/2021, with 23 unreleased chapters, totaling 125 
chapters. The strategy adopted to recall the first part drew attention: a compact with 
scenes already recorded, but with the addition of off-screen narration by the three 
protagonists, for two weeks, with 30-minute chapters. 

Telenovelas and streaming 
The relationship between telenovelas and streaming encourages us to think about 
the particularities and differences between the former and the series featured on 
Netflix, Prime Video or HBOMax – the last one even brought the term teleseries54 to 
characterize the works under the supervision of Sílvio de Abreu55.

In May 2020, Globo announced the progressive release of 50 classic telenovelas56 
at Globoplay, constituting a telenovela digital library. In 2021, the company pro-
duced and aired its first telenovela for streaming: Verdades Secretas II featured 50 
chapters, made available in blocks of 10 chapters every 15 days. This is the second 
54 Cf. https://bit.ly/3KWfHmj.
55 Cf. https://bit.ly/395qq0G.
56 Cf. http://glo.bo/3Lc0Zbb.

https://bit.ly/3KWfHmj
https://bit.ly/395qq0G
http://glo.bo/3Lc0Zbb


101

Brazil

season of the original Verdades Secretas, aired on TV Globo in June 2015. The strat-
egy57 to release Verdades Secretas II seeks to avoid Netflix being the first to bring the 
format to streaming58. 

There is a consensus that a telenovela on streaming should be shorter, with few-
er cores and more subject to formal experimentation. Being a culturally relevant 
format for the expansion of the service in Brazil, it is expected that we will see the 
emergence of hybrid products and bets of interlocution between the traditional for-
mat and the series, with aesthetic and narrative renovations. 

Casting layoffs at Globo and new business model 
Echoed by the media in 2021, “Globo’s layoffs” are embedded in its new business 
model, under structuring at least since 2019, which fundamentally marks the sta-
tion as a “media tech”, with investments in technology, focusing on the advance of 
streaming in the country and in its international insertion. In addition to investing 
in the production of its own content, the company restructures itself aiming at “only 
one Globo”, with more flexible management, such as the actions of progressive clo-
sure of fixed (exclusive) contracts of its artistic cast, and the adoption of contract 
per work. If on the one hand this reduces operating expenses, on the other, it causes 
unprecedented changes in the labor market, with “ex-globals” signing projects for 
streaming, with independent production companies and even with other open and 
paid channels.

6. Theme of the year: Transformations in television seriality and its impact 
on the formats of Ibero-American television fiction in times of streaming
The seriality issue in Um Lugar Ao Sol, a transitional telenovela     
Aired on TV Globo between November 8th, 2021, and March 25th, 2022, Um Lu-
gar Ao Sol59 reveals how contextual and discursive factors alter seriality. With the 
exhibition originally scheduled for May 2020, not only has its premiere been post-
poned by the pandemic, but its narrative structure has also been altered, implying 
significant changes in the format. Its recordings resumed in August 2020 and again 
stalled in March 202160, given a new outbreak of contagion behind the scenes, and 
was finished in September of the same year. We highlight that it was exhibited com-
pletely recorded, a fact never before seen on TV Globo. In addition, its duration was 
reduced, leaving it with only 119 chapters61, bringing to the scene a new format for 
telenovelas, both in formal and narrative aspects.

57 Cf. https://bit.ly/3996VUZ.
58 Cf. https://bit.ly/3skRLCQ.
59 Telenovela by Licia Manzo, one of the new authors brought to prime time.
60 Cf. http://glo.bo/3FsYTCr.
61 Its narrative was entirely recorded with 107 chapters and re-edited to 119 chapters in order to ex-
tend the premiere of its successor, Pantanal, which experienced contamination problems.

https://bit.ly/3996VUZ
https://bit.ly/3skRLCQ
http://glo.bo/3FsYTCr
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Its exceptionality makes it an interesting case for the debate on seriality: it be-
came the unreleased successor to Amor de Mãe, pandemic telenovela, and immediate 
predecessor to the remake of the iconic Pantanal (TV Manchete, 1990), TV Globo’s 
big bet for the resumption. It was agreed in the specialized press to recognize in Um 
Lugar Ao Sol a condition of transition, as if the TV station were willing to relegate 
it to a second plan62. Indeed, Um Lugar Ao Sol has not thrilled the public63 and ob-
tained low audience ratings64 for the prime time average. However, it turned out to 
be an innovative telenovela, and from the point of view of its formal and narrative 
aspects, we point out some elements to reflect how the innovations in its seriality 
contributed to its low repercussion. 

According to Buonanno (2019), seriality would be constituted in the synergis-
tic interaction between production, distribution and consumption of narratives in 
progress, of which segmented articulation is purposefully designed to feed a dis-
tribution system and provoke acts of assistance that follow the dynamics of a time 
of repeated and forced interruption. What has been called the “Netflix paradigm” 
would be the denial of the strategic role of interruption, in favor of an uninterrupted 
narrative, implying a disruption of temporal experience. 

The Brazilian telenovela is a long-serialized format, in which the serialized form 
harmonizes with the understandings of life and time shared by the receivers. The 
centrality of the temporal system that structures the serial narrative of the telenovela 
is crucial to the meaning-making process. Besides that, we define it as a composite 
format for its ability to bring together diverse genres in a single narrative.

Formal aspects    
The plot of Um Lugar Ao Sol begins with Christian (Cauã Reymond) changing iden-
tities, who assumes the life of his twin Renato, from whom he had been separated in 
childhood. While Renato had a wealthy life in Rio de Janeiro, Christian, raised in an 
orphanage, found himself restrained by the lack of opportunities. The narrative leads 
Christian to find himself at the right time and place to assume his brother’s identity, 
and by making this choice (and incurring the crime of criminal misrepresentation), 
he begins to walk a path of professional success but personal unhappiness. 

The cores of Um Lugar Ao Sol can be divided into two: the family of Santiago (José 
de Abreu) – in which Chris/Renato enters after marrying Bárbara (Alinne Moraes), 
Santiago’s daughter and fiancée of his dead brother – and the restaurant of Dona Noca 
(Marieta Severo), in Méier, where his granddaughter Lara (Andrea Horta), Chris ‘ 
ex-girlfriend, is the chef. The scenes of Um Lugar Ao Sol were mostly internal and were 
recorded with social distancing protocols and limited actors on set65. 

62 Cf. https://bit.ly/3vVNWpE.
63 Cf. https://bit.ly/3kSsGej.
64 Cf. https://bit.ly/3yqHZTw.
65 Cf. https://bit.ly/3soJ8XD.

https://bit.ly/3vVNWpE
https://bit.ly/3kSsGej
https://bit.ly/3yqHZTw
https://bit.ly/3soJ8XD
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We observe in Um Lugar Ao Sol the reuse of some scenarios66 from its predeces-
sor Amor De Mãe, among them: lawyer Vitória’s house (Taís Araújo); Dona Lourdes’ 
house (Regina Casé); and the scenic viaduct that represented the suburb. The shot 
favored a slightly experimental lighting: a blue-green light marked details of the 
scene, offering a lyrical layer for realistic situations. 

Another formal highlight were the moments when Rebecca (Andréa Beltrão) 
broke the fourth wall67 and looked directly into the camera, as if sharing a comment 
with the audience. Rebecca’s gaze marked a certain awareness of the character that 
she was that  being watched in her anti-establishment actions. 

Narrative aspects 
In general, each chapter of a telenovela spends one or two days in fictional time, 
and, at the discursive level, “the narrative dimension of the telenovela requires rep-
etition and redundancy of information” (Pallottini, 1998, p.63). Certain subjects 
are presented and retrieved throughout the plot in order to recover the memory of 
the spectators or present the story to those who did not follow it (Pallottini, 1998; 
Abrão, 2018). In short, “seriality simultaneously compresses and expands the tem-
poral experience of a text” (Williams, 2018, p.170). In this way, we highlight in Um 
Lugar Ao Sol the repeated use of ellipsis as a singular narrative element. That is: the 
omission of scenes implied by context or situation breaks with the traditional way 
in which telenovelas tell temporality in their stories. And, as Buonanno (2019, P.50) 
reiterates, “time and its conception are fundamental to seriality”. Um Lugar Ao Sol 
suppressed transition scenes and replaced key scenes with character lines – such as 
the helicopter crash that killed Túlio (Daniel Dantas) and his mistress Ruth (Patty 
De Jesus), informed to the audience by a conversation between Bárbara and Renato. 
This ellipsis figure requires of the audiences “cognitive gymnastics that contributes 
to problem-solving skills and observation skills” (Mittell, 2012, p. 35). Nevertheless, 
its use was present among the chapters, through which many years and different 
phases passed, suggesting a certain agility and alternating diegetic temporality

Um Lugar Ao Sol was extended68 in order to postpone the premiere of Pantanal, 
and as a result suffered daily cuts of up to 10 minutes, losing the hooks of each chap-
ter. Therefore, by breaking with “time and its conception [which] are fundamental 
to seriality” (Buonanno, 2019, p. 50), TV Globo may have dilapidated Um Lugar 
Ao Sol and contributed to its failure with the receivers. The negative reaction of the 
public, imbued with a habitus of serial reception, leads us to affirm that this involves 
not only aesthetic or commercial choices of authors and producers, but also the pact 
of reception (Lopes; Borelli; Resende, 2002) between the telenovela and its audience,

66 Cf. https://bit.ly/3Fuw48w.
67 Cf. http://glo.bo/3kZOW5K.
68 Cf. https://bit.ly/3Plxjf1

https://bit.ly/3Fuw48w
http://glo.bo/3kZOW5K
https://bit.ly/3Plxjf1
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 reinforced by its folhetinesque and serialized matrix. Without reasserting – or 
subverting – the cultural matrix of melodrama (Martín-Barbero, 1987) that em-
beds this contract, it is licit to think that the audience, faced with ellipsis or 
temporal jumps, ceases to be interested in what they are watching and consid-
ers the story “poorly told”. Also, Mittell (2012, p. 48) recognizes that the “need 
for the public to acquire competence in decoding diegetic stories and worlds 
is particularly relevant for a part of the media [...]. In this way, narratively com-
plex television encourages and [...] needs a new model of audience engagement”.

Such model, however, does not necessarily denote openness to other formats, as 
in the case of pre-recorded Brazilian telenovelas, which lose its central characteristic 
of being an “open work”, with which the public is used to interacting, even changing 
the directions of plots and characters, since its production conditions the recordings 
to the reactions of the audience (today, present mainly on social networks). If on the 
one hand the streaming can imply ruptures and innovations in the ways of telling 
stories in telenovelas, it is noticeable that the format finds limits and restrictions that 
characterize it from the point of view of production, and also of reception and the 
cultural matrices on which it is based. 

Finally, in addition to the effects of an extemporaneous seriality, Um Lugar Ao 
Sol contributed to reaffirming the telenovela as a narrative of the nation (Lopes, 
2003), presenting conflicts centered on social inequalities and behavioral changes 
in the country, treated in a script sensitive to subjectivities. In its central discourse, 
those who are alienated from opportunities are often pushed into opportunistic il-
legal paths - and class, generational and gender prejudices can be deconstructed. It 
brought believable and complex characters and reiterated that tolerance must pre-
vail in the face of new family, gender and class arrangements. It was an innovative 
telenovela that advanced Brazilian TV dramaturgy.
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Introduction  
If 2020 was the year when everything came to a standstill, 2021 was the beginning 
of the return to something akin to normal, but maybe not normal as before. This 
transformative event is not only due to the slow retreat of Covid-19 pandemic, but 
also to the political process that has captured the attention of Chileans since the end 
of 2019.

In this context, the presence of national premiere television fiction grew, not so 
much in terms of number of titles as in amount of hours produced, although it 
did not approach the results of pre-pandemic years. Ibero-American fiction receded 
and was replaced, in part, by national fiction, what represents a novelty compared to 
previous years, and also by Turkey fiction, what is no longer new. In general, open 
television channels experimented an economic relief owing to the recovery of the 
advertising investment that was significant compared to previous year, but modest 
contrasted to the long term downward trend.

In this slightly optimistic scenario, the production intended (or shared) to 
streaming platforms seems to offer a renewal space for models, turns and themes 
that, although still represents a small volume, it grows steadily with quality produc-
tions suggesting that this will be the way for television fiction renovation.  

1 Authors want to express their gratitude to Kantar IBOPE Media Chile company, without whose in-
valuable help this work would not be possible
2 Pablo Julio, Francisco Fernández and Constanza Mujica are associated professors of the School of 
Communications at the Pontifical Catholic University of Chile. Alejandro Bruna is a PhD student 
and Angela Godoy is a research assistant from the same school.
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1. The Audiovisual Context of Chile in 20221. 

1.1  Open television in Chile. 

Table 1: National open television channels in Chile

Source: Obitel Chile

2021 represented an economic relief for open television:  advertising revenues in-
creased nominally by 34% compared to 2020. This fact coupled with the restruc-
turing processes undertaken after years of poor performance allowed profits to be 
made for the first time after seven years of losses3. Obviously, results varied among 
the different channels. At one end is CHV, that after eight consecutive years of loss-
es, achieved profits for US$41 million, and they represent almost 70% of the indus-
try profits in 2021.Nevertheless, these profits were received by other stakeholders 
since Viacom CBS sold CVH to Paramount Global.  A different case is La Red that 
lost US$ 14 million in 2021, being the only channel that experienced losses4.

3 Information on revenues and profits is available on the website of the Commission for Financial 
Market at https://www.cmfchile.cl/portal/principal/613/w3-search.php?keywords=concesionar-
ias%20de%20TV and about advertisement investment at the web site of Media Agencies Association 
https://aam.cl/informes-inversion-aam/
4 At the average exchange rate of 2021

Private channels (6) Public channels (1) 

Canal 13: Grupo Luksic (chileno). 
Chilevisión: Paramount Global. 
Mega: Grupo Bethia (chileno), Discovery 
Communications (27.5%) 
La Red: Grupo Albavisión. 
Telecanal: Belons to Inversiones Alfa Tres, 
(related to Albavisión). 
TV+: Media 23 (chileno, 90%), P. Universidad 
Católica de Valparaíso (10%). 

TVN, just with advertising financing 

Total channels: 7 
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Chart 1. TV share and rating by channel in 2021 5 

6                   Source: Kantar IBOPE Media Chile – OBITEL Chile

Even though, Mega was the general audience leader since 2014, when it impacted 
the audience with Turkey fiction, from 2018 its rating started to decrease progres-
sively until 2021 when it was displaced from first place by CHV, which during the 
same period was the second in the ranking but kept growing revenues. Meanwhile, 
TVN, which from 2014 was in the fourth place, in 2021 managed to displace Chan-
nel 13 from the third, despite having decreased its general audience by 3%, due to 
the 20% contraction experienced by Channel 13 that caused a fall from 5,2 to 4,2 
point in the home rating.

Chart 2. Television genres and hours broadcast 
by TV programming in 2021.

Fuente: Kantar IBOPE Media Chile – OBITEL Chile

A long-term look shows that fiction has been decreasing its presence in Chilean 
open television. Ten year before it represented 37% of television air time and five 

5 Home rating measured 24 hours a day, regardless of channel transmission times.
6 Since 2019, Telecanal audience is not being measured.

Channel Home 
Rating (%) 

Total TV 
Share (%) 

Open TV 
Share (%) 

 

Channel 13 4,2 10,8 17,9 
CHV 6,7 17,3 28,6 
Mega 6,5 16,8 27,7 
TVN 4,5 11,6 19,3 
TV+  0,7 1,8 2,9 
La Red 0,9 2,2 3,6 
Telecanal6 n/a n/a n/a 
Total open TV  23,4 60,4  -  
Total Pay TV  15,3 39,6  -  
Open TV + Pay TV  38,8 100,0 100,0 

 

Genres 
broadcasts 

Hours of 
broadcasting   

Time 
(%) 

Audience 
(%) 

 

Fiction 8629:45 18,2 20,8 
News 14731:00 31,1 40,9 
Shows 10485:55 22,1 16,3 
Services 7905:00 16,7 18,6 
Sports 685:45 1,4 1,6 
Others 4942:40 10,4 1,8 
Total  47380:05 100 100 
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years later 34%, but the most marked drop in the period was between 2020 and 
2021when it decreased in 6%, falling from 24,2% to 18,2%. During these ten years, 
news contents increased their participation from 20,6% to 31,1%. These changes 
have been intensified since 2019owing to the political and social upheaval the coun-
try has experienced. From an audience point of view, fiction decline has been less 
intense since it has kept its prime time. 

1.2  Pay TV and VOD platforms in Chile in 2021

Table 2. Chilean Pay TV Networks in 2021

Source: Kantar IBOPE Media Chile

The list of most viewed Pay TV channels during 2021shown in table 2does not dis-
play any significant change regarding 2020. In fact, the three fist channels are the 
same, except for Fox Channel that changed its name to Star Channel. Neverthe-
less, there is an inconspicuous difference, and it probably responds to the growth 
of streaming platforms: the average audience of the ten most viewed channels de-
creased by more than 20%. The VOD platforms HBO Max and Star+, shown in table 
3, plus Paramount+ broke into the market in mid-2021 and have presented a very 
fast growth.

The ten most viewed pay TV channels in Chile 
Channel Genre Origen Home 

Rating  
24 Horas News Chile 0,63 

Star Channel Fiction Foreigner 0,50 

Cartoon Network Kids Foreigner 0,46 

CNN Chile News Chile 0,38 

TNT Series Fiction Foreigner 0,35 

Discovery Kids Kids Foreigner 0,34 

Discovery H&H News Foreigner 0,31 

TNT Sport HD Sports Chile 0,30 

AXN Fiction Foreigner 0,30 

Cartoonito Kids Foreigner 0,28 
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Table 3: VOD platforms in Chile
7

Source: for the five most popular platforms, study Measured interest in SVOD 
service on JustWatch in Chile Q4 2021; for the rest, OBITEL Chile

1.3  Independent TV fiction production companies
Companies from the Association of Film and Television Producers and from the 
Association of Independent Producers are approximately 40, and there are some 
more relevant companies that are not part of these associations. However, the 
number of those companies with a significant presence on open television and 
streaming platforms is much smaller. The most important companies that pro-
duce telenovelas or series on order are: AGTV that this year just produced one 
telenovela for Channel 13, although it had a best performance in previous years; 
Chilefilms, which managed to place two productions in the Top 10 and had an 
important television activity different from fiction; and DDRio that made four 
productions for Mega, all of them part of the Top 10. But the company with the 
highest visibility is Fábula due to its cinema activity, it already has an Oscar for the 
best foreign movie and several nominations from different titles and categories, 
but also for its high standard level of its productions for streaming, in fact, in 2022 
it will release four series in different platforms. 

1.4  Funding sources of the audiovisual sector
Advertising investment is the main content creation source of funding in Chilean 
audiovisual industry and, specially, for open television. As mentioned in section 
1.1, in 2021 those resources grew by 34% compared to 2020 reaching US$ 319 mil-
lion. However, from a long-term perspective, it is a different story. The growth of 
advertising investment in online sites as Google or Facebook, inter alias, has been 
at the expense of traditional media, in particular open television. In Chile, televi-
sion  share as recipients of advertising investment has gone from representing 44% 
in 2011 to 28% in 20218. At the same time, the average audience of open television 
channels, measured as home rating, has fallen from 29,5 to 23,4 points during the 

7 Estadio TNT Sports (former CDF Estadio) is not included in JustWatch measure. It is added to the 
list as a very popular platform to watch the local football league, among other sports content.
8 The comparison is only approximate. The 2011 corresponds to the Association of Advertising 
Agencies and the 2021 to the Association of Media Agencies. None available for both years

Main VOD active platforms in 2021 

Five most popular platforms Netflix, Prime Video, Disney +, HBO Max, Star + y Estadio TNT 
Sports7 
VOD from cable operators: 13Now, TVN Play, Mega Go 
Other popular platforms: Apple TV, Onda Media, CNTV Play, Pluto TV, Cineteca Nacional 

 



112

Obitel 2022

same period9. In other words, open television in 2021 represented 79% of the audi-
ence and 59% of the investment achieved in 2011.  

In addition, the main state support for open television comes from the National 
Council on Television (CNTV) public tender that in 2021, in its different categories, 
added up to US$ 6 million. Although this is a much lower amount compared to 
advertising resources, some of the most prominent titles have relied on these funds. 
One of the Top 10 in 2021, No nos Quieren Ver, was benefited by approximately 
US$900 thousand from the CNTV competition in 2018.

1.5  Communication policies
In recent decades, Chile media system has been subjected to few regulations and it 
has been characterized by few public media institutions conceived with a limited 
scope of action, such as the Senate channel or the Chamber of Deputies channel, as 
well as by a national channel of a very general nature, TVN, whose financing and 
operating logic are the same as a private television channel. Formally, the scenario 
remains the same. However, the creation of public media with state financing seems 
to be part of both the approach of the new administration that took office in March 
2022 and the ongoing constituent process. An example of this new imprint is the 
statements of the new CNTV president who, when taking office, declared herself 
critical of the prevailing market logic in media, that would go against the right to 
communication or against pluralism (Cornejo y Caro, 2022). 
As a preview of the above mentioned, although it is the result of processes still in 
progress, it is important to highlight the creation of nTV channel. This is an educa-
tional and cultural programming channel, aimed at children and adolescents, oper-
ated by TVN on one of its digital frequencies, but with direct state funding and with 
no advertising. Also, two universities that in the past were parts of open television 
are trying to offer cultural signals in the digital spectrum. These are the cases of the 
University of Chile and the Pontifical Catholic University of Valparaíso that have 
reached the second and third signals of Chilevisión and TV+, respectively. 

1.6  Digital and mobile connectivity infrastructure
Quarantine periods beginning in 2020 meant a greater need for household connec-
tivity for educational, labor and entertainment reasons, adding this way pressure to 
an earlier trend. The National Television Survey 2021, from CNTV, indicated that 
most present devices in households measured were smartphones (90%), Smart TV 
(74%) and laptops (61%) (Cifuentes Fuentes, 2021).  This resulted in a 13% increase 
in fixed residential internet connections in 2020, that already had been growing at 
5% or 6% in previous years. In 2021 these connections experienced a leap in growth 

9. Telecanal’s audience is excluded since the measurement of Kantar Ibope Media Chile is not avail-
able for 2021, but in its last measurement in 2018, it was 0.13 points.



113

Chile

of 12%. This improvement in connectivity also implied a qualitative advance, since 
fiber optic connections represented the largest growth, accounting for 57% of fixed 
connections. The advance in connectivity has implied that 60% of households enjoy 
some type of internet connection (Subtel, 2022a). 

Regarding the mobile connection, the number of registered mobile users with 
internet access is higher than the population size since 2018 and its current pene-
tration rate is 115%. Residential users (not companies) represent between 72% and 
87% of this group. On the other hand, regular access to internet by mobile devices 
tends to be more prevalent in contract customers than in those with prepaid plans. 
2021 ended with 84% of fixed contract connections, including both residential and 
commercial users (Subtel, 2022a).

2. Analysis of the Year: Chilean and Ibero-American premier fiction 2021

TABLA 1. Table 1. Premiere fictions exhibited in 2021 

Source: Kantar IBOPE Media Chile – OBITEL Chile

The comparison between the national premiere fiction exhibited in 2021 (Table 1) 
and that exhibited in 2011 (Obitel 2012) illustrates well the transformations experi-
enced by Chilean open television in the last decade. Some of these changes are due 
to the same phenomenon observed elsewhere, where audiences, innovation invest-
ment, production growth and producers, as referred to in section 1.3, have been 
gradually captured by the growth of streaming platforms.

UNRELEASED NATIONAL TITLES - 12 UNRELEASED FOREIGN TITLES - 10 
Channel 13 Channel 13 
1. La Torre de Mabel (telenovela) 1. Narcos (series-Colombia) 
2. Los Carcamales (series) 2. La Usurpadora (series-Mexico) 
Mega 3. Rubí (series-Mexico) 
3. 100 Días para Enamorarse (telenovela) 4. Si nos Dejan (telenovela -Mexico) 
4. Amar Profundo (telenovela) Mega 
5. Demente (telenovela) 5. Dulce Ambición (telenovela -Brazil) 
6. Edificio Corona (telenovela) 6. Rock Story (telenovela -Brazil) 
7. Isabel (miniserie) TVN 
8. No nos Quieren Ver (series) 7. Génesis (telenovela -Brazil) 
9. Pobre Novio (telenovela) TV+ 
10. Verdades Ocultas (telenovela) 8. Hernán (series-Mexico) 
TVN La Red 
11. 62 Historias de un Mundial (mini-series) 9. Como Dice el Dicho (series-Mexico) 
12. Mea Culpa (docudrama) 10. La Rosa de Guadalupe (unitary-Mexico) 
  COPRODUCIONS - 1 
  CHV 
  1. Inés del Alma Mía (mini-series-Chile/Spain) 
    

  
TOTAL UNRELEASED TITLES: 23 
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But changes visible to the public are found in content offer and fiction key play-
ers. Since the early 1980s, national television fiction had been dominated almost 
exclusively by two channels: Channel 13 and Chile National Television (TVN). In 
2011, Channel 13 already accumulated years of poor results and its own fiction offer 
was a reflection of the crisis it was going through: two telenovelas and one series 
(both in 2011 Top 10). As a consequence, Channel 13 was replaced as the sector 
leader by Chilevision, at that time just purchased by Time Warner with the intention 
of rising fiction production.  That year, Chilevision produced three telenovelas and 
two telefilms (three of them in the Top 10). Despite these changes, TVN remained 
as the dominant player. At that time, its studios produced two series, one sitcom, 
one telefilm, and seven telenovelas (five of these products were in the Top 10). As 
a second player in fiction production emerged Mega, which had lower production 
standards than its competitors. That same year, Mega, that never in its history had 
managed to have a profitable operation, was sold to the owners of the Chilean retail 
group, Falabella.

In 2021, ten year later, Channel 13 already seems to be resigned to his fourth 
place in general audience. It just managed to produce one telenovela and one series, 
and despite this poor result no mention was made to the word crisis (none of them 
in the Top 10). Regarding Time Warner’s project for Chilevisión, it failed and the 
station was sold to Viacom CBS, now Paramount Global.  And even though this 
channel led the general audience for the first time since 2011, during 2021 it did not 
produce any fiction titles exclusively for open television, but it did release an am-
bitious co-production in which it had participated two years earlier, Inés del Alma 
Mía, and which had been released in 2020 on Prime Video and RTVE in Spain.

TVN performance was not better. In 2021 just premiered two titles of its own: 
62 Historias de un Mundial, an eight-chapter miniseries, and the late 14th season of 
Mea Culpa (it was part of the Top 10) consisting in a successful docudrama of eight 
chapters whose 13 previous seasons had been screened between 1993 and 2009.

On the contrary, Mega, after having been the beachhead of Turkish irruption in 
Latin America fiction market, has been dominated the fiction business for the last 
six years, almost always with eight or more titles in the Top 10 (own or Brazilian). In 
2021, it exhibited eight titles from his own production: six telenovelas, one series and 
one miniseries, all of them included in the Top 10, and added a title bought from 
Globo to the ranking.
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TABLE 1b. Reruns Exhibition in 2021 

Source: Kantar IBOPE Media Chile – OBITEL Chile

In relation to reruns, as shown in Table 1b, the global picture changes significantly. 
With the exception of two titles programmed by TVN, Ibero-American reruns are 
present only on channels of marginal audiences. Channels with a strong tradition 
of fiction production turned to their own catalogue in a way similar to 2020, to a 
degree that had never been seen before the start of the Covid 19 pandemic.

Resorting to reruns changed the relative strengths. From the second half of 2014, 
Mega created his drama area by hiring more than 50 professionals from the same 
area in TVN, and began to have a successful fiction production. But its production 
history is brief. TVN and Channel 13 have 40 years of tradition and turned to it. As 
part of the reruns list, TVN even went back until 1999 to bring La Fiera to the pres-
ent, a very successful telenovela developed with a standard of production and a level 
and cast size that would be at present impossible for Chilean television to finance 
with only local resources. Channel 13 did something similar, replenishing successful 
titles of the last 25 years, the oldest of which was Adrenalina, a teenager telenovela 
first issued in 1996, the first written by Juan Pablo Illanes and that made him known 
as a screenwriter. 

NATIONAL RERUNS - 24 TV+ 
Channel 13 22. Familia Moderna (series) 
1. Adrenalina (telenovela) 23. Infieles (serie) 
2. Brujas (telenovela) 24. Los Años Dorados (sitcom) 
3. Los 80: más que una moda (series)   
4. Machos (telenovela) FOREIGN RERUNS - 10 
5. Pacto de Sangre (telenovela) TVN 
6. Soltera otra vez (telenovela) 1. Moisés los 10 Mandamientos (telenovela -Brazil) 
Mega 2. Hasta que te Conocí (min-iseries-Mexico) 
7. Isla Paraíso (telenovela) TV+ 
8. Martín El Hombre y la Leyenda (miniserie) 3. Tierra de Reyes (telenovela -USA-Hispanic) 
9. Papá a la Deriva (telenovela) La Red 
10. Pobre Gallo (telenovela) 4. Águila Roja (series-Spain) 
11. Señores Papis (telenovela) Telecanal 
12. Te Doy la Vida (telenovela) 5. Impostores (series-Argentina) 
13. Tranquilo Papá (telenovela) 6. Comando Elite (series-Colombia) 
TVN 7. Séptima Puerta (unitarios-Colombia) 
14. Amores de Mercado (telenovela) 8. Sin Retorno (serie-Colombia) 
15. Cuentos Chilenos (unitarios) 9. Grachi (telenovela - USA-Hispanic) 
16. Dama y Obrero (telenovela) 10. Chespirito (sitcom-Mexico) 
17. El Circo de las Montini (telenovela)  
18. El Día Menos Pensado (docudrama)   
19. La Fiera (telenovela)   
20. Nuestros Cuentos Chilenos (unitary)   

21. Romané (telenovela) 
TOTAL RERUNS: 34 
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TABLE 2. Premiere national fiction and its evolution in the five-year period

Table 2 shows the evolution, in terms of volume, of national premiere offer in the 
last five years. It can be appreciated that the rise of Mega, mentioned in previous 
paragraphs, fails to compensate for the regression observed in other channels. The 
parsimony of this process is distorted by the crisis caused by the pandemic in 2020 
and 2021, but it is much clearer if we consider that the number of titles observed a 
decade earlier, in 2011, was much higher, 25, as they were in previous years.

TABLE 3. Premiere national fiction formats and its 
evolution in the five-year period 

Another perceptible drift is that Chilean television fiction tends to concentrate on 
three formats: telenovela, series and miniseries. A reissued docudrama after 12 years 
off screens is the only exception in 2021. This contrasts with the panorama observed 
in 2011 and previous years, where a greater diversity of fiction formats could be 
observed in Chilean open television, such as unitary, telefilms, sitcoms and docu-
dramas.

Year Titles Episodes Hours 
2017 20 1521 930:35 
2018 17 1216 722:00 
2019 17 1334 747:27 
2020 12 504 274:00 
2021 13 830 586:40 

 

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Telenovela 12 11 11 5 7 581:50 615:10 682:30 224:55 545:00 
Series 2 3 4 6 2 16:00 13:55 61:00 44:35 20:50 
Mini-series 2 2 1 1 3 11:30 8:15 3:00 4:30 10:45 
Sitcom 0 1 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 3 0 0 0 0 171:35 84:40 0:00 0:00 0:00 
Docudrama 1 0 0 0 1 149:40 0:00 0:00 0:00 10:05 
Others 0 0 1 0 0 0:00 0:00 0:55 0:00 0:00 

 

https://www.linguee.es/ingles-espanol/traduccion/parsimony.html
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TABLE 4. Premiere fiction exhibited in 2021: countries of origin 

Source: Kantar IBOPE Media Chile – OBITEL Chile

Table 4 shows the countries of origin and the volume of Ibero-American television 
fiction presented on Chilean open television during 2021. A warning is necessary. 
Although Turkish fiction has lost visibility as an object of discussion since its ap-
pearance in 2014, this is far from meaning a loos of relevance. It already seems to be 
a permanent, stable and very significant player. During 2021 ten Turkish titles were 
exhibited, totaling 763 hours. This is equal to the number of Ibero-American pre-
miere titles, not counting Chile, and represents 5% more of screen time, distributed 
among the four greater audience channels, and broadcast during the afternoons, 
prime time and night time. On the other hand, considering that a decade ago, in 
2011, the amount of exhibition hours of Ibero-American fiction more than doubled 
the current, it is clear that Turkish fiction is a substitute that has displaced this re-
gional fiction from its former place on Chilean screens. 

Table 4 also shows that Ibero-American fiction just came from three countries: 
Mexico, Brazil and Colombia. In 2020, Spanish and US Hispanic titles were also 
observed. As you go back to previous years, you are more likely to find titles from 
other origins. Along with the reduction of Ibero-American fiction participation on 
Chilean television screens, there has been a greater concentration in few countries, 
particularly in Mexico and Brazil. Brazilian case, although this country continues 

Country Titles % Hours % 
NATIONAL (total) 13 57 586:40 45 
OBITELCOUNTRIES (total) 10 43 719:30 55 
Argentina 0 0 0:00 0 
Brazil 3 13 146:05 11 
Chile 12 52 582:45 45 
Colombia 1 4 43:50 3 
Ecuador 0 0 0:00 0 
Spain 0 0 0:00 0 
USA Hispanic 0 0 0:00 0 
Mexico 6 26 529:35 41 
Peru 0 0 0:00 0 
Portugal 0 0 0:00 0 
Uruguay 0 0 0:00 0 
Venezuela 0 0 0:00 0 
COPRODUCTIONS (total) 1 4 3:55 0 
National Coproductions 1 4 3:55 0 
Obitel Countries Coproductions 0 0 0:00 0 
TOTAL 23 100 1306:10 100 
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to have a significant presence, its participation has decreased since Globo broke its 
decades-long alliance with Canal 13 to move it to Mega.

TABLA 5. Chilean and Ibero-American fiction formats exhibited in 2021

 Source: Kantar IBOPE Media Chile - OBITEL Chile

Table 5 records an unprecedented event since the first edition of this Obitel year-
book in 2007: the broadcast time of Ibero-American series, not including Chile, 
surpassed that of telenovelas. The series reached its highest point (336 hours) and 
the telenovelas the lowest (229 hours). This should be read in conjunction with what 
has been said about Turkish fiction: both data suggest that the substitution effect of 
Turkish fiction has fallen mainly on telenovelas.

Regarding the formats, Table 5 shows that Ibero-American fiction also convergence 
towards series and telenovela at the expense of other formats. The counterexample is at 
the same time a confirmation of its uniqueness. 21% of Ibero-American hours corre-
spond to unitary, but it refers to a single title, La Rosa de Guadalupe, which averages a 
home rating point, in a channel that goes through severe economic problems because 
of its entire programming has similar results.

Format 
Titles Hours 

National % Obitel Area % National % Obitel Area % 
Telenovela 7 54 4 40 545:00 92,9 229:10 31,9 
Series 2 15 5 50 20:50 3,55 335:35 46,6 
Miniseries 3 23 0 0 10:45 1,83 0:00 0 
Telefilm 0 0 0 0 0:00 0 0:00 0 
Unitary 0 0 1 10 0:00 0 154:45 21,5 
Docudrama 1 7,7 0 0 10:05 1,72 0:00 0 
Others 0 0 0 0 0:00 0 0:00 0 
Total 13 100 10 100 586:40 100 719:30 100 
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TABLE 6: The ten top titles in 2021

Source: Kantar IBOPE Media Chile – OBITEL Chile

A notorious fact in Table 10 is the predominance of Mega, not only in domestic 
productions, but also in the only foreign title included in the Top 10 of the most 
watched television fictions during 2021. The only exception to this supremacy is a 
late new season of Mea Culpa after 12 years off TVN screen. Although they were 
only eight new episodes, the programming of this docudrama included 90 broad-
casts, between reruns of new episodes and reruns of past seasons.

As noted, Turkish fiction occupies a significant space in airtime, even greater than 
Ibero-American, but without achieving the audience levels it had reached in previous 
years, when, if it had been included, two or three Turkish telenovelas would have in-
tegrated the Top 10. This year, only one, Fuerza de Mujer (TVN), would have entered 
and placed eighth, displacing the only non-Chilean telenovela from the Table.

Finally, it is necessary to draw attention to something that can only be appreciat-
ed by having in view the time series: the Top 10 audience levels. The title that tops 
the ranking, Pobre Novio, with 17 home rating points, since this yearbook is pub-
lished and until 2019, would never have surpassed the fifth place, as most viewed 
fiction usually tended to be around 25 points, but 2021 television fiction results in 
general were lower. In 2019 it recorded a historical low of 22 points; in 2020 it fell to 
19 and in 2021 to 17 points. The same happens if you look at the Top 10 as a whole: 
if five years earlier they averaged 17 points, in 2021 they were around 13. But this 
is not about a general decline in television, it is about the Top 10 decreasing their 
share. If five years ago they averaged 30 points, in 2021 they averaged 22. This means 
that people preference for television fiction has decreased 

 
Title 

 
Channel 

 
Producer company Format/ genre 

No. of 
chap/ep  
in 2020 

Time slot Rating Share 

1 Pobre Novio Mega Mega+ChileFilms (CL) Telenovela/ 
Comedy 83 Prime time 17,0 26,9 

2 Edificio Corona Mega Mega + DDRío (CL) Telenovela/ 
Comedy 125 Prime time 16,3 24,1 

3 Amar Profundo Mega Mega + DDRío (CL) 
Telenovela/ 

Drama-
Comedy  

22 Prime time 16,3 25,4 

4 Mea Culpa El 
Regreso TVN TVN + Dupla (CL) Docudrama/ 

Suspense 8 Prime time 13,5 21,8 

5 Verdades Ocultas Mega Chilefilms (CL) Telenovela/ 
Drama 261 Afternoon 13,3 26,1 

6 Demente Mega Mega + DDRío (CL) Telenovela/ 
Drama 144 Prime time 13,2 20,4 

7 100 Días para 
Enamorarse Mega Mega + DDRío (CL) Telenovela/ 

Comedy 48 Prime time 12,5 20,0 

8 No nos Quieren Ver Mega Mega + AltiroSapiens 
(CL) Series/ Drama 8 Night 11,0 19,9 

9 Isabel Mega Mega (CL) Min-iseries/ 
Drama 3 Prime time 10,2 17,9 

10 Dulce Ambición Mega Globo (BR) Telenovela/ 
Melodrama 93 Afternoon 9,5 19,9 

Total national productions: 9 Foreign Original Scripts:2 
90% 20% 
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Since nine of the ten titles are Chilean, the Table 4A dedicated to the Top 10 
of national titles will be omitted. The only additional title to include would be the 
miniseries Inés del Alma mía, co-produced with RTVE, which was shown on open 
television in September 2021, although it had already been shown in 2020 in Spain 
and on Prime Video.

TABLE 7. Audience profiles of the top ten titles: 
sex, age, socio-economical levels

Source: Kantar IBOPE Media Chile, OBITEL Chile

Although the 2021 Top 10 audience profiles do not deviate significantly from its 
main features: predominant of female audiences, socioeconomic group D and older 
age people, there are some change trends to which it is interesting to pay attention. 
The clearest trend is that the Top 10 audience has been attenuating its markedly 
feminine trait. If five years ago 68% of its audience were women, in 2021 it dropped 
to 61%. Middle age groups are now less representative of Top 10 audience, and so-
cio-economic group D has also decreased its share in the last five years falling from 
49 % to 44 %.

Titles Channel Sex % Socioeconomic level % 
Women Men ABC1 C2 C3 D 

1 Pobre Novio Mega 62 38 8 17 31 44 
2 Edificio Corona Mega 62 38 8 18 33 41 
3 Amar Profundo Mega 60 40 8 18 33 41 
4 Mea Culpa El Regreso TVN 59 41 7 15 26 52 
5 Verdades Ocultas Mega 66 34 7 17 25 51 
6 Demente Mega 57 43 8 19 32 42 
7 100 Días para Enamorarse Mega 57 43 9 18 27 46 
8 No nos Quieren Ver Mega 56 44 7 21 30 42 
9 Isabel Mega 63 37 12 23 32 34 

10 Dulce Ambición Mega 65 35 7 17 27 50 
         

Title Age % 
04 - 12 13-17 18-24 25-34 35-49 50-64 65-+ 

1 Pobre Novio 6 4 5 16 25 25 19 
2 Edificio Corona 6 4 7 18 27 21 16 
3 Amar Profundo 4 5 5 17 25 25 19 
4 Mea Culpa El Regreso 4 2 5 17 21 23 28 
5 Verdades Ocultas 4 3 5 15 21 23 29 
6 Demente 4 4 8 17 29 24 14 
7 100 Días para Enamorarse 6 4 8 20 28 20 13 
8 No nos Quieren Ver 3 3 5 17 27 25 20 
9 Isabel 4 4 6 19 27 18 21 

10 Dulce Ambición 4 3 5 16 19 25 28 
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Finally, the third observed trend is more specific and less clear to interpret, but 
very marked. Young people, aged 18 to 24, has been systematically decreasing its 
share in the first show on the Top 10 list. This means that the participation of those 
young people who are in their higher education stage have fallen gradual but sys-
tematically from 12% to 5%. If you measure similarly the whole Top 10 list, a fall can 
also be observed, but smaller and less regular.

3. Monitoring VOD 2021

3.1. VOD platform market
2020 marked a break in online video consumption habits, because the mobility re-
strictions, imposed by the pandemic, intensified the use of videos as an alternative 
to face to face classes, business meetings, entertainment or just to get some compa-
ny. Precisely this growth in 2020, in which telecommunications companies had to 
strengthen their infrastructure to meet increased demand, sets a floor that already 
incorporates the uses of online video due to the pandemic.

Although specific data about growth in streaming consumption times in Chile 
during 2021 is unavailable, the growth in data traffic offers us an indirect measure. 
Overall, the Subsecretariat of Telecommunications reports an increase of 35% in 
data traffic for all types of content between 2020 and 2021. Regarding streaming, the 
company Entel, which has a 36% share in mobile internet and 9% in fixed internet 
traffic in Chile, estimates that between 2020 and 2021 streaming data traffic grew by 
81% (Subtel, 22a) 10.

The absolute number of users varies greatly among different sources, and perhaps 
it is due to the flexibility of the concept used to define users. Netflix initiated a user 
debugging process to prevent accounts from being shared between different domi-
ciles. For the sole purpose of estimating subscribers, the British company Compari-
tech compared Netflix revenue declared in different countries with the rates charged 
in each of them. Based on this data, it estimated that in 2021Chile Netflix would 
have had a figure close to one million subscribers11.  This figure gives a narrower 
interpretation than other sources focused on the relative participation of each plat-
forms.

The JustWatch streaming guide service provides an estimate of the main interna-
tional platforms from 2021 last quarter12.

10 Entel press release. https://entel.modyocdn.com/uploads/b2a43ec3-b88c-434f-8324-133fdb8ed-
fb2/original/COM_Las_aplicaciones_de_delivery_son_las_que_ma_s_crecieron_durante_2021.pdf
11 See https://www.comparitech.com/tv-streaming/netflix-subscribers/ (accessed on 30/05/2022)
12 See https://marketing4ecommerce.cl/netflix-primevideo-y-disney-los-servicios-de-streaming-
con-mas-usuarios-en-chile/ (accessed on 30/05/2022)



122

Obitel 2022

Chart 3. Participation of major international platforms

An interesting thing about JustWatch as a source is that it keeps track of differ-
ent platforms use on a monthly basis. According to its estimates, main platforms 
shares would have suffered a fall during the second half of 2021, coinciding with the 
launches of HBO max, Paramaount+ and Star+ in Chile.

3.2. VOD analysis in 2020: national and Ibero-American fiction premiere
International VOD platforms are the most used in Chile. However, this does not ex-
clude the existence of local VOD services of a different nature. The list is not exhaus-
tive because there are multiple institutions, for example, universities which have 
audiovisual patrimonies at the service of the community that, in terms of size and 
significance, should be mentioned.

A first group consists of VOD services associated with some Pay TV operator. 
These include Movistar Play, VTR+ (Liberty Latin America), Claro Video (América 
Móvil), Entel Go (Matte Group), and DirecTV Go (Vrio Corp). Usually some con-
tents are available on pay channel without cost to subscribers, but others need to 
be purchased or rented.  In addition, some pay channels also offer access to some 
international platforms contents.

Although main open television channels have VOD services as a free form of 
access to titles already broadcast, they do not create, at least not in a regular and 
significant way, exclusive content for these platforms, nor do they use them to an-
ticipate programs that will be broadcasted by their main signal. These platforms are 
13Now (Channel 13), TVN Play and Mega Go. Unlike these channels, Chilevisión 
uses Pluto TV´s platform, belonging to Paramount, which recently acquired the 
television station.

In a different category, Estadio TNT Sports Chile, although it is not a local plat-
form, is the only way to have access, by subscription, to national professional foot-
ball tournaments, live or VOD.
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Finally, the main State VOD services are Onda Media, for cinema, and CNTV 
Play for television. Offering a more curatorial and limited proposal, the National 
Cinematheque, whose main strength is in the face-to-face screenings, offers paid ex-
hibitions of selected audiovisual pieces. Onda Media, which belongs to the Ministry 
of Cultures, offers free access to Chilean cinema, and pays a fee for each broadcast 
to the cinematographic works holders. Its operating model includes monthly view-
ing limits for each user and for each work. Finally, CNTV Play, belonging to the 
National Television Council, allows free access via VOD to all works that have been 
financed with the competitive funds delivered each year. 

3.3. 2021 VOD Analysis: national premiere fiction and co-productions
Chilean serial fiction premiere is still incipient in streaming platforms, but some of 
the most interesting productions of recent time are found in these platforms. This 
year Mega has explored working models that can be promising. The case of telenove-
la Pobre Novio (referred to in section 6, theme of the year) is especially interesting 
because, while it was still under production, it was broadcast in parallel on Mega’s 
open television signal and on HBO Max

The other two productions mentioned in table 8 are Isabel, a miniseries based on 
the life of the novelist Isabel Allende and broadcast by Prime Video, and on HBO 
Max No Nos Quieren Ver, a series set in the harsh reality of child protection centers. 
Both series were financed by competitive funds from the National Television Coun-
cil, which requires that all works have to be shown on an open television channel.

TABLE 8. Premiere national titles and premiere co-productions 
on VOD in 2021  

Source: Obitel Chile

4. Audience’s Interactivity and Participation 
The digital irruption occurred 20 years ago brought, along with the so-called “new 
media”, the promise of an interactivity through the TV channel itself, without re-
sorting to parallel means such as letters, calls or SMS, and without serving as an im-
mediate and automatic way for traditional media. Despite this, those open television 
channels in Chile producing fiction have simply used interactivity to accumulate 
audiences, limiting it to a form of promoting their production.

PREMIERE NATIONAL TITLES  PREMIERE COPRODUCTIONS  
Prime Video (1) 
01. Isabel (miniseries) 
HBO Max (2) 
02. No nos quieren ver (series) 
03. Pobre Novio (telenovela) 
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In addition to each channel websites, social networks appear as the main audi-
ence loyalty tool.  TV channels’ Twitter and Instagram accounts or those open for 
some specific shows can be used to this end. Unfortunately, the main suggestions 
done by television channels for their audience through social networks are to select 
the content, view it, approve it and share it, but these are options already part of 
social network structural design. The content does not propose another user action 
involving a greater participation, such as questions or proposals that call for a great-
er interaction. There is no dialogue with the audience taking advantage of the digital 
channels available thanks to the high penetr

In times when vertical broadcast is no longer a model, both streaming and free-
to-air television insist on using internet as a showcase that has a large no-touch sign. 
Options are limited to rating or commenting, and it’s not always easy to share. In 
the case of national fiction, there are no spaces for fandom, which is present in other 
audiovisual fiction products, particularly animated series aimed at adolescent and 
youth audiences.  Amphibia, The Owl House, Gravity Falls, and even The Simpsons, 
to name a few, generate a torrent of creativity among their followers that often is 
incorporated into their plots through intertext or other strategies such as transme-
dia. Likewise, products derived from the same fiction programming are created to 
encourage audience participation and interactivity on internet, as it was the case of 
Otra semana en Cartoon, by the Uruguayan Oscar Ferrando Trenchi, who between 
2015 and 2021 collected scenes from a group of titles issued by Cartoon Network 
and put together a narrative proposal with an alternative plot aimed at the same 
audience of those programs.

In the last year, Instagram rose from the third to the second place as the most 
used social network in Chile (Newman, 2022) when it went from 60% to 64% be-
tween 2020 and 2021. Facebook still remains at the top with 75%, but dropped four 
points from 2020. Media noticed this upward trend and took advantage of the image 
predominance offered by Instagram to show its content, something that benefits 
television channels that have their own production and have the rights to display 
images of their products. However, the strategy followed by all the players is diverse 
and sometimes erratic, especially when accounts are created and subsequently have 
no follow-up or share little content. Table 9 shows social networks accounts from 
open television channels and from those platforms with specific accounts in Chile.
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TABLE 9. Chilean platforms and Instagram accounts

Fuente: Obitel Chile

5. Highlights of the year
Chilean serial fiction available on platforms has tended to be a “second life” stream-
ing. Titles such as Los 80, Brujas (2005), Papi Ricky (2007), Preciosas (2016), Prim-
era Dama (2010) and Chipe Libre (2014) were already part of different platforms, 
particularly of Prime Video´s catalog, and the series El Reemplazante was previ-
ously showed on Netflix. However, these were titles, mostly telenovelas, first shown 
on open television and then followed the Chilean streaming format consisting in 
watching the programs first on the website of the channel that broadcasts them 
and, later, on their VOD platforms, such as Mega.cl, 13NOW or TVN Play (Neira, 
Clares-Gavilán & Sánchez-Navarro, 2021). 

In the last two years, fiction series have begun to be produced and exhibited with 
streaming services in mind. Some have had a simultaneous premiere on open tele-
vision and streaming platforms (two series and one telenovela that will be discussed 
in detail in the next section) and others only on platforms (two series). This new way 
of conceiving audiovisual production has led to an internationalization of Chilean 
television on two levels: the strengthening of international co-production and the 
exploration of new themes aimed at audiences, if not global, at least transnational.

Isabel (2021), the bio-series about the life of Chilean writer Isabel Allende, was 
produced by Mega and broadcast simultaneously on Prime Video. This had already 
started in 2020 with Dignidad, the fictional series based on sexual abuses and tor-
tures occurred in the German enclave in Chile, Colonia Dignidad. It was a joint 
production of Mega Media, Invercine & Wood (Chile) and Story House Pictures 
(Germany) and was also broadcast simultaneously on open television, Prime Video 
and Joyn (German streaming service).

Media Account Number of followers (June 2022) 
Channel 13 1,2 millions 
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La Jauría (2020 and 2022), produced by Fábula (Chile), Fremantle (England), 
Kapow (Argentina), was released exclusively on Prime Video. The story, which pre-
miered its second season in 2022, focuses on sexual attacks against women coordi-
nated via internet, and portrays the demands of feminist movements and the dilem-
mas of police and justice institutions regarding these crimes.  

42 días en la oscuridad (2022) was also produced by Fábula and premiered ex-
clusively on Netflix. It uses fiction to narrate the true case of the disappearance and 
murder of an upper-class woman from southern Chile.  

Interest in less local topics and treatment modalities is visible in all these cases. 
Isabel and Dignidad refer to people, places and real events of public resonance in 
several countries. Isabel Allende is the Spanish-speaking writer who has sold most 
books in history, and Colonia Dignidad, which involved Chileans and Germans, is 
a case in which elements of Nazism, pedophilia, military dictatorship, psychological 
domination and torture converge.

La Jauría and 42 días en la oscuridad refer to a genre of suspense, featured by 
narrative arcs focused on police and on the search for those responsible for crime. 
The second case is particularly interesting, because a local police case allows global 
viewers interested in this genre to have access to true crime content.

6.Theme of the Year: Transformations in TV Seriality
The 2021 consolidated a change that had been brewing years ago in Chile, not only 
in terms of content dimensions for streaming platforms, but also in Chilean tele-
novelas structure, both at the narrative and format levels. Two of the most watched 
programs (see Table 6) in Chile during 2021, #PobreNovio and Verdades, both tele-
novelas, are good examples of this change.

#PobreNovio, released in August 2021, is especially relevant since its use in stream-
ing as a “second life” product represented a break.  This telenovela is not only seen 
through the channel’s platforms (open and pay TV and on SVOD and in HD), but 
for the first time it is broadcast simultaneously on a more globally massive stream-
ing platform, HBO Max. The agreement between Mega and HBO Max involves a 
simultaneous premiere, and the chapters could remain on HBO platform without 
commercial breaks. Each entire chapter is also available on YouTube, however, it is 
only members subscribed to the Mega channel that have access to it, as well as to 
those who enter the channel’s platform, Mega.cl.

#PobreNovio, which continues through 2022, is among the most watched titles on 
HBO, both in Chile and in Colombia, after Euforia  (Medina, 2022). Now, this new 
way of presenting the viewing has affected the structure and the program narrative, 
because, although #PobreNovio is presented as a telenovela for Chilean audience, its 
format is a hybridization that responds to neo-television changes (Gordillo Álvarez, 
2004). Unlike Telemundo and its premium series (Piñón, 2019), Chile is working on 
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even a best conceived content, characterized by serial narrative (Buonnano, 2003) 
anchored in melodrama, but far from the specific tropes of telenovela (Fuenzalida, 
Corro & Mujica, 2009).

This narrative strategy meets the needs of regular telenovela consumers while de-
livering a story with a seriality that responds to series format. Series, in their origin, 
consist in unit chapters solving the proposed problem in each episode (López-Guti-
érrez & Nicolás-Gavilán, 2015). Nevertheless

The phenomenon of TV series has been transformed and we find today hybrid forms, 
for example series in which the main issue of the episode can be solved but which 
leave open multiple storylines for the following. We also find situation comedies that 
are far from remaining comical and become dramatic (...) Jaime Barroso (cited by 
Guerrero, 2010) refers to genres as “the large groups in which programs can be clas-
sified on the basis of their thematic content or the target audience”. (...) Another im-
portant point related to the general aspects is the identification data of the series in 
question. All of them are written by teams of writers and often directed by more than 
one person. (López-Gutiérrez & Nicolás-Gavilán, 2015, p. 26).  

#PobreNovio responds to the above statement, and it is closer to the current defini-
tion of what a series is: chapters are not completely unitary, they leave open multiple 
storylines that dissolve themselves in front of a major conflict, diluting the love sto-
ry. In #PobreNovio, Pamela (Francisca Walker) leaves Santiago (Etienne Bobenrieth) 
along at the altar and changes him for an older man, Arturo (Héctor Noguera). 
However, this event is nothing more than an anecdote to give way to various entan-
glements, because Santiago, after becoming viral on social networks, is contacted by 
a publicist, Eduardo (Diego Muñoz), to “raffle” him as boyfriend, being Alicia (Luz 
Valdivieso) the winner who supposedly gets pregnant. At the same time, Santiago 
begins to fall in love with Francisca (Montserrat Ballarín), Eduardo’s girlfriend and 
also Arturo’s daughter. The telenovela separates itself from the central love story 
promised (the triangle of Pamela-Santiago-Francisca), which, although prevails as 
a cohesive part of fiction and a significant number of chapters (25, 50, 75, etc.) are 
dedicated to it, is far from being the main story.  Regarding the narrative milestones, 
in terms of problems, situations and events, the secondary plots are those that grow 
during each chapter, falling into an Arthurian narrative (Pérez & Garín, 2013), pre-
senting a perennial intermediate, infinite characters and simultaneous adventures 
that are expanded and often privileged over the love story that defines the telenovela 
(Aprea & Martínez, 1996, López-Pumarejo, 1987; Mazziotti, 2006).

This change is due, in part, to the fact that it is a product designed for stream-
ing and it does not respond to the logic of Chilean television´s programming.  
Although it is presented as a prime time telenovela (20:00-21:00 hours) does not 
respect the time stipulated by the Chilean television industry, delivering chapters 
that last no more than 30 minutes and have a fragmented narrative. Currently, 
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both the division into block of each chapter and the disconnection between the 
intrigue and the typical telenovela progressive structure are evident (Valenzuela, 
2012). It seems like #PobreNovio, in order to comply with the structure of virtual 
platform (Morazzo, 2018), respond to the concept of “seasons”,  whose virtual cuts 
are delimited and love conflicts resurface: in chapter 25, Pamela asks Arturo to mar-
ry her; in chapter 50, Santiago is raffled to Alicia; in chapter 75, Francisca and Santi-
ago have an important break that distances them, giving a space for Alicia to confess 
her love and then she kisses Santiago in chapter 80; etc. This seems to be the logical 
continuation of Chilean telenovela transformation, since the analysis of Verdades 
Ocultas, which is framed in the ongoing research “Formation of citizen audiences: 
Adolescents and telenovelas in times of intolerance” (ANID/FONDECYT regular 
1200108), allows to elucidate these structural changes, where a new narrative and 
structural paradigm of this type of fictions is glimpsed.

Verdades Ocultas, released on July 24, 2017, hooked the Chilean audience with 
the long-suffering story of the Verdugo sisters, separated by their own mother, who 
sold the youngest of them due to the economic hardship in which they lived. Ini-
tially rooted in the love story of two separated sisters who fall in love with the same 
man, and anchored in structural concepts of classical melodrama (Cabrujas, 2015; 
Valenzuela, 2012), its success involved an unexpected extension, being to date the 
longest Chilean telenovela in history - despite the fact that in it little remains of 
telenovela: over the years, the love triad slowly ceased to be the central focus, be-
coming a melodramatic hybrid with tinges of suspense and thriller. This show can 
be watched today in Amazon Prime (León, 2022). 

This transformation led to important and substantial narrative changes, in struc-
tural and seriality terms, moving away from the model of classic daytime telenove-
la (Martín-Barbero, 2002; Mazziotti, 1996, 2009) and approaching the American 
soap opera (Allen, 1995; Harrington, 2016; Matelski, 1999).  However, Verdades 
Ocultas today not only moves away from the tropes of the classic telenovela, but it 
has disrupted the seriality inherent to its format (Martín-Barbero & Muñoz, 1992; 
Valenzuela, 2012): it is divided into seasons (see Table 10) and its focus falls on in-
trigues, mystery and suspense/thriller, and not in the original love story. The plot 
is now about the emergence of a big evil or great villain that goes in crescendo, 
making several characters disappears; first Agustina as Amelia, then Leonardo, alias 
the Saint, then Eliana, then the same Rocío, and finally, the son of Eliana, Matthew. 
Currently, the only constant in Verdades Ocultas is the main location, Pasaje Espe-
ranza, referring to great soap operas such as Coronation Street or General Hospital 
that today also mimic the serial format. 



129

Chile

TABLE 10. Chronology of Verdades Ocultas

Seasons Focus 

Season 1 
168 episodes (1-168) 
from 24/7/2017 to 
1/3/2018 

Laura, a single mother of two girls, makes the hardest decision of her life by selling one 
of her daughters so she can feed the other. Fate will put her back in front of the 
daughter she sold, and Laura will have to pay a high price for the decision she made 20 
years ago. Meanwhile, the sisters, Rocío and Agustina, will face each other for the love 
of the same man, Tomás, unaware of the bond that binds them. 

Season 2 
114 episodes (169-282) 
from 22/3/2018 to 
9/8/2018 

Agustina has killed her biological father in defense of her mother. Fleeing from justice, 
she has been forced to fake her own death, separating herself from the man she loves, 
from her son, her mother and her sister. After a plastic surgery, she comes back with a 
new identity, now she is Amelia, and this way  she hides from Leonardo’s obsession, and 
will seek to mend the past and recover her son, Tomasito. 

Season 3 
165 episodes (283-447) 
from 30/8/2018 to 
25/4/2019 

Thomas, after divorcing Rocío, because she discovered him being unfaithful, marries 
Amelia looking for a quieter life, but deep down he is falling more and more into 
Agustina´s game, who seeks, using her false identity, to be the legal mother of Tomasito 
to finally flee the country with him and Ricardo. However, this could be frustrated by 
Leonardo, who continues to do his best to reach Agustina whom he hates now. 
Leonardo ends up killing Laura, after revealing his revenge plan. 

Season 4 
168 episodes (448-615) 
from 26/4/2019 to 
30/12/2019 

The apparent death of Tomasito has changed everyone’s lives. No one knows that the 
evil Eliana discovered that Tomasito was adopted by her ex-lover, who calls him 
Cristóbal. Agustina has lost her mind, Tomás has been convicted for murdering 
Leonardo and Rocío has chosen to leave the pain behind and give his son Benjamín a 
prosperous future with Rafael, even if the little one is actually Tomas´ son, a secret he 
has sworn to keep. Agustina, for her part, has begun her healing process, yearning one 
day to be who she was but she still tormented by nightmares in which she sees her son 
still alive. 

 

Season 5 
188 episodes (616-804) 
Part 1 

From 31/12/2019 to 
8/5/2020 
Part 2 
from 19/10/2020 to 
1/3/2021 

Agustina and Rocío are closer than ever. After risking her life to save Rocío, hopes of 
becoming a family are increasingly possible for Agustina, especially when they start a 
war, united against the perverse Eliana. Rocío has been separated from her son 
Benjamín, who lives happily with his father and his beloved aunt Eliana. Rocío will join 
Leonardo to recover her son, without imagining the cost she will have to pay for her 
alliance with her sister Agustina’s greatest enemy. 

 

Season 6 
152 episodes (805-957) 
from 2/3/2021 to 
1/10/2021 

After 25 years, Rocío returns to Chile to approach her son Benjamín under the name of 
Ana, escaping from Spain after the death of Leonardo, with whom she had a daughter, 
Martina. Rocío plans to take revenge on her sister Agustina and Tomás, as she feels she 
was punished too much for her mistake of allying with Leonardo to imprison Eliana. 
Rocío did not expect Martina to come to Chile to uncover truths from the past, reliving 
Eliana´s hatred, who was released from prison and seeks to approach her son Mateo. 

Season 7 
? (958-?) 
4/10/2021 to ? 

After the death of Eliana, murdered by Cristóbal, Mateo begins a vendetta against him, 
murdering Cristóbal’s grandmother, María Luisa, and running over Martina. Their 
murders are the start of a series of misdeeds that will lead Rocío to investigate who is 
behind all the deaths. 
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Introduction
The year 2021 presented an interesting and disturbing panorama at the same time, 
both in television fiction as in the country’s reality. Colombia was torn between the 
final anguish of the pandemic and a national strike, which filled television screens 
with scenes that led to a complex and overwhelming social climate. In this context, 
with news and information as the main protagonists of the media, television fiction, 
similar to the year 2020, was filled with reruns, but at the same time with a few new 
productions, the appearance of the remake and experimentations on public televi-
sion as conditions to become visible, on the small screen, a possibility of being the 
space of refuge, longing and hope in the midst of a convulsed panorama. This is 
explained since the fictions of days gone by allowed memory to combine with the 
imagination of new creations and the reinventions of productions from other times 
in order to be the protagonists of Prime Time, after the harsh images of the news 
and the incipient return of reality shows, without neglecting the importance of the 
Olympic Games and the Copa América as major sporting and television events of 
the year. And along with this context, a growing demand for VoD systems, now with 
new actors and products to accompany the days in a country crossed by the echoes 
of a social outbreak and daily reports of infections.
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1. The Audiovisual Context of Colombia in 2021

1.1. Open television in Colombia

Table 1. National Broadcast Television Networks/Channels in Colombia

Source: Obitel Colombia

In 2021 in Colombia there were the five national channels that have starred on na-
tional screens. Caracol and RCN were the protagonists again, although the way 
in which Señal Colombia has been venturing into the digital world cannot be de-
nied, even with exclusive productions for its National networks of public television 
(RTVC) Play Video on Demand (VoD) system. Now, there are no new signals or 
simulcasting in the territory, but rather, alongside the national channels, it is also 
possible, through cable television systems, to tune in to regional channels such as 
City TV, Capital, Teleantioquia, Telecaribe, Telepacífico, among others and that, al-
though they do not reach the national territory through an open signal, they do so 
thanks to the offer of private cable operators in Colombia.

Graph 1. TV rating and share by broadcaster (rating by household)

Source: Obitel Colombia / Kantar Ibope Media Colombia

 

Private channels (3) Public channels (2) 

Caracol Señal Colombia 

RCN  Canal Institucional 

Canal Uno  

TOTAL CHANNELS = 5 
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Home 
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% Share (%) 

Caracol 16,09 49,01 42,26 

R.C.N. 11,08 33,74 25,65 

Canal Uno 2,76 8,42 19,72 

Señal  2,4 7,31 6,84 

Institucional 0,5 1,52 2,16  

TOTAL 32,83 100 96,63 
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In 2021, Caracol is once again the channel with the highest rating in the country, 
surpassing RCN by five points. This is largely due to the transmission of sporting 
events, the centrality of news spaces and, in turn, the importance of fiction (mainly 
reruns) during the year. In the case of Señal Colombia, its growth is significant in 
representation of public channels in the nation.

Graph 2: Genres and hours aired in TV programming

Source: Obitel Colombia

 
In the case of the genres and hours of transmission, it is necessary to point out the 
preponderance of the sports and information genres during 2021, mainly due to 
the transmission of the Olympic Games (because of their schedule, they also filled 
the space of the newscasts) and the Copa América. Once again, fiction occupies a 
prominent place along with entertainment, fundamentally due to the appearance of 
reality shows during the year in the Prime Time slot.

1.2. Pay TV and VoD platforms in Colombia
In Colombia, the main player in the market, with regards to pay TV, is Claro, which 
has the largest coverage in the nation and the largest number of subscribers, dou-
bling the number and percentage of UNE, DirecTV, Movistar, HVTV and ETB, 
which are the other operators in the country. In the midst of Claro’s preponderance, 
it is important to point out that this company registered 6.2 million subscribers in 
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the national territory. On the other hand, in the case of VoD platforms, during 2021 
they increased their presence and number in the nation, also having more than 6 
million subscribers between all of them during the last year. Thus, the nation has 
Netflix, Amazon Prime Video, Disney+, Star+, HBOMax, Paramount+, AppleTV, 
Starzplay, Win Sports+, added to the systems of each cable operator, as is the case of 
Claro Video and, additionally, the platforms belonging to national channels such as 
Caracol Play and RTVC Play. Thus, both pay TV and VoD platforms have become 
fundamental actors on the country’s television scene.

Table 2. Pay television channels in Colombia

Source: Obitel Colombia

The most watched channels on pay television in Colombia were selected because 
they are the most remembered by the public and are the ones generally broadcasted 
in different meeting places such as bars, shopping malls, clinics and entertainment 

 

10 most watched pay TV channels in Colombia 

Channel  Genre  Origin  Selection criteria 

ESPN  Sports 

United States  

Sports channel that is broadcast in different 

meeting spaces in order to watch soccer and other 

international matches 

FOX Sports  Sports United States Sports channel that is broadcast in different 

meeting spaces in order to watch soccer and other 

international matches 

Win Sports Sports Colombia Sports channel that is broadcast in different 

meeting spaces in order to watch national soccer 

matches 

TNT  Fiction United States  Series and movie channel that is broadcast in 

meeting spaces 

Star Channel Fiction United States  Series and movie channel that is broadcast in 

meeting spaces 

Cartoon Network Children’s  United States  Children's channel that is broadcast in children´s 

meeting spaces  

Disney Channel Children’s United States  Children's channel that is broadcast in children´s 

meeting spaces 

AXN Fiction United States  Series and movie channel that is broadcast in 

meeting spaces 

Discovery 

Channel 
Information United States  Documentaries channel that is broadcast in 

meeting spaces 

CNN en español Information United States News channel that is broadcast in meeting spaces 
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establishments. It should be noted that national production occupies an import-
ant place in the case of sports with the Win Sports channel, which is dedicated to 
sports. In the case of fiction, national premieres during 2021 were absent on basic 
pay television, although Local production did have a presence on premium content 
channels, mainly in the case of HBO with the series Mil Colmillos, also distributed 
by the HBOMax streaming system. On the other hand, it can also be seen that, in the 
main paid channels, there is a similar place of origin: The United States, since most 
of the content belongs to large media conglomerates such as Disney, Warner and 
Sony, among others.

Table 3. VoD in Colombia

Source: Obitel Colombia

1.3 Independent production companies of television fiction
The production of audiovisual content in Colombia has found wide possibilities for 
development, after the implementation of Law 814 of 2013, from which the financ-
ing of cinematographic products and the expansion of benefits for production com-
panies have been promoted. From this panorama, for the year 2021, the positive 
progress of this industry was notable, so that investments of more than 737 billion 
pesos have been registered and more than 4,800 jobs have been generated by the 
Government.

However, it has not only been the processes promoted by the Colombian gov-
ernment that have driven the progress of the Colombian audiovisual production 
industry, but factors such as the incentives offered, the locations in the country and 
the quality of work offered have also been highlighted. Thanks to these factors, the 
progress of the industry has been remarkable:

Top Active VoD Platforms in 

2021 

Netflix, Amazon Prime Video,  

Disney+, Star+, Claro Video, 

DIRECTV GO, HBO MAX, 

Paramount +, AppleTV, Starzplay, 

Win Sports+, Claro Play, ETB 

Play, Movistar Play, Tigo Play, 

RTVC Play, Caracol Play 

TOTAL: 17 
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“during 2021 Colombia reached US$ 38 million in potential business. Currently 22 
Colombian audiovisual companies have novelties for the sector. Among them are: 
Cinemalab Studios, Dessu Productions; Telecinco; Teasered Company; Provideo; 
and Primetime Media. Also, Digitz Film; Metro TV; Dramax; Pulsar Studios; Punta 
Fina; CMO Producciones; Nuevos Medios; Bombillo Amarillo; Lulo Films and Cen-
tauro. Also, Rharyela; FOX Telecolombia; Caracol TV; Pilas Colombia; Salabi; and 
Opción Video Digital” (La Cruz, 2021)

It is expected that by 2022 the figure will continue to increase and the industry will 
maintain the export processes of audiovisual products, but also that Colombia will 
continue to be seen as a possibility for filming spaces and hiring of pre and post 
production services.

1.4. Sources of financing of the audiovisual sector
The Colombian economy in general was greatly affected by the conditions estab-
lished as a result of the Covid-19 pandemic, this is reflected in the figures presented 
for the year 2020. However, 2021 was a year that can be considered positive for the 
audiovisual sector. This is corroborated by the data presented by the Data Flash 
of the Communications Regulatory Commission, which recorded that “the reve-
nues associated with the subscription television service in 2021 reached $3.4 billion, 
which represented a growth of 4.25 % compared to 2020. Subscribers reached 6.2 
million, presenting an increase of 1.74% compared to 2020” (2022).

Now, within the data found in the Ibope report for 2021, advertising, one of the 
main sources of financing of the audiovisual sector, continues to be a highly im-
portant factor and for this year reached a total investment value of more than of five 
billion pesos, which means an increase of 15% compared to the immediately previ-
ous period. The prime time slot of Caracol Noticias continues to be the space where 
the greatest investment is received for this item, reaching a value of more than two 
hundred and sixty million pesos by 2021.

With the investment that the country maintains to advance in matters of the audio-
visual industry, it is expected that the sector will continue with the growth presented 
and that the investments for the year 2022 will continue with the upward trend.

1.5. Communication policies
The first issue to take into consideration regarding communication policies in 

2021 has to do with the economic reactivation that began in the middle of the year 
with Decree 580 of 2021, in which instructions were given for the care of the health 
and life of Colombians during the safe economic reactivation. These recommenda-
tions were extended to all sectors of national life, which made the reactivation of 
fiction recording and production processes feasible in the nation, taking into account 
all the biosafety recommendations established in this new phase subsequent to the 
confinements that starred in 2020 and half of 2021. 
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Now, in terms of connectivity in 2021, several national initiatives were present-
ed such as Hogares Conectados, NavegaTIC, Zonas Digitales, and rural areas also 
began to have access to 4G mobile technology. The first of these programs consisted 
of offering low Internet access rates for the most vulnerable sectors; the second, to 
put into operation 2,638 free internet connection points in urban and rural public 
places; the third, in the delivery of 340,821 SIM Cards for students of official schools 
in grades 9, 10 and 11, public universities, educational institutions such as SENA, 
and Mujeres Emprendedoras. However, in terms of communication, the fundamen-
tal event was led by a scandal that was added to the conflicts typical of the causes 
of the social outbreak of 2021: the controversial case of the contract with populated 
centers, in which the Ministerio de las Tecnologías de la Información y la Comuni-
cación (MINTIC) faced serious accusations in connection with public procurement 
for connectivity technologies in schools in rural areas of the nation.

1.6. Digital and mobile connectivity infrastructure
The country’s trends continue to increase in terms of digital connectivity and the use 
of the different technologies employed for this purpose. According to the Data Flash 
of the Comisión de Regulación de Comunicaciones (2022), “in the third quarter 
of 2021, revenues from the mobile Internet service grew 6.1% and accesses 17.6%, 
compared to the same period of the previous year, while traffic increased by 94.5%”. 
Despite the arrival of the new operator WOM, the consumption trend is maintained 
by the three main companies dedicated to this work; Claro being the one that occu-
pies the first place with 61.6%, a wide advantage over the other companies that occu-
py the second and third place, which are Movistar with 18.9% and Tigo with 16.4%. 

In addition to these figures, it is important to note that “for the month of Sep-
tember 2021, the penetration rate for the mobile Internet service was 70 per 100 
inhabitants, higher by 10 percentile points compared to the same month of the pre-
vious year” (Comisión de Regulación de Comunicaciones, 2022). This news is high-
ly relevant because it not only demonstrates the progress that is being made in the 
sense of achieving greater coverage, but also shows the country’s concern to meet 
the Sustainable Development Goals (SDGs) by 2030. 
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2. Analysis of the Year: National and Ibero-American Fiction 
Premiere on open TV

Table 1. Fictions broadcasted in 2021

Source: Obitel Colombia 

UNPUBLISHED NATIONAL TITLES  
 9 Titles  
 
Canal Caracol – 2 Titles 

1. La Reina del Flow 2 (Series) 
2. El Hijo del Cacique (Telenovela) 

Canal RCN – 5 Titles 

3. Enfermeras (Telenovela) 

4. Pa quererte (Telenovela) 

5. La Nieta Elegida (Telenovela) 
6. Café con Aroma de Mujer (Telenovela) 

7. Lalas Spa (Telenovela) 

Canal 1 – 2 Titles 

8. BJ el Propio (Series) 

9. Libertador (Series) 

CO-PRODUCTIONS  
1 Title 
 

Canal 1 – 1 Title 

1. Decisiones (Series – Colombia- Unites States - 

Puerto Rico) 
 

UNPUBLISHED FOREIGN TITLES  
11 Titles 
 
Canal Caracol – 5 Titles 

1. Nicky Jam el Ganador (Series-Mexico) 
2. Sandro de América (Series- Argentina) 
3. Imperio de Mentiras (Telenovela- Mexico) 
4. Mi Marido Tiene Familia (Telenovela- Mexico) 
5. El Dragón (Telenovela- Mexico) 

Canal RCN – 3 Titles 
6. Te Doy La Vida (Telenovela- Mexico)  
7. La Usurpadora (Telenovela- Mexico) 
8. Quererlo Todo (Telenovela- Mexico) 

Canal 1 – 3 Titles 

9. El Final Del Paraíso (Series- Unites States) 

10. El Charrito Negro (Series- Mexico) 

11. El Secreto De Selena (Series- Unites States) 

 

     TOTAL UNPUBLISHED OBITEL TITLES: 20      
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Table 1b. Broadcast of reprise titles during 2021

 Source: Obitel Colombia 

In 2021, reprise titles outnumber national unreleased titles again.

Table 2 National Fiction Premiere

Source: Kantar IBOPE Media Colombia– OBITEL Colombia

In the last five years, particularly from 2017 to 2018, the trend of fiction premiere 
production was significantly growing. Later, between 2019 and 2020, there was 
a collapse in the number of fiction premieres, due to the confinements resulting 
from the COVID 19 pandemic, which, although it contradicts the growing trend, 

REPRISE NATIONAL TITLES – 13 Titles REPRISE FOREIGN TITLES – 4 Titles 

Canal Caracol – 4 Titles Canal Caracol – 2 Titles 
1. Nuevo Rico, Nuevo Pobre (Telenovela) 1.Lo Que La Vida Me Robó (Telenovela, Mexico) 
2. Pedro El Escamoso (Telenovela) 2.Mar De Amor (Telenovela, Mexico) 
3. Pasión de Gavilanes (Telenovela) Canal RCN – 1 Title 
4.Vecinos (Telenovela) 3.Soy Tu Dueña (Telenovela, Mexico) 

Canal RCN – 9 Titles Canal 1 – 1 Title 
5. Francisco El Matemático (Telenovela) 4.La Rosa De Guadalupe (Series, Mexico) 
6. El Último Matrimonio Feliz (Telenovela)  
7. Betty La Fea (Telenovela)  

8. Chepe Fortuna (Telenovela)  
9. Rosario Tijeras (Telenovela)  

10. El Capo (Telenovela)  

11.La Hija Del Mariachi (Telenovela)  

12.A Mano Limpia (Telenovela) 
13.Pobres Rico (Telenovela)  

  

  

 TOTAL OBITEL REPRISE TITLES: 17 Titles 

 

Year Titles Episodes Hours 
2017 9 810 608 
2018 12 1080 810 
2019 11 990 743 
2020 8 720 540 
2021 9 790 615 
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is explained by limitations in the recordings given by the lockdowns. However, for the 
year 2021 a reactivation of the industry with a significant growth trend is observed.

Table 3. National fiction premiere formats

Source: Kantar IBOPE Media Colombia – OBITEL Colombia

At a national level, there is a strong tendency to consume telenovelas, which are 
mostly seen in prime time, and correspond to reprises, although the new production 
is also positioned in this format, to the detriment of the preponderance of series in 
previous years.

Table 4. Premiere fiction in 2021: countries of origin

   Source: Kantar IBOPE Media Colombia – OBITEL Colombia

Formats 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 3 1 4 4 7 202:30 67:30 270:00 270:00 472:30 
Series 6 11 7 4 2 405:00 742:30 472:30 270:00 202:30 
Miniseries 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Sitcoms 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Others 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
 

Country Titles % Hours  % 
NATIONAL (total) 10 45 900:00 53 
OBITEL COUNTRIES (total) 12 55 783:00 47 
Argentina 1 5 67:30 4 
Brazil 0 0 0:00 0 
Chile 0 0 0:00 0 
Colombia 9 41 832:30 36 
Ecuador 0 0 0:00 0 
Spain 0 0 0:00 0 
USA - Hispanic 2 9 135:00 8 
Mexico 7 32 540:00 32 
Peru 0 0 0:00 0 
Portugal 0 0 0:00 0 
Uruguay 0 0 0:00 0 
Venezuela 1 5 67:30 4 
CO-PRODUCTIONS (Totales) 2 9 120:00 7 
National Co-productions  1 5 60:00 4 
Obitel Countries Co-productions 1 5 60:00 4 
TOTAL 22 100 1683:00 100 
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This table makes Colombia’s opportunity visible, along with the rest of the Obitel coun-
tries, in terms of reactivating the television industry and therefore that of each country.

Table 5. National and Obitel fiction formats broadcasted in 2021

Source: Kantar IBOPE Media Colombia – OBITEL Colombia

This table shows the preponderance of the telenovela, associated, of course, with the 
prominence of the reprise.

Table 6: 10 Most Viewed Titles

Source: Kantar IBOPE Media Colombia – OBITEL Colombia 

Format 
Titles Hours 

National  % Obitel Scope % Nationals  % Obitel Scope % 

Telenovela 33 89 23 85 227:30 45,7 1552:30 85,2 

Series 4 11 4 15 270:00 54,3 270:00 14,8 

Miniseries 0 0 0 0 0:00 0 0:00 0 

Sitcom 0 0 0 0 0:00 0 0:00 0 

Unitary 0 0 0 0 0:00 0 0:00 0 

Docudrama 0 0 0 0 0:00 0 0:00 0 

Others  0 0 0 0 0:00 0 0:00 0 

Total 37 100 27 100 497:30 100 1822:30 100 

 

Titles Channel Producer 
(Country) Format/genre 

No. of 
cap/ep in 

2021 
Time 
slot Rating Share 

1 
Pasión De 

Gavilanes 
Caracol 

RTI TV 

Colombia 
Telenovela 238 

Prime 
16,09 50,91 

2 
La Reina Del 

Flow 2 
 Caracol 

TELESET 

Colombia 
Series 90 Prime 11,45 36,39 

3 
Pedro El 

Escamoso 
 Caracol 

CARACOL 

Colombia 
Telenovela 397 Late 10,47 40,27 

4 
Nuevo Rico 

Nuevo Pobre 
  Caracol 

CARACOL 

Colombia 
Series 192 Prime 8,3 37,42 

5 
Yo Soy Betty 

La Fea 
RCN  

RCN  

Colombia 
Telenovela 156 Prime 7,98 30,13 

6 Enfermeras RCN  
RCN  

Colombia 
Telenovela 180 Late 7,98 29,59 

7 Pa’ Quererte RCN 
RCN  

Colombia 
Telenovela 130 Prime 8,05 28,3 

8 
El Hijo Del 

Cacique 
CARACOL 

Caracol 

Colombia 
Telenovela 80 Late 7,63 30,91 

9 
La Nieta 

Elegida 
RCN 

RCN 

Colombia  
Telenovela 70 Prime 7,25 27,92 

10 
Café Con 

Aroma De 

Mujer 

RCN 
RCN  

Colombia 
Telenovela 92 Prime 7 24,6 

Total of national productions: 10 Original foreign scripts: 0 
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It is interesting to observe in this table that the most watched fictions at the national 
level are precisely produced in Colombia and are reprises.

Table 7: Audience profile of the 10 most viewed titles: 
sex, age, socioeconomic level

Source: Kantar IBOPE Media Colombia – OBITEL Colombia

In this table it can be seen that it is women who consume fiction the most. According 
to the titles studied in this chapter, 6 out of 10 people who watch television fiction are 
women. In addition, the fictions that occupy the first positions of rating are observed, 

Titles Channel  

Sex % Socioeconomic level % 

Female  Male ABC1 C2 C3 D 

1 Pasión De Gavilanes Caracol 55% 45% 40% 30% 20% 10% 
2 La Reina Del Flow Caracol 60% 40% 60% 20% 10% 10% 
3 Pedro El Escamoso Caracol 57% 43% 58% 22% 12% 8% 
4 Nuevo Rico Nuevo Pobre Caracol 56% 44% 52% 25% 15% 10% 
5 Yo Soy Betty La Fea RCN 62% 38% 57% 23% 13% 7% 
6 Enfermeras RCN 70% 30% 53% 27% 12% 8% 
7 Pa Quererte RCN 56% 44% 56% 24% 11% 9% 
8 El Hijo Del Cacique Caracol 61% 39% 52% 26% 15% 7% 
9 La Nieta Elegida RCN 66% 34% 50% 23% 16% 11% 

10 
Café Con Aroma De 

Mujer 
RCN 64% 37% 25% 35% 23% 17% 

Title Channel 
Age range (%) 

04 - 12 13-17 18-24 25-34 35-49 50-64 

1 Pasión De Gavilanes Caracol 
2% 

 
4% 

 
0,6% 

13% 
 

39% 
 

41,4% 
 

2 La Reina Del Flow Caracol 2% 
4% 

 

5% 

 

16,3% 

 

36,5% 

 
36,2% 

3 Pedro El Escamoso Caracol 2% 4% 6% 16% 36% 36% 

4 Nuevo Rico Nuevo Pobre Caracol 2% 4% 
4% 

 
13% 

37% 

 
40% 

5 Yo Soy Betty La Fea RCN 3% 
4% 

 
5% 

17% 
 

35% 36% 

6 Enfermeras RCN 2% 5% 5% 14% 37% 37% 
7 Pa Quererte RCN 3% 6% 5% 17% 34% 35% 
8 El Hijo Del Cacique Caracol 2% 3% 5% 13% 38% 39% 
9 La Nieta Elegida RCN 2% 5% 4% 13% 38% 38% 

10 
Café Con Aroma De 

Mujer 
RCN 7% 

7% 
 

8% 16% 31% 31% 
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for the most part, in homes of average socioeconomic level. Thus, it can be said that 
television was one of the main means of entertainment in the Colombian’s process 
of returning to the in-person modality.

3. VoD monitoring 2022
VoD in Colombia offers a paradoxical scenario that makes it possible to account for 
the distance between the large private channels and public television. This is how, 
in the case of the private ones, it is produced for the big platforms (Netflix, Amazon 
and, recently, HBO), with projects in 2021 and a projection to be carried out in 2022 
and, in addition, a long catalog of reprises. For its part, there is production, in the 
case of RTVC, a Colombian public media system, with a proposal that even tends to 
explore new technologies, although without counting on the wide audience of pri-
vate media, as happens with the series El inquisitor, whose second season, planned 
for 2022, not only includes the bet of recording with mobile phones but also uses a 
concept of interactivity in its narrative.

3.1. VoD Platform Market in 2021
In the case of the VoD platform market, the national scene shows an exponential 
increase in supply, passing to a total of 17 providers, as previously indicated, with 
Netflix being the dominant platform and RTVC Play the innovative bet that emerg-
es from public television. This is due to the arrival of offers such as those from Star+, 
Paramount+ and other actors, which, although they do not manage to count with 
the high number of subscribers as those with privileged positions in the market do, 
as is the case of Netflix or Amazon Prime, did allow a greater diversification of the 
offer for those who found on the platforms an entertainment space in the midst of 
confinement. 

This is why 2021 was a year of significant growth for the platforms, reaching more 
than six million subscribers among the different offers present in the country, thus 
equaling the offer of cable television and even promoting mixed models in which 
the access to a cable operator also allowed access to a platform. In some cases, that 
access was initially free, with payments in months outside of the initial promotion; 
but, in any case, it offered the possibility of having both cable television and access to 
streaming, as in the case of HBO+ and pay television operators such as Claro. This, 
not to mention the projection that, in 2022, Star + will go off the air as a package 
of Premium channels and its access will be offered together with pay TV channels.

As for alliances, the trend established by the relationship between Caracol and 
Netflix is   maintained, but RCN has also gradually joined, which has allowed the 
contents of both channels to circulate on the red platform. Rights have also begun 
to be transferred on Amazon Prime, which has allowed curious phenomena to oc-
cur such as, having a reprise like Pasión de Gavilanes simultaneously occupying a 
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position among the 10 most watched on Netflix in the same week as it was one of the 
most viewed in the open signal. On the other hand, with the arrival of Mil Colmillos 
in HBOMax as the first original production made in Colombia for this platform, 
national productions made for exclusive content of platforms or payed channels is 
also reset, as it happened with Distrito Salvaje; the first seasons of Narcos and other 
productions made in the nation, but destined directly for VoD systems.  

Finally, it is necessary to point out the interesting bet made by public television 
with RTVC Play: a free platform; with an offer of premiere, cultural, reprise and chil-
dren’s content. Productions that revive successful products from other years stand 
out, such as N. N. and the creation of new formats, such as El Inquisidor, which 
was created as an initiative to produce with the use of cell phones and which is 
emerging as a completely interactive proposal for 2022. Likewise, in VoD, the effort 
of the public media system is something to be highlighted, since, although they do 
not monopolize the open rating and it is not possible to clearly access data on the 
number of subscribers given their free nature, they do account for being an example 
of the ways in which public television can constitute a valid offer and in which room 
is given to innovation and new creative proposals with free access to its audience.

3.2. Local VoD platforms offer in 2021
In the case of Colombia, the situation of the platforms has not notably changed. Net-
flix remains the most used platform, since, according to data from Diario Portafolio 
(2021), the percentages of streaming users are as follows: Netflix is   positioned with 
71%; Amazon Prime 12%; HBO Max 7% and Disney + 6%. These data allow us to 
identify that the trends that had been marked in previous years are maintained, that 
is, with a dominant operator in 2021. However, by the end of the year, the panora-
ma began to change, both due to the appearance of new actors and platforms, (as is 
the case with the arrival of Star +, summing up to 17 platforms in the country); as 
with the new scenario that proposes the end of social distancing and the opening of 
the economy. In this way, it is envisioned that by 2022 the number of subscriptions 
will decrease, as well as cost increases or even a reduction in the quality of content 
due to oversaturation, without neglecting the increase in informality in access to 
services. such as the case of sharing accounts or, as it happens in some social sectors 
in the nation, the rental of subscriptions during certain times, outside the monthly 
subscription and with low prices.

That said, in Colombia, the case of RTVC Play is also relevant, a public in-
formation service platform that has gained strength thanks to the possibility of ac-
cessing its content for free and its variety of content which includes fiction series, 
documentary films and children’s. For this reason, the use of this platform has been 
highlighted, since it has allowed to recall classic productions in the country, which 
users can access thanks to the care and recovery of this process carried out by the 
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public institution. Thus, a robust cultural offer is combined with reprises and new 
products that venture into formats or use of new technologies, as is the case of the 
production with cell phones, the possibility of interactive content or hosting trans-
media initiatives.

3.3. VoD analysis in 2021: national fiction premiere and co-productions

Table 8. National and Ibero-American fictions 
broadcasted in 2021 in VoD systems

Source: Obitel Colombia 

The television industry suffered during 2021 some of the typical consequences of 
the pandemic lockdowns, which led the offer on platforms to also be full of reprises. 
However, despite production difficulties, it is significant to point out as an import-
ant event the premiere of Mil Colmillos, the first Colombian series on HBO Max 
and the appearance of a new season of De Levante. In the case of RTVC Play, the 
phenomenon was the same, with reprises being the protagonists and the new season 
of El Inquisidor being waited for 2022.

3.4. Narrative features of VoD in 2021
In terms of narrative, the VoD in 2021 offered the significant presence of reprises 
combined with a set of fictions in which the presence of film formats or series was 
predominant. Documentaries were offered to a lesser extent, their relevance in terms 
of consumption being somewhat lower. Now, the case of sports is important, be-
cause although they do not mark a narrative trend, they are still a fundamental block 
in the case of platforms, occupying a privileged place in the audiences, but without 
approaching the universe of fictions. In these, on the other hand, agile narratives, 

NATIONAL PREMIERE 
TITLES - 3 CO-PRODUCTIONS – 0 

Caracol Play – N° national 

titles 1 
1. De Levante 3 (series)  
HBO MAX – N° national 

titles 1 
1. Mil Colmillos (series)  

 

 

Total: 2 Total: 0 
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full of humor predominated, and, as in open signal, reprises were the protagonists 
of the largest number of views. This is why the first places are occupied by movies 
(in the case of Netflix, originals such as Red Notice and on Amazon, HBO Max and 
other exclusive and cinema-specific productions, such as Godzilla vs Kang), series 
such as The Witcher (Netflix), The Boys (Amazon Prime), Loki (Disney+), which 
share spaces of preference with Yo soy Betty La Fea and Pasión de Gavilanes, among 
others.

With regards to premieres, it is important to point out that the national original 
production is limited to only a few platforms, while the presence of reruns occupies 
a significant portion of the slots in all cases. Beyond producing new titles, what is 
found in 85% are productions from past years competing directly with products 
launched in 2021. Thus, one can find, for example, the launch of titles such as Mil 
Colmillos, the first series produced in Colombia on HBO Max and, at the same time, 
in the wide panorama of platforms, Yo soy Betty La Fea and Pasión de Gavilanes 
occupying the first places of audience on Netflix. On the other hand, it is important 
to point out that Caracol and RTVC continue to be the main providers of VoD at a 
national level, emphasizing the importance of how, in the first case, there has been 
a boosting of the format they call “web series” and, in the second, the bets placed 
on new technologies and narration processes and interaction with audiences. In 
general, then, it is a scenario that was dominated in 2021 by reprises and in which, 
although there was not an abundance of productions for VoD, the growth in the 
diffusion of these systems in Colombian homes was made visible. 

4. Interactivity and audience participation in digital environments
In Colombia, interactivity strategies have been characterized for being on a border 
between the search for elements that allow a connection with the audience and the 
use of strategies linked to the analog universe. In this perspective, in recent years, 
the search to connect with audiences through various digital resources has been 
carried out alongside massive events. For the year 2021 and taking into account 
that the pandemic led to massive isolation, which did not allow events with a large 
audience to take place, it was the social networks which began to take a first-hand 
leading role. A phenomenon in which the most watched productions and, mainly, 
cases such as La Reina del Flow 2, made visible the possibility of generating spaces 
for the expansion of the narratives and for a greater approach of the public, both to 
what is told on screen as well as behind the scenes and issues such as the approach 
to other cultural products associated with fiction, such as the case of fictional music. 

4.1 Digital expansion proposals
Digital expansion proposals for production in Colombia still contemplate very in-
cipient strategies in the case of private television and some risky bets such as those 
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proposed by RTVC Play, which experiment with interactivity (as in the case of El In-
quisidor) and with the intention of moving from its realization through cell phones 
to its own interactivity actions in 2022. Among the incipient ones, the cases in which 
the story that is narrated is complemented with other elements of the production 
process stand out, as in the case selected to be studied in this section.

Thus, in terms of digital expansion proposals, La Reina del Flow 2 presented a 
set of characteristics which allowed it to establish a multidimensional relationship 
with users and viewers. This is a clear example of interactivity with the audience and 
expansion of what is narrated on screen. So, in addition to the chapters broadcasted 
daily, an important follow-up and dissemination was added on the official website of 
the channel, the management of multiple platforms and the use of elements derived 
from the production, in order to extend it and, additionally, add other ingredients 
for direct interaction with the public.

This is how, this story, which during the second season narrates the life of Tammy 
Andrade, who became a talented reggaeton singer for this new cycle after taking 
revenge on Charly Flow, is also complemented with music and different content on 
Caracol’s official website. In this way, complements are offered so that audiences 
can access more information and details of the production, without neglecting the 
expansion towards networks in which it was possible, both to use content from what 
was seen on the screen, such as the songs used in the production and which allowed 
access to spaces such as Spotify along with the classics YouTube, Facebook, Instagram 
and Twitter.

With regards to interactivity promoted from the channel in the first instance, 
we find a web portal designed by Caracol TV, which has different resources to pro-
mote user participation. In the first place, we find “web exclusives” that consist of 
a set of contents organized as follows: initially, interviews in which users can learn 
about the life of the actors and even the development of the characters onscreen.

Secondly, there is the section dedicated to “behind the scenes”, which shows 
how this production was recorded in order to satisfy the need for knowledge on 
the part of the audience with regards to the lives of the actors and the actions 
that allow the development of the production. On the other hand, there are also 
in these “exclusive web” some clips or other elements that can be used by the au-
dience to learn more about this performance and relate to it, the actors and the 
dynamics of recording the fiction.

To complement the offer made on the channel’s website, due to the wide musical com-
ponent of the production, the songs, which are not only hosted on the portal, are on other 
digital platforms such as YouTube, Spotify, Claro Música, Movistar Music, among others. 
All this allows other modes of access to the production and its components, expanding 
the narrative to a kind of strange relationship between fiction and reality, where the fic-
tional singer becomes the protagonist of the musical success to listen to, something that 
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although it is not new (and in whose backgrounds curiously may be the case of Rosario 
Montes in Pasión de Gavilanes or the release in album of the songs of Café con Aroma 
de Mujer interpreted by Gaviota in its time), it does offer new mechanisms of access and 
interaction through the diversification of platforms that already amplify the contents and 
not only in the audiovisual itself. This is how the songs Depredador, Reflejo, Amor Im-
posible, Colombia Style, Paz y Tranquilidad, Fijación y Calentura and many more, have 
more than 19 million reproductions when adding the set of diverse platforms in which 
they circulate.

While managing networks, it is worth noting that the channel has strategical-
ly used its different platforms such as Facebook, Instagram, Tik Tok and YouTube 
to generate spaces of interactivity by posting small clips of the production, which 
have been shared with users through these networks. This, so that they can generate 
comments, know previews or synthesis of the production and have access to other 
content, as is the case of the songs of the production. Now, once La Reina del Flow 2 
is released on the Netflix platform, it should be noted that the distribution strategies 
entered into a certain diversification, due to the strategic use of the social platforms 
of this streaming system which approaches more public, although it maintained the 
same strategies in the networks of its channel of origin, Caracol.

4.2 Social participation
We find there´s a use of different strategies, such as the design of memes, the con-
struction of small reflections and the elaboration of discussions through social net-
works such as those that were raised by the ending of the audiovisual production, 
which became one of the topics that turn out to be a trend in social networks (mainly 
Facebook, Instagram and Twitter) with thousands of comments and shared content. 
But, along with the ending, users also created unofficial fan pages, which reinforced 
those created in the first season, open and closed groups about the production or, as 
an added value, about its music, and, in general, different options to approach the 
production, either by sharing the content offered by the channel as well as making 
criticisms, comments and even summaries of the chapters. It is worth pointing out 
that these strategies deployed by the audience are not far from the usual ones and 
those allowed by a system that is not openly interactive and where we find partic-
ipation by the audience represented in comments in relation to narrative aspects. 
Although these strategies are not going to modify the content of the production, 
they are going to characterize the users’ reactions to what happened on the screen: 
displeasure, approval or even proposals for alternatives to what was presented in 
each chapter.
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4.3 Emerging fiction productions
As for emerging fiction productions, it is interesting what happened with the web 
series Encuentros, which was broadcast by the Fundación Tierra de Gracia and 
initially released in 2020. It is a fiction production that, although it contains a re-
markable theme inclined towards the dissemination of a religious message, it had 
the participation of well-known actors on the Colombian small screen such as Juan 
Pablo Obregón, Carlos Posada or Chichila Navia. Also, series such as Entre Panas 
and other bets focused on products such as beers and others, did not have a greate 
role in 2021, although the existence of a project to be released in 2022 by the Feder-
ación Colombiana de Ganaderos (Fedegan) and Fondo Nacional del Ganado (FNG) 
also deserve mention, its entitled Colombia: sabor y tradición ganadera (Colombia: 
flavor and livestrock tradition). For its part, the aforementioned series El inquisidor 
also deserves mention, which, although it could be seen on RTVC Play, it’s a project 
carried out under the concept of Smart films, that is, the production of audiovisual 
projects with cell phones.

5. Highlights of the year
In Colombia during the year 2021 a singular phenomenon was experienced in 
which, on the one hand, the telenovela returned as the dominant format and, on the 
other, reprises continued to be protagonists as productions that occupied the first 
places in the rating. In this sense, as it happened in the year 2020, in 2021 fictions 
which were important in previous years were protagonists again, this was the case 
of: Pasión de Gavilanes, Pedro El Escamoso, Nuevo Rico, Nuevo Pobre and Yo Soy 
Betty La Fea as main representatives; something that was combined, however, with 
the premiere fiction, which was also reflected in productions such as: La Reina Del 
Flow 2, Enfermeras Pá Quererte, La Nieta Elegida and El Hijo Del Cacique, this way 
the small screen offered an interesting dialogue between the past, the present and 
the renewal of the past through the remake.

This last phenomenon is interesting, given that, although it is not predicted as a 
trend at a national level, it does offer a panorama in which a central element stands 
out, which also largely explains the success of reprises: nostalgia. Like this, alongside 
the approach to the productions of yesterday, a way was also found to renew the nar-
rative of the past and combine it with the present. They also highlight productions 
that returned over formulas from other years, such as melodrama, the handling of 
certain elements of suspense or directly humor as an element to complement the 
narration. All this without neglecting the continuation or consolidation of new sea-
sons as in the case of La Reina del Flow 2, which retakes the story and gave it a 
certain air of a series, but with a seriality more in code than has been explored in 
the past in cases like El Capo, El Cartel De Los Sapos, Las Muñecas De La Mafia 
and other previous productions. Then, in any case, a production strongly connected 
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with nostalgia is presented, added to a fundamental presence of humor as a central 
narrative element to promote the productions that were protagonists in the year.

For this reason, among the most watched productions there are three products 
that are essentially humorous, while maintaining the stability of the reprise in the 
year as a dominant factor: Pedro El Escamoso, Nuevo Rico, Nuevo Pobre and Yo Soy 
Betty La Fea. Stories that were central yesterday and will be so again in 2021 (Betty’s 
case is curious as it is her third year reappearing both in open signal and on Netflix) 
but that are nuanced by the joke, the ingenuity of its protagonists and the combina-
tion between melodrama and humor as a narrative engine. Something that occurs 
to a lesser degree in another reprise case: Pasión de Gavilanes, which, although it 
is above all a melodrama, also had some aspects of a humorous nature, such as 
the comic character of grandfather Elizondo and some somewhat crazy or directly 
absurd situations, these were the same ones that led to connect audiences with this 
type of product. So, then, the first issue that should be highlighted as a trend in 2021 
has to do with the decisive weight of a humorous narrative, and that is connected 
with the need for entertainment on the part of the audiences and a relief to balance 
the melodrama.

However, it should be noted that it was not only a resource used in other times 
within the modes of narration, but also the creation of a space for entertainment 
and consumption that allowed the audience to forget for a few moments about those 
anguishes experienced both by the pandemic and by the social processes that the 
country went through during the year 2021. The year was marked by the pandemic; 
the national strike and the protests, which lasted for much of the year and even led 
to the cancellation of massive events, such as the Copa América. In this context, the 
small screen was positioned as a privileged space for entertainment. Television was 
then a turning point after the news spaces in prime time.

Now, along with humor, melodrama. And so, as it had become somewhat of a 
habit on Colombian television in 2020, the narratives that had a fundamental focus 
on the melodramatic aspect of everyday life reappeared this year. An example of 
this is Pasión de Gavilanes, which not only met the condition of reprise by appealing 
to nostalgia, but also offered a classic melodrama about the lives of the three Reyes 
brothers and their romance with the Elizondo sisters.

But not only in the reprise was the relationship between everyday life and melo-
drama latent. This narrative form was also at the core of products such as Enfermeras 
and Pá Quererte, which significantly recover the search for personal dramas and life 
stories of their characters, everyday problems and relationships that occur in differ-
ent environments. Examples of this are Enfermeras, a story set in a hospital setting, 
and Pá Quererte, which tells stories of different families with an accent on the search 
for a single father.
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A similar case, although with a narrative closer to mystery than melodrama, oc-
curs in La Nieta Elegida, which recounts the life of a young woman who returns to 
her paternal family’s house with the purpose of taking revenge, creating an atmo-
sphere that recalls that subtle touch of mystery of productions from other times 
such as Los Cuervos, Luzbel Está De Visita and other fictions from previous times, an 
issue that, in this panorama, makes it necessary to once again emphasize the decisive 
role that nostalgia plays and how it is connected with two productions that complete 
the top ten in the country: in first instance, El Hijo Del Cacique recalls the presence 
and figure of Diomedes Díaz which seeks to make the processes that he experienced 
visible, not the singer, but his son. Secondly, the revived nostalgia, a fundamental 
aspect through which the narrative is rebuilt, as in the case of Café con Aroma De 
Mujer which, under the logic of the remake, and as would have already been done 
in 2020 with Amar y Vivir , tells the same story and presents it in such a way that it 
is made from the conjunction between the elements that at some point made it con-
nect with a massive audience and current aspects, such as the use of technologies or 
modification of the dynamics of the characters. In this way, the cardinal narrative of 
the telenovela is recovered and adapted to the rhythms of contemporaneity.

In conclusion, the year 2021 was once again characterized by nostalgia and hu-
mor, but also by a set of very interesting phenomena in terms of the search for an 
update and conjunction of narratives. So the telenovela, it seems, returns with some 
validity, maintaining the tension and the melodramatic scheme, but also raising the 
question of whether the trend will continue or, rather, is the result of the ways in 
which television and, in the case of fiction, the melodramatic aspects were what al-
lowed Colombians to live with the harsh realities they faced day by day in the midst 
of the pandemic and the social outbreak.

6. The theme of the year
The COVID 19 pandemic became a central issue of the media and social agendas of 
2020. The different screens of contemporary media ecosystems were saturated with 
innumerable news and reflections from academics, experts and different thinkers 
in which a climate of anxiety and uncertainty were at center. Now, for 2021, with 
the growing presence of vaccination processes and, in the same way, a set of proce-
dures to reopen and reactivate the economy at the global and local level, Colombia, 
like other nations, seemed to enter a path in which, one year after the confinement 
decreed in March 2020, it would lead towards the beginning of the long-awaited 
post-pandemic stage. However, in the Colombian case, 2021 would be marked by 
a process of generalized disagreement, which led to a national strike in which the 
screens would be protagonists again, not only with the figures of deaths and occu-
pation of the ICU, but also with the image of the demonstrators and those mixtures 
between the creativity of the marches and actions of repression. All this revealed a 
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scenario of tensions in which television fiction became, as in 2020, a space for re-
prise, the transformation of narratives into premiere bets and, perhaps in tune with 
the climate of nostalgia associated to the productions that filled the time slots, the 
appearance of the remake phenomenon.

Fiction in Colombia for the case of 2021, to this extent, once again had reprises 
as its protagonist and with it the return of the dominant format of the late 20th and 
early 21st centuries: the telenovela. Once again, the melodramatic structure embod-
ied in productions such as Pasión de Gavilanes, Pedro el Escamoso and the many 
times screened Yo soy Betty La Fea, now became protagonists of digital ecosystems 
and media convergence. The memes, the publications and the participation actions 
of the audiences then had as central elements to refer to the revisited events of the 
fictional stories, which perhaps accompanied the childhood and youth of the elder-
ly and, in other cases, were the gateway to those ways of conceiving the world that 
accompanied national production at other times in history. Thus, in parallel to the 
stories plagued with intrigue, unexpected twists and a constant presence of humor 
as a narrative impulse mechanism, the screens became a refuge from a reality in 
which, on the one hand, the tension of the pandemic was maintained and the pres-
ence of possible new waves of the virus and, on the other, the social protest framed 
in confrontations in which concerns about respect for human rights even led to the 
presence of the Inter-American Commission on Human Rights in the most complex 
moments of the process lived in the nation.

Now, not only were the reprises protagonists, as in 2020, but also, with the gradual 
opening of national production processes, as well as the presence of digital plat-
forms in the nation, continuity was given to that gradual transformation that has 
come produced in terms of the way of constructing narratives in Colombian televi-
sion fiction and that tend mainly to a serial-type serial structure (Piñon and LaCalle, 
2022). In this structure, aspects of the saga are combined, so that, in cases such as 
La Reina del Flow 2, a story is continued that is developed through the chaining be-
tween chapters and without any option of contemplating an episodic-type process. 
This way of structuring the series is also the one that characterizes El Hijo del Ca-
cique, La Nieta Elegida, Pá Quererte and Enfermeras, who also manage a rhythm in 
which the chapters are chained in narrative terms. Such a way of conceiving seriality 
could be linked to the prevalence of reprises, since, by returning to the telenovela 
format on screen, a certain need for that rhythm could be established on the part 
of the audiences in which, beyond the episodic, the chaining of the serial structure 
allows us to follow stories in which it is possible to find entertainment and perhaps 
some hope in the midst of uncertainty.

Similarly, in cases such as Café Con Aroma De Mujer, this state of exploration 
and direct relationship with nostalgia seems to be reflected, not from the repetition 
of the original novel, but rather, as it happened with Amar y Vivir, passing to the 
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terrain of the remake, in which what has been called “residual content” (Jenkins, 
2015), becomes a definitive source for the production of fiction. This, since if, as 
Jenkins (2015) points out, “the residual can remain in people’s memory, become an 
object of nostalgic longing, be used to give meaning to the identity and current life 
of the individual, be used as a criticism of practices or current institutions, and spark 
conversations” (p. 115), then, the serial narratives of the remake, by reconstructing 
the original story and bringing it closer to today’s contexts, could give new meanings 
to the communicative idea expressed by Martín-Barbero (1992), compared to the 
way in which the telenovela, at the time, made people talk and, with the remake, the 
conversation comes back to life both for comparison and nostalgia and to put new 
topics of discussion before of complexity of a panorama like the one that offered for 
2021 a scenario of contrasts, conflicts and anguish.

The way of structuring the seriality brings with it a revitalization of the telenovela 
and at the same time the possibility of sharpening that kind of hybridization with 
the serial and the exploration that had begun to be carried out in the nation of the 
series. This way, parallel to the use of resources such as the appearance of seasons 
in the case of La Reina del Flow, it was also undeniable that its configuration cor-
responded, precisely because of the preponderance of the serial, more to the tele-
novela, even because of the strong presence of melodramatic elements that dialogue 
with the speed of the passing of events in the key of a possible tendency to define 
itself as a series, only with a telenovelesque soul. In the case of the remake and the 
reprises, as well as in La Nieta Elegida, it is evident that they are telenovelas and that, 
in cases such as Pá Quererte, El Hijo del Cacique and Enfermeras, the format is torn 
between its definition within this genre , but including the use of resources inherited 
from the series, such as the possibility of thinking of seasons or directly handling 
resources that dialogue with the melodrama, such as the speed in the conception of 
narratives and slight transformations in the face of the more conservative structure 
of the reprises. So, in national television fiction it was possible to see an x-ray of the 
transformation of the telenovela, from its most classic format, in the case of Pasión 
de Gavilanes, to the particularly diffuse limit established in the series La Reina del 
Flow 2, without neglecting the renewal embodied in the remake of Café, Con Aroma 
De Mujer.

Thus, 2021 offered a conjunction of narratives based on melodrama and explored 
in that mosaic made up of reprises, premieres and remakes, where the duration of 
chapters is maintained at times of approximately 40 minutes with extensions that 
generally exceed 40 broadcasts, with a daily periodicity that generally occupies the 
prime time slot as a complement to the reality shows, which for a long time have been 
the ones who govern this slot. So, in the midst of the tensions and crises of 2021, the 
attention on the screens and the connection with the public was established from a 
certain commitment in terms of Jenkins (2015), in which the audiences established 
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a kind of pact with the telenovela, no longer as a reflection of their daily life, but as 
an escape, a refuge and a door to hope launched from nostalgia, from that possibility 
that the screen was no longer a mirror but a portal. If, as Jenkins (2015) states: “the 
evolution of the television sector, from a model based on curating to one based on 
commitment, reflects the changes that are taking place in the media industries” (p. 
166), in the case of Colombia, the model, at least in 2021, was based on the way in 
which rewatching Pedro el Escamoso, Yo Soy Betty la Fea and Pasión de Gavilanes, 
revisiting Café con Aroma de Mujer or entering the universes of Pá quererte or En-
fermeras, were starting points for other conversations in the midst of the tension 
and anguish of a troubled year for the nation in which the telenovela once again led 
the country to communicate more than from its reflection on the screen, from the 
daydream that hope can provide given by the possible worlds of television fiction.

It is then, in the compromise between an audience with greater participatory 
potential and a production that can be extended in contemporary media environ-
ments. The themes of these plots were starting points for other conversations of peo-
ple in their daily lives, in the midst of a national context of tension and anguish, in a 
convulsed 2021 for Colombia. And it was there where the telenovela, once again, led 
the country to communicate with its reflection on the screen, from the daydream 
that hope can provide by the possible worlds of television fiction. This can be evi-
denced in the presence of entire communities of fans, for whom, as Jenkins points 
out, the nostalgia factor becomes a connection engine with the universe narrated 
on screen which explains, to a large extent, the success of reprises still in 2021; but 
also, the appearance of new communities that do not emerge from the nostalgic, 
but from narratives in which the melodramatic is renewed and paths are explored 
in which it is possible to find topics of conversation, as happened with La Reina del 
Flow 2 and the debates in social networks around the songs or the decisions of the 
protagonist. This title is an example of the creation of environments in which fiction 
allows people to communicate, to create on top of what is narrated and to expand 
the universes on screen. Thus, the trends in networks were debated between the 
names of the protagonists of the fictions, the convulsive panorama of COVID 19, 
and the so-called “social outbreak”. A horizon that marks, in this sense, new direc-
tions for television fiction, since not only are there changes in the formats based on 
the ways of narrating, but also a panorama of convergence between reprises, remakes 
and premieres, allows a glimpse that the screen is now a place for the creation of new 
commitments with the audience and their searches within the framework of dialog-
ical, interactive media ecosystems thought from that universe “of many to many”, 
in which, as in the case of Colombia, the challenge is to turn the screen into a stage 
capable of making audiences speak again, now from the walls of the networks and 
make fiction the place to re-encounter, re-think and re-create .
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Introduction
After a year of confinement due to the pandemic caused by COVID-19, Mexico 
slowly began to pick up its pace. The economic pressures, but above all the general-
ized violence against women that worsened within households, led to the feminist 
fights and resistances to take the streets once again.

The reason for taking the streets again is that during the pandemic, violence 
against women increased by 24% and, even worse, 81,6% of the victims were girls 
and adolescents (ONU-Women, 2021). This violence was not unrelated to the topics 
shown by fiction TV shows’ narratives, since several telenovelas and unitary drama-
tized shows such as La Rosa de Guadalupe, Vencer el Pasado or Contigo Sí -all Televi-
sa productions- took this issue to denounce impunity about gender-based violence 
suffered by women.

What was partially left out of the topics of fiction was the pandemic itself, since 
just a few fiction productions addressed the issue, not only as a news and health 
event, but also as a sociocultural event, since the effects that COVID-19 caused on 
Mexicans’ lives were not addressed either. Only in dramatized unitary shows such as 
La Rosa de Guadalupe was this topic addressed, same as in the telenovela produced 
by Juan Osorio: ¿Qué le Pasa a mi Familia?

Another issue that marked the national media scene was the surly relationship 
that the President of Mexico, Andrés Manuel López Obrador, held with the media 
and journalists who criticized his government or his political-ideological approach 
called “La Cuarta Transformación” (The Fourth Transformation). In addition to 
this, there is the serious security crisis that Mexican journalist went through, since, 
according to the Article19 organization, during 2021 were reported “seven murders 
and 644 attacks against the press, related to journalistic activity, which means an av-
erage of one agression to a journalist because of their work every 14 hours; in these 
agressions, the Mexican Government was involved in two out of each five” (Article 
19, 2022).
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As for the television and telecommunications market, the most important event 
was, without a doubt, the consolidation of the technical and commercial merger 
between Televisa and Univision, which will allow them to reach more than 100 mil-
lion Spanish-speaking viewers every day, by having coverage of 60% of the audience 
both in Mexico and in the United States.

 
1. The Audiovisual Context of Mexico in 2021

1.1. Open television in Mexico
Despite the promises of the current federal administration to further democratize 
open national TV and to analyze, in depth, the current concessions, the truth is that 
there has been no change at all, since the same national networks and channels re-
main. Nor have the capacities of public channels been increased.

Chart 1. National open television networks/channels in Mexico 

Source: Obitel Mexico.

Graph 21: Genres and hours broadcast on TV programming

Source: Obitel Mexico. 

1 Graph 1 was not made due to lack of information. 

Private networks/channels (3) Public networks/channels (2) 
Televisa (Channels 2, 5, 9 y Foro TV) Once TV (Channel 11 y 11.1) 

TV Azteca (Channels 1, 7, Adn 40 y A+) 
 

Imagen Televisión (Channel 3) 
 

Conaculta (Channel 22) 
 

Channel 14  

TOTAL NATIONAL NETWORKS/CHANNELS = 12 
 

 

Genres 
broadcast

Hours of 
transmission %
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1.2. Pay TV and VoD platforms in Mexico in 2021
Although it was predicted that the pandemic would bring a great number of sub-
scribers to pay TV, this did not happen in Latin America where, according to Digital 
Tv Research, VoD platforms grew their revenues by 97% in the region, while pay TV 
lost four million subscribers in 2021 (Digital Tv Research, 2022).

In Mexico, according to data from the Instituto Federal de Telecomunicaciones 
(Federal Institute of Telecommunications), the pay TV market remained the same, 
and it was Grupo Televisa with its 8.2 million subscribers -with Sky- who leads the 
sector, having an increase of more than 100 thousand new subscribers in 2021.

During 2021, according to Statista data, the exclusive pay TV channel that was 
most tuned in Mexico was Star Channel (formerly Fox Channel) with 35% of view-
ers; the rest of the audience is segmented between children audiences and those who 
enjoy sports or scientific content.

Chart 2. Pay TV Channels in Mexico 

Source: Statista (2022)2.

2 To access data go to: https://es.statista.com/estadisticas/1188311/canales-television-paga-mexico/ 
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National 
Geographic 
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Disney 
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Cartoon 
Network 

Children USA 
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At the end of 2021, according to the National Survey of Audiovisual Content 
Consumption (Encuesta Nacional de Consumo de Contenidos Audiovisuales: 
ENCCA), 40% of the Mexican audience watches Netflix, which owns 79% of the 
market; it is followed by Disney+, although it only owns 7% of the audience’s 
preference, it increases fast due to exclusively offering the Disney, Marvel and 
Star Wars productions.

Chart 33. VoD in Mexico

Source: Obitel Mexico.

1.3. Independent television fiction production companies
In Mexico, independent companies have grown more and more in recent years. 
In 2021 the following production companies were the top ones: Argos Televisión, 
which produced for Telemundo the super series Buscando a Frida; Lemon Stu-
dios produced Control Z (second season) for Netflix. BTF Media produced the 
long-awaited series about one of the most popular soccer players in the world: Ma-
radona Sueño Bendito, which was broadcast on Prime Video, while W Studios pro-
duced for Televisa-Univision the telenovela Si nos Dejan, based on the Colombian 

3 This Chart does not include YouTube channels, nor open or pay TV Networks.

Top active VoD platforms in 2021 
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Disney + 
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Amazon Prime Video 
Movistar+ 
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Star+ 
Apple TV 
Cinépolis Klic 
Claro-Video 
HBO Max 
Pluto TV 
Paramount+ 
Acorn-TV 
Crunchyroll 
Curiosity stream 
Filminlatino 
Fox Premium 
Tubi 
Mubi 
Plataformacine 
Fox Play 
Fox Premium 
Casa Caníbal 

TOTAL:  24 

 



163

Mexico

story Señora Mujer, by Bernardo Romero y Mónica Agudelo, and which in 1997 
would be the successful telenovela Mirada de Mujer.

1.4. Sources of financing for the audiovisual sector
Despite the background of economic losses reported by the media and telecommu-
nications martek in Mexico the previous year, during 2021 the main company in 
this sector, Grupo Televisa, obtained a net profit of  $5.387 billion pesos at the end 
of 2021, with this, it was possible for the company to partially recover from the eco-
nomic loss of $1.250 billion pesos generated during the pandemic in 20204. 

This injected economic life into the television fiction market, which was evident 
in the increase of new national productions, unlike what happened in 2020, when 
production decreased.

1.5. Communication policies
The highlight in this area is that on September 6, 2021, the agreement that issues the  
Estrategia Digital Nacional (EDN) 2021-2024 (National Digital Strategy 2021-2024) 
was published in the Diario Oficial de la Federación (Federal Official Gazette). This 
instrument is the roadmap for the federal administration to guide technology and 
security efforts and initiatives. This strategy has two objectives: 1) Technological 
independence, which implies not being subject to commitments and conditions ar-
bitrarily imposed by technology providers or manufacturers, to avoid monopolies 
and determined dependencies; and 2) Technological autonomy, in order to guaran-
tee the possibility of generating its own technical solutions and to make the most of 
the available technical talent.

Some of the criticism of this strategy is that media literacy campaigns are not 
being considered in parallel, but neither is it granting greater strength to regulatory 
authorities such as the Federal Institute of Telecommunications, and if this is not 
given coercive powers, there will be a risk of having a concentrated telecommunica-
tions market and in which the State depends more and more on its infrastructure.

1.6. Digital and mobile connectivity infrastructure 
In Mexico, by 2021, there were 84.5 million internet users, with people between the 
ages of 16 and 64 connecting, on average, from 8 hours to 55 minutes. During the 
pandemic, there was an accelerated growth in contracting internet services, due to 
virtual classes and work. However, there is still a large digital divide, since more than 
30 million Mexicans do not have access to the internet, that is, a quarter of the total 
population. The reasons for this gap can be several: low purchasing power, lack of 
interest/no need, lack of digital skills, lack of connectivity device5.  

4 See information at: https://www.elfinanciero.com.mx/empresas/2022/02/24/televisa-respira-re-
vierte-perdidas-y-cierra-2021-con-mas-de-5-mil-mdp-de-utilidad/ 
5https://www.theciu.com/publicaciones-2/2021/5/23/hbitos-de-los-usuarios-de-internet-en-mxico-2021 

https://www.dof.gob.mx/nota_detalle.php?codigo=5628886&fecha=06/09/2021
https://www.elfinanciero.com.mx/empresas/2022/02/24/televisa-respira-revierte-perdidas-y-cierra-2021-con-mas-de-5-mil-mdp-de-utilidad/
https://www.elfinanciero.com.mx/empresas/2022/02/24/televisa-respira-revierte-perdidas-y-cierra-2021-con-mas-de-5-mil-mdp-de-utilidad/
https://www.theciu.com/publicaciones-2/2021/5/23/hbitos-de-los-usuarios-de-internet-en-mxico-2021


164

Obitel 2022

Regarding cell phone penetration, data provided by The Competitive Intelligence 
Unit show that in Mexico there are more cell phones than inhabitants, which means 
that teledensity has been reached. In Mexico, 92,4% of cell phones are smartphones, 
therefore, Mexico is one of the countries with the highest levels of competition be-
tween smartphones’ manufacturers. 

In relation to the use of social networks, 100 millions of Mexicans are active users, be-
ing  YouTube (96,3%); Facebook (95,3%); and WhatsApp (91,3%), the three most used.

2. Analysis of the year: National and Iberoamerican 
premiere fiction on open TV 
   

Table 1. Premier fiction titles broadcast in 2021 
(national, foreign -OBITEL area-, and coproductions)

Source: Obitel Mexico.

National premiere titles: 16 
  
Televisa: 12 nacional titles 
1. Te Acuerdas de Mí (telenovela) 
2. Fuego Ardiente (telenovela) 
3. ¿Qué le Pasó a mi Familia? (telenovela) 
4. Diseñando tu Amor (telenovela) 
5. Si Nos Dejan (telenovela) 
6. La Desalmada (telenovela) 
7. Vencer el Pasado (telenovela) 
8. S.O.S Me estoy Enamorando (telenovela) 
9. Contigo Sí (telenovela) 
10. Mi Fortuna es Amarte (telenovela) 
11. La Fuerza del Destino (telenovela) 
12. La Rosa de Guadalupe 16 (Unitary) 
13. Como Dice el Dicho 11 (Unitary) 
14. Esta Historia me Suena 4 (Unitary) 
  
TV Azteca: 1 national title 
15. Un Día para Vivir (series) 
  
Imagen TV: 1 national title 
16. La Taxista (telenovela) 
  
Canal Once: 0 national titles 
  
Canal 22: 0 national titles 
  
CO-PRODUCTIONS - 0 
  
  

Foreign premiere titles OBITEL: 9 
  
Televisa: 4 imported titles 
17. 100 Días para Enamorarnos (series-
USA/Hispanic). 
18. Buscando a Frida (series-USA/Hispanic). 
19. Enemigo Íntimo (series-USA/Hispanic). 
20. Mariposa de Barrio (series-
USA/Hispanic). 
  
TV Azteca: 2 imported titles 
21. Las Enfermeras (telenovela/Colombia) 
22. Betty, La Fea (telenovela/Colombia) 
  
Imagen TV: 3 imported titles 
23. Pedro El Escamoso (telenovela /Colombia) 
24. Un Poquito Tuyo (telenovela/Chile) 
25. Vuelve Temprano (telenovela/Chile) 
  
Canal Once: 0 imported titles 
  
Canal 22: 0 timported titles 
  
Non OBITEL foreign titles: 2 
Imagen TV: 2 imported titles 
26. Esposa Joven (series -Turkey) 
27. Hercaí (series - Turkey) 
  
Reruns National titles: 8 
  
Televisa: 2 titles 
28. Sortilegio (telenovela) 
29. Corazón Indomable (telenovela) 
 
TV Azteca: 3 titles 
30. Cuando Seas Mía (telenovela) 
31. Lucho en Familia (series) 
32. Amor en Custodia (telenovela) 
  
Imagen TV: 1 title 
33. Muy Padres (telenovela)  
  
Canal Once: 2 titles  
34. Soy tu Fan (series) 
35. Kipatla (series) 
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In 2021, 16 unreleased national titles premiered, this shows that the television 
fiction market is stabilizing after the drop in production in 2020. It is notable, as 
well, during 2021 TV Azteca and Imagen TV premiered fiction titles, which they 
had not done since 2018; this year TV Azteca did so with Un día para vivir.

Table 2. National premiere fiction in 2021 
and its evolution in the five-year period 

 

Source: Obitel Mexico.

Year Titles % Hours % 
2017 27 66 1545:00 52,16 
2018 28 80,0 1807:00 84,0 
2019 25 80,0 1146:00 83,0 
2020 13 62,0 906:20 51,0 
2021 16 57,0 853:00 45 

 



166

Obitel 2022

Table 2 shows how, little by little, the production and premiere of national tele-
vision fiction titles has decrease, which can be explained due to the low investment 
of television stations in this format, since in recent years they have chosen other 
formats such as reality shows like Master Chef or Exatlón, in their Mexican versions. 
Of the total number of premieres, 14 are from Televisa, which is why this company 
continues to dominate fiction production, given that TV Azteca has preferred to 
produce reality shows, while Imagen TV broadcasts foreign  telenovelas. 

 Table 3. Formats of national premiere fiction in 2021 
and its evolution in the five-year period

Source: Obitel Mexico.

If we compare the growth of TV formats in the last five years, what we observe is that 
the produccion of telenovelas has gradually decreased, since 1.245 hours of fiction 
(telenovelas) were produced in 2017, while in 2021 only 775, which means 48% few-
er hours. Production of series also decreased, only six were produced during 2020 
and 2021, but it was because of the pandemic. 

Format Titles Hours 
2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 17 10 14 5 12 1245:00 985:00 750:00 426:00 775:00 
Series 11 14 9 5 1 232:00 455:00 298:50 249:20 50:00 

Miniseries 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Telefilm 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 1 4 2 3 3 152:00 367:00 167:00 231:00 324:00 

Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Other 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
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Table 4. Premiere Fiction broadcast in 2021: countries of origin

Source: Obitel Mexico

With 16 titles, the national fiction market seems to breath again; however, the high-
light of this year is that channels that did not produced fiction in recent years began 
to do so in 2021, like TV Azteca (Un Día Para Vivir) and Imagen TV, with the ad-
aptation of La Taxista.

Country Titles % Hours % 

NATIONAL (total) 16 64 853:00 45 

OBITEL COUNTRIES (total) 9 36 1041:00 55 

Argentina 0 0 0:00 0 

Brazil 0 0 0:00 0 

Chile 2 8 195:00 10 

Colombia 3 12 572:00 30 

Ecuador 0 0 0:00 0 

Spain 0 0 0:00 0 

USA Hispanic 4 16 274:00 15 

Mexico 16 64 853:00 45 

Peru 0 0 0:00 0 

Portugal 0 0 0:00 0 

Uruguay 0 0 0:00 0 

Venezuela 0 0 0:00 0 

CO-PRODUCTIONS (Total) 0 0 0:00 0 

National Co-productions 0 0 0:00 0 

Obitel countries Co-productions 0 0 0:00 0 

TOTAL 25 100 1894:00 100 
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Table 5. National and Iberoamerican fiction formats broadcast in 2021

Source: Prepared by OBITEL with national data supplied by Nielsen Ibope México, S.A. de C.V. Soft-
ware MSS TV, Base “Rating regular 5 dominios +Dish. Total television programming during 2020.    

Although fiction broadcast of the Obitel area had grown in the last three years, this 
year had -as in 2020- a decrease. The reason is the reformulation of the programming 
lineup of the channel previously known as Galavisión, today called Canal Nu9ve, 
where telenovelas from Univision or Telemundo used to be broadcast.

Table 6: Ten most watched titles in 2021 

Source: Prepared by OBITEL with national data supplied by Nielsen Ibope México, S.A. de C.V. Software 
MSS TV, Base “Rating regular 5 dominios +Dish. Total television programming during 2021. (*): In the case 
of Mi Fortuna es Amarte and S.O.S. Me Estoy Enamorando, its broadcasts began in 2021 and ended in 2022.

Format 
Titles Hours 

National % Obitel area % National % Obitel 
area % 

Telenovela 12 75 0 0 775:00 67,5 0:00 0 

Series 1 6,2 6 66,7 50:00 4,5 184:00 17,7 

Miniseries 0 0 0 0 0:00 0 0:00 0 

Sitcom 0 0 0 0 0:00 0 0:00 0 

Unitary 3 18,8 3 33,3 324:00 28 857:00 82,3 

Docudrama 0 0 0 0 0:00 0 0:00 0 

Other 0 0 0 0 0:00 0 0:00 0 

Total 16 100 9 100 1149:00 100 1041:00 100 
 

Title Channel Produced 
by Format/genre 

Number of 
episodes in  

2020 
Time-slot Rating Share 

1 La Desalmada Channel 2 Televisa Telenovela/Drama 152 Afternoon 18,64 29,09 

2 Vencer el Pasado Channel 2 Televisa Telenovela/Drama 95 Prime 
time 16,94 25,61 

3 
Mi Fortuna es 

Amarte Channel 2 Televisa Telenovela/Drama 86* Prime 
time 15,55 23,51 

4 Si Nos Dejan Channel 2 Televisa Telenovela/Drama 36 Prime 
time 15,37 26,65 

5 
Qué le Pasa a mi 

Familia Channel 2 Televisa Telenovela/Comedy 102 Afternoon 15,28 23,31 

6 
La Rosa de 
Guadalupe Channel 2 Televisa Unitary / Drama 156 Afternoon 14,77 23,43 

7 Como Dice el Dicho Channel 2 Televisa Unitary / Drama 142 Afternoon 14,31 25,69 

8 Te Acuerdas de Mi Channel 2 Televisa Telenovela/Drama 76 Prime 
time 13,44 20,75 

9 
S.O.S.  Me Estoy 

Enamorando Channel 2 Televisa Telenovela/Comedy 120* Afternoon 12,41 21,32 

10 Diseñando tu Amor Channel 2 Televisa Telenovela/Drama 120 Prime 
time 12,38 25,34 

Total National productions: 3 Foreign original scripts: 7 
30% 70% 
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As usual, Televisa dominates the “Top Ten” in Mexico; however, it is important to 
notice that this year -unlike the past three years- La Rosa de Guadalupe was not up 
in the chart of preferences; and the top position is for the telenovela La Desalmada, 
a revenge story of a woman victim of sexual abuse and whose husband is murdered. 
Attached to the melodramatic genre, love would be the only thing to make her stop 
her revenge, to open up to a new relationship. It is also noteworthy that only three 
scripts of the “Top Ten” titles are Mexican, the rest are foreign, and two of them 
stand out: ¿Qué le Pasa a mi Familia?, which is a South Korean script, and Te Acuer-
das de Mí, based on a Turkish production.

Table 7: Profile of the audience of the 10 titles most watched: 
gender, age, socio-economic status

Source: Prepared by OBITEL with national data supplied by Nielsen Ibope México, S.A. de C.V. Soft-
ware MSS TV, Base “Rating regular 5 dominios +Dish. Total television programming during 2021. 

Titles Channel 
Gender % Socio-economic status % 

Women Men ABC+ C D+ DE 

1 La Desalmada Channel 2 10,9 6,8 3,8 8,5 10,5 15,1 

2 Vencer el Pasado Channel 2 10,1 6,1 3,2 7,9 9,5 13,4 

3 Mi Fortuna es Amarte Channel 2 9,3 5,5 2,8 6,9 8,2 15,1 

4 Si Nos Dejan Channel 2 8,9 5,7 3,3 6,8 8,7 14,0 

5 ¿Qué le Pasa a Mi 
Familia? Channel 2 8,8 5,4 2,7 7,1 7,6 14,1 

6 La Rosa de Guadalupe Channel 2 8,7 14,0 2,8 6,4 7,9 14,0 

7 Como Dice el Dicho Channel 2 7,8 4,4 3,0 5,6 7,0 11,2 

8 Te Acuerdas de Mi Channel 2 8,3 4,7 3,1 6,8 7,0 10,4 

9 S.O.S.  Me Estoy 
Enamorando Channel 2 7,1 3,9 2,1 5,9 5,9 12,2 

10 Diseñando tu Amor Channel 2 7,1 3,9 2,1 5,0 6,7 9,0 

Titles 
Age group % 

04-12 13-18 19-29 30-44 45+ - - 

1 La Desalmada 8,3 8,1 6,2 9,2 11,8 - - 

2 Vencer el Pasado 7,8 7,8 6,2 7,7 11,1 - - 

3 Mi Fortuna es Amarte 7,7 7,4 5,5 7,8 10,1 - - 

4 Si Nos Dejan 7,2 7,4 5,0 7,9 10,1 - - 

5 ¿Qué le Pasa a Mi 
Familia? 7,2 7,1 5,8 6,4 9,6 - - 

6 La Rosa de Guadalupe 7,8 7,0 5,5 6,4 9,6 - - 

7 Como Dice el Dicho 7,1 5,6 4,7 5,9 8,2 - - 

8 Te Acuerdas de Mi 6,2 5,2 4,6 5,6 9,6 - - 

9 S.O.S.  Me Estoy 
Enamorando 5,9 4,9 4,5 5,4 8,2 - - 

10 Diseñando tu Amor 5,4 5,3 3,7 4,8 8,1 - - 
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As has been a constant in the last five years, the profile of the audience that con-
sume fiction in Mexico is: women over 45 years of age who belong to D+ and DE 
socio-economic status. It is also important to notice the increase in viewing from 
children and young people, being audiences that had walked away from TV. One 
answer, that requires more empirical density, is that National open TV was, in some 
cases, the only entertainment option during the pandemic. 

3. VoD Monitoring 2021

3.1 VoD Platform market in 2021
As we had pointed out in 2020, also in 2021 there was an increase of SVoD sub-
scriptions in Mexico, we believe this is largely due to the Covid-19 pandemic. The 
platforms that have grown the most in the number of subscriptions are Disney+ 
and HBO Max. We consider that, despite the fact that Netflix has over 4.500 titles 
in Mexico, perhaps the way in which content is displayed has tired the audience, by 
not finding new and attractive titles; in addition, there is great competition between 
platforms and its subscription prices. Netflix prices are the highest of all platforms: 
$139 pesos ($6.82 USD) basic account; $266 pesos ($13.06 USD) Premium account. 
It should be noted that several telecommunications companies such as Telmex offer 
their subscribers a combo that includes internet service plus access to platforms 
such as HBO Max, Disney+ and Star+ (only for one month), and Claro Video. They 
also offer Netflix, but at an additional cost. 27% of streaming platforms users are 
subscribed to two of them, and 17% to three or more6. Many users share their pass-
words to friends or family, and it is because of this that the growth results have not 
been as expected.

According to data from the consulting firm The Competitive Intelligence Unit, it is 
believed that 57% of SVoD users  in Mexico use some platform to watch TV content 
online. Data from the same company indicate that the distribution of subscription 
TV is divided as follows: 34% for Satellite TV, 22% for Cable TV, and 44% for OTT7. 
The SVoD subscription model is preferred in the country, with 74% users, while the 
model that includes advertising is used by 71% of users, and the third position is for 
TV Everywhere with 40% of users. Free content on VoD had 15% of preferences, 
and 12% did not see content online8.

As can be seen in Chart 3 of this chapter, OTT platforms offering has increased in 
Mexico, some of them are independent and offer non-commercial content, such as 
movies or  productions that have won awards at international film festivals.

6 https://www.milenio.com/negocios/usuarios-plataformas-streaming-crecieron-mexico-2021
7 https://www.eleconomista.com.mx/arteseideas/Fatiga-de-suscripcion-modifica-habitos-de-consu-
mo-en-plataformas-de-streaming-20211111-0026.html
8 https://www.reporteindigo.com/indigonomics/mexico-y-el-streaming-pais-de-espectadores-en-
linea/
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Regarding the profits from OTT platforms, the Federal Institute of Telecommu-
nications estimates annual revenues of 1.899 billion dollars. This is explained given 
the incursion of actors like Disney+, HBO and Paramount. In the last four years, 
profits have tripled, going from 621.1 million dollars to 1.899 billion dollars.
 
3.2. Local VoD platforms supply in 2021 (national, regional within the country)
In Mexico, several platforms that supply VoD content now are used for free. In 2021 
BLIM offered up to 40 channels on its live platform. Its catalog mainly included 
telenovelas, premiere and classic films, classic and recent Mexican cinema, Mexican 
and international series, telenovelas such as Muchachitas, Sortilegio, Teresa, among 
others. By mid-2021, it included advertising on its platform, so it became free of 
charge. By 2021, it had around 9% of the streaming subscriptions in the country.

Another platform that has established itself in Mexico, and that is offered free 
of charge to those who acquire the Telmex service (fixed telephony + internet) is 
Claro-Video. This platform belongs to América Móvil, whose owner is Carlos Slim. 
Its access modality is mixed, since it offers free content, as well as for rent and sale.

On another hand, Dish móvil also offers on-demand content. For Dish custom-
ers (satellite TV) content is provided free of charge. Its catalog includes series, mov-
ies, and special live events. In Mexico, the company is losing more and more sub-
scribers, because it has eliminated content on its channels so as not to raise the cost 
of subscription to satellite TV. This company is owned by MVS Comunicaciones.

The Cinépolis Clic platform does not request a subscription, rather the user pays 
only for the content they wish to watch, either for purchase or rent. Its catalog main-
ly offers movies. The owner of the platform is the Ramírez Organization, owners of 
one of the most powerful film exhibition chains: Cinépolis.

An independent company for promoting Mexican cinema is filminlatino.mx. It 
was founded after the former director of the Instituto Mexicano de Cinematografía 
(Mexican Institute of Cinematography), Jorge Sánchez, met with one of the partners 
of the Spanish platform filmin. The idea from this meeting was to digitize a good 
part of the production of Mexican cinema. In its catalog it has films by filmmak-
ers such as Arturo Ripstein, Carlos Reygadas, among others, as well as films that 
have been released at national and international film festivals; it also offers series. It 
provides content for free, but there are also subscriptions at a cost of $80 pesos ($4 
USD) per month.

On the other hand, plataformacine offers movie rental services without sub-
scription. Like Cinépolis Clic, you only pay for what you watch. It mainly offers 
independent and award-winning Mexican films. It was created at the initiative of the 
Universidad Nacional Autónoma de México and the Cineteca Nacional.

Casa Caníbal was created by the production and distribution company Cine Caníbal. 
Their catalog provides content for sale or rent including their own productions, but also 
cult movies, classic, comedy, queer films, among others.
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3.3. VoD analysis in 2021: national premiere fiction and co-productions
By 2021, we observe that the percentage of national premieres on streaming plat-
forms decreased. In 2019 we point out that Netflix produced six series, in 2020 there 
were seven productions, while in 2021 the company produced eight, being the only 
VoD platform that increased its Mexican productions. But unlike Netflix, Prime 
Video produced five series in 2019, five again in 2020, and only three in 2021. The 
Claro-Video platform produced only one series in 2019, and in 2020 it showed a 
notable increase in its productions as it premiered six series, but in 2021 it again 
decreased its production series and only premiered one.

For its part, Televisa’s Blim, in 2019 produced six series, in 2020 it only produced 
one, same as in 2021, which is the series titled 40 y 20. Based on the data released, 
Mexican premiere productions have dropped from 2019 to 2021, by 37%.
 
Table 8. National fictions and co-productions displayed in 2021 in VoD systems

Source: Obitel Mexico.

NATIONAL PREMIERE TITLES 
 
Netflix – 8 national titles 
1. Madre Solo Hay Dos (Series) 
2. ¿Quién Mató a Sara? (Series) 
3. Somos (Miniseries) 
4. Guerra de Vecinos (Series) 
5. Todo Va a Estar Bien (Series) 
6. La Venganza de las Juanas (Series) 
7. Maya y los Tres (Series) 
8. Control Z (2nd season) (Series) 
  
Amazon Prime – 2 national titles 
 9. De Brutas, Nada (series) 
10. El Juego de las Llaves 2 (series) 
  
Claro Video: 
11. La Negociadora (Series) 
  
Blim: 
12. 40 y 20 (series, 6th and 7th 
seasons) 
  
Total: 12 

CO-PRODUCTIONS 
  
Netflix – 1 title 
1. Élite (4th season, series) – Spain. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Total: 1 
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3.4. Narrative features of VoD in 2021
In 2019, Netflix established in Mexico their production and marketing offices for 
the Latin American region. The objective was to increase the number of original 
productions directed both for the Mexican (mainly) and Latin American market. 
This has meant a gradual increase in the production of series; that is the reason why 
eight series were premiered in 2021.

These series explored not only various themes but also various genres: drama, 
suspense and comedy; Todo Va Estar Bien is a notable production as it is the debut 
as series director of the renowned Mexican actor, Diego Luna, and which portrays a 
couple in Mexico City who ended up forming a diverse family.

Likewise, it stands out the miniseries Somos, a story based on the journalistic 
investigation of Ginger Thompson: “Anatomía de una masacre” (Anatomy of a mas-
sacre) that explains how it was the massacre of Allende, Coahuila, in 2011, by the 
cartel Los Zetas, and that it was triggered by a failed DEA operation in Mexico. The 
miniseries portrays the massacre that occurred in Allende, between March 18 and 
21, 2011, and which caused the disappearance and death of more than 300 people. 
In the words of its producers, the aim was to offer audiences the other face of the 
“drug war”, since -until now- other series have focused on portraying narco figures, 
thus making invisible the violence and pain this causes to the victims.

Lastly, and regarding Netflix productions in Mexico, it is noteworthy that come-
dy has been the central element of series such as Guerra de Vecinos and Madre Solo 
Hay Dos, which enlarge the number of productions, movies included, going for this 
approach in this platform. That same comedy series approach was taken by plat-
forms such as Blim and Prime Video with series like 40 y 20 and De Brutas, Nada, 
respectively. While Claro-Video chose a different road with La Negociadora, that 
addressed the drama of a hijacked company, for which a woman police officer who 
is one of the best negotiators is invited to help.

4. Interactivity and audience participation: The series Somos
For this section we decided to present the type of marketing strategies that the in-
dustry has used to promote the series Somos. This was a Netflix production and 
premiered on this same platform on June 30, 2021, and narrates the testimonies of 
people involved in the massacre (people responsible for it and also victims) of more 
than 300 people in the town of Allende, Coahuila, Mexico, by the organized crime. 
The production was based on the journalistic work by Ginger Thompson, published 
in 2017. The series has six episodes, and stars Alejandro Ruiz, Jero Medina and Areli 
González, among other non-professional actors.

The producer of this series is James Shamus, and dozens of people were interviewed 
to play the various roles, all Mexicans. It is important to point out how this series that 
narrates these serious events that occurred in Mexico was publicized to get viewers.
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(Translation below)9

Netflix Latin America publicized the series on social networks such as YouTube, as 
well as the official trailer on the platform’s page. We did not find social networks cre-
ated specially to publicize the series, as Netflix has done for other of its productions, 
but we did find mentions on the company’s official channels. It is only through the 
social networks of Netflix Latin America that the premiere of the series was publi-
cized (Twitter, YouTube, Facebook).

9 Somos is a fiction series based on the striking story that the renowned journalist Ginger Thompson 
wrote of a true massacre that occurred in Allende, Coahuila. Created and produced by James Sha-
mus and written by him and by Mexicans Monika Revilla and Fernanda Melchor, Somos is the very 
first series to address narco and drug violence from the victims’ perspective. It is a choral work, with 
multiple protagonists, whose stories recreate the daily life of a small rural community that, without 
knowing, is hit by a tragedy triggered by a failed DEA operation.
SUBSCRIBE: https://bit.ly/2W85El8
About Netflix:
Netflix is   the leading streaming entertainment service in the world. With a presence that exceeds 190 
countries, 208 million people with paying memberships enjoy series, documentaries and movies in a 
variety of genres and languages. Netflix members can watch what they want, when they want, on any 
screen connected to the internet, and can play, pause and resume a title, with no ads or commitments.
Follow Netflix Latin America on:
TWITTER: http://twitter.com/NetflixLAT
INSTAGRAM: http://instagram.com/NetflixLAT
FACEBOOK: http://facebook.com/NetflixLATINO
Somos. | Official Trailer | Netflix
https://youtube.com/NetflixLATAM
In 2011 a small town in the North of Mexico lived a nightmare that no one would be able to forget. 
A series of strange events, a cartel and a tragic ending.
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CUADRO 15

(Source: https://www.facebook.com/page/684961094904799/search/?q=Serie%20Somos
Translation below10

We found that only a very basic level of publicity was given to the series on social 
media: we got some notes in national media publicizing the premiere, as well as 
emails advertising the series. 

Source: authors’ personal email.

Also, virtual events were held, such as the one at Columbia University in the United 
States, where the series was publicized: 

10 Somos
The story of a tragedy. The violence of organized crime has marked Mexico’s reality and fiction in recent 
decades.
Somos shows us the point of view of the victims of a true massacre, through different fiction stories.
A massacre that occurred in 2011, in Allende, Coahuila, a small town nearby the US border.
Starring actors like Alejandro Riuz and Mercedes Hernàndez, and real inhabitants of northern Mexico.
Despite the fact that non official numbers speak of hundreds of victims, the massacre of Allende was 
ignored for years.
Somos is on Netflix and is based on the journalistic story “Anatomìa de una masacre” by Ginger Thompson.)

 

 

https://www.facebook.com/page/684961094904799/search/?q=Serie%20Somos
https://www.facebook.com/page/684961094904799/search/?q=Serie%20Somos
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CUADRO 17

Source: https://twitter.com/sofheyman/status/1413549185526284293

Regarding the reception of the series, due to the serious problems it portrays, there 
are conflicting opinions, since some people have stated that the series barely rep-
resents a part of the reality lived in Allende, Coahuila.

In this regard, the writer of Somos, Mónika Revilla, wrote in a column in The 
Washington Post that what they sought with the series was to create:

“An anti-narcoseries, the counterpart of the prevailing television narratives. To do 
so, we needed to approach the whole process differently or we risked falling into the 
same vices. The first thing was to change the point of view from where we were going 
to tell the story. Instead of giving a voice —once again— to the drug traffickers, the 
approach was to tell the experiences of the victims. In other words, we decided to 
make leading roles of the characters that would normally be the extras in the nar-
coseries” (Revilla, 2021).

And she continues:

“Somos is not about the eccentricities of the brothers Omar and Miguel Ángel Trev-
iño, former leaders of Los Zetas, it is about the brave people of Allende who dared to 
speak out about what narco traffickers did in their community” (Revilla, 2021).

       
For her, this type of fiction, although it is not its main objective, does contribute 
to creating awareness and memory about the recent past; it is because of this that 
creating an anti-narcoseries means betting that fiction does not contribute to the 
violence that plagues the country is trivialized, because in her words: “those nar-
ratives do not contribute anything to understand what we are experiencing as a 
country”. Fictions such as Somos, as Sánchez (2022) says, become pedagogies of 

 

https://twitter.com/sofheyman/status/1413549185526284293
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popular culture because they help people to resignify the past by different facts and 
events being updated in the present and shown to them.

Next, we present some comments that various audiences wrote on the Somos 
trailer, which was published on the YouTube platform:

CUADRO 18

Source:YouTube Mexico.
(Translation below)11

These comments point out how relevant the series was because it showed people for 
the first time the victims’ suffering and not just the “heroism” of the narcotraffickers; 
they also emphasized that, after watching the series, they were able to learn about 
a massacre that they were unaware of, which also allowed them to understand that 
these tragedies, unfortunately, have not ended. 

11 zA Mi
The story of the massacre of Allende, Coahuila.
I just hope that they focus on the victims, people that just because they were walking on the streets 
were murdered. Hundreds of innocents were killed.
Stop putting narcotrafickers on altars as they always do in the series.
Citli Soto S
I finished watching the series and this is one of the series that has made the strongest impression on 
me, to the point that I was in shock since despite I’m a Mexican I didn’t know anything about this 
event, it seems that there was a media silence about the issue.
I am scared to think this happened in my own country and I am deeply sad at the same time.
Historian Antonio Montoya
I am from Gómez Palacio, Durango, next to Torreón, although I fled to Mexico City, I still remember 
the violence experienced first hand. This advertisement makes me cry. I became a Historian and now 
I am working on a thesis on “The war against the narco” during Calderon’s administration. I will 
never forget what soldiers did to me in 2010. I was sexually assaulted.
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Source:YouTube Mexico.
(Translation below)12

We believe that Netflix’s decision to produce a series about an event as sensitive as 
what happened in Allende, Coahuila, reveals the company’s interest in bringing to 
common knowledge violent events that have been silenced, aiming to show what re-
ally happened in Allende. And that, given the opacity about the event, the audience 
may be interested in watching this kind of content, although as some subjects who 
have already watched the series claim, reality exceeds what is represented in Somos.
12 Akire30 Guajardo
This fiction falls short in portraying the reality of my town Allende, both the place and events they 
just don’t go far enough on what happened: machinery demolishing house by house and setting fires, 
the reaction of the people that did not came out to help, but did went to ransack houses just after 
kidnaps, flying on the streets there were personal documents of people that had just disappeared, in-
nocent people that never came back. And I have to mention that the military never showed up, when 
they used to be around all the time, when the military barracks were just a few kilometers away, and 
de town police, even worse, they didn’t even go out. In the news, they just talked about the weather 
report, while the house across the street from the fire department remained on fire. Many days peo-
ple were locked up in their houses because there was fear all over Allende. At the end nobody said 
anything. Many properties remain damaged, and when we pass by we just look away.
Israel Bibiano
I finished watching the series. At the beginning, I was a little bit under the premise “I’ll watch it to the 
end just because I already started”. And I don’t regret it at all. Is a series that is totally different to other 
ones that address this topic as something “cool”, something “fascinating”, something “amazing”, I felt 
a lot of empathy and sadness for all the people who lived this terrible event, I think that the actors and 
people portrayed on the show did a great job, to the point I don’t feel any “pride” for my country, to 
the point of feeling helplessness and to curse every moment that the real people had to go through. I 
believe this has been one of the best series that I’ve watched regarding this topic.)
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5. Highlights of the year 2021
As we pointed out up in the introduction, the disruption generated in the country 
by the various feminist resistances has not been left out of the narratives of television 
fiction, and proof of this is that, for the third consecutive year, Televisa produced 
and premiered a telenovela focused on talking about the various forms of violence 
that cross the lives of Mexican women belonging to different generations.

 “Vencer” is a trilogy of telenovelas that revolve around four women from differ-
ent generations, who represent problems such as gender violence, teenage pregnan-
cy, bullying and harassment, as well as cyberbullying, rape, etc.

In 2021, Vencer el Pasado was premiered, and its four cases were: Renata, who 
fought against digital harassment; Carmen, who confronts the social prejudices suf-
fered by adult women; Dana, who has to overcome the loss of her lifestyle and is 
addicted to social networks where she’s victim of digital violence; and Mariluz, also 
a victim of digital violence that forced her to leave her home.

With a more realistic approach than past Televisa productions also focused on 
portraying women’s problems -such as the unitary classic Mujer, Casos de la Vida 
Real, “Vencer…” has consolidated itself as a widely accepted telenovela due to its 
treatment of gender-based violence, which is proven by the fact that its three pro-
ductions are among the ten most watched fictions in Mexico over the last two years.

Another element to highlight, talking about telenovelas that with a gender ap-
proach turned national productions upside down, is the broadcast on Televisa of 
Si Nos Dejan, which is a remake -although on a different television station- of the 
successful Mirada de Mujer, telenovela produced by TV Azteca in 1997, which 
was the first telenovela not produced by Televisa to lead the preferences of Mexi-
can audiences.

2021 was also relevant because La Rosa de Guadalupe, the most important Mex-
ican fiction product in the last decade, ceased to be the most watched by the Mex-
ican audience: from being in the first places in the last three years, it now ranked 
sixth place. This happens alongside the fifteenth anniversary of this show on the air, 
which was on February 22, 2022, the date on which the unitary show had broadcast-
ed a total of 1.680 episodes.

Álvaro Cueva, the most important television critic in Mexico, pointed out that 
La Rosa de Guadalupe should be considered a television phenomenon because it 
addressed various social issues that, before the existence of the show, were not ad-
dressed on national television; however, it is relevant to point out that many of these 
issues, insofar as their social relevance, turned out to be minimized after “the mirac-
ulous effect of the white rose” that ends up overriding the agency of the victim char-
acters, because in the end they were not the ones who resolved their problems, but 
the miracle that overshadow other individual or collective ways to solve the conflict.
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Something to highlight in the field of national fiction is that in 2021 it stopped the 
trend of producing bioseries and the remake of classic Mexican telenovelas (what 
Televisa called “The Factory of Dreams”); however, the trend will recover in 2022 
with the premiere of Los Ricos Tambien Lloran and the production of the bioseries El 
Último Rey: el Hijo del Pueblo, which narrates the life of the Mexican singer Vicente 
Fernández, who died on December 12, 2021.

Portraying the life of this singer also involved a legal dispute between the 
Fernández family, Televisa and Netflix, because of the exploitation rights of the “Vi-
cente Fernández” trademark. The problem is that the Televisa production was made 
without the consent of the family and based on the unauthorized biography: The 
Last King, by Olga Wornat, published in 2021.

While the Netflix series, which is yet to be released, was made in agreement 
with Vicente Fernández himself, who in 2019 signed the rights for the platform and 
Caracol Tv, from Colombia, to portray his life.

6. Topic of the year 2021
Transformations in television seriality and its impact on Mexican television 
fiction formats in times of streaming
The successful emergence of SVoD systems is having a significant impact on televi-
sion fiction formats and their narrative strategies, which can be seen both on open 
television, cable television or on digital platforms (Piñón & Lacalle, 2022). Thus, in 
this section we aim to report how the narrative structures of television fiction and 
its formats have been transformed in Mexico.

In recent years in Mexico, we have observed that Televisa has produced telenove-
las with a smaller number of episodes and with a type of narrative that is more in 
line with series style. One of the first telenovelas to undergo these changes was Mu-
jeres de Negro, starring Mayrín Villanueva, Alejandra Barros and Ximena Herrera, 
which aired in 2016. In the style of a thriller, broadcast in prime time, the story is 
about three women who decide to murder their husbands, and they are complicit 
in keeping their secrets. This telenovela was broadcast as a series, and had only 51 
episodes.

In 2016 there was another change regarding format and content, when Televisa 
produced the bioseries Por Siempre Joan Sebastian, which portrayed the life of the 
singer of the same name. In 2017, Televisa produced the telenovela La Doble vida de 
Estela Carrillo, this story was also presented in a smaller number of episodes than 
what the company usually did (around 120-130); but in this case, this melodrama 
had only 72 episodes, and this production addressed the topics of Mexican emigra-
tion and regional music. This telenovela starred Ariadne Díaz and David Zepeda.
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A production that already showed what would come with the Televisa-Univision 
merger is La Piloto, which is a television series produced by W Studios and Lemon 
Studios for Televisa and Univision; the second season was broadcast on El Canal de 
las Estrellas (Channel 2 on Mexican open TV) and had 81 episodes of 41-44 min-
utes each. The first season premiered on Univision. The story revolves around the 
life of Yolanda Cadena, whose dream is to fly planes. This series obtained a rating of 
14,2 points. Also in 2017, En Tierras Salvajes (69 episodes) was premiered, starring 
actors Claudia Álvarez and Diego Olivera.

With these telenovelas, Televisa experimented with new formats and shorter pro-
ductions; by 2018, it produced Por Amar Sin Ley, which is the beginning of the pro-
duction of telenovelas with two seasons. The first season had 95 episodes, and was 
broadcast that same year. The second season continued with the unresolved stories 
of the first one, and had 91 episodes, broadcast in 2019. The melodrama, starring 
Ana Brenda Contreras and David Zepeda, is about the lives of the lawyers who work 
at the Vega y Asociados law firm, where cases on domestic violence, gender, among 
others issues are resolved. It appeared that this fiction would have a third season, but 
it is not yet known if it will be done.

Another Televisa production, also with the series format, is Sin Miedo a la Ver-
dad, whose protagonist, Manu (Álex Pérea) is a cyber hero who protects all those 
who have been victims of some injustice. The series had three seasons; the first one 
with 21 episodes; the second one with 25, and the third and last one with 35. It start-
ed broadcasting in 2018 and finished in 2020.

In the same vein, the series format, we find Médicos, Línea de Vida, which is the 
Mexican version of the successful American series Grey’s Anatomy. Broadcast in 
2019, starring the Cuban actress Livia Brito, it had 87 episodes, and it is about the 
lives of doctors and residents who work in a hospital in Mexico City. Televisa had 
announced a second season of this series, but to date it hasn’t been confirmed.

Also in 2019, Televisa started the “Fábrica de Sueños” project, which objective is 
to produce their classic hits, but in short episodes. The first of these productions is 
the miniseries La Usurpadora, which had 25 chapters and was broadcast in prime 
time. The leading actress is Sandra Echeverría, and each chapter had an average 
duration of 43 minutes. This new version obtained 14,73 rating points. Also in that 
year, as part of this “Fábrica…” project, the new version of Cuna de Lobos was pre-
miered, a telenovela that back when the original version broadcast averaged more 
than 50 points, while this new short version, starring the Spanish actress Paz Vega, 
obtained 13,16 rating points. As can be seen, Televisa took a risk with these remakes 
in a format with fewer episodes.

That same year, 2019, the series Esta Historia Me Suena premiered, which ad-
dressed family and youth issues, and each episode tells a different story. This show 
had four seasons, and was broadcast on El Canal de las Estrellas from 2019 to 2021. 
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The main feature of this series is that it presents a musical anthology, it was broad-
cast in the evening time slot and obtained a rating of 13,14 points.

In 2020, the trilogy of telenovelas called “Vencer” began broadcasting: Vencer el 
Miedo, Vencer el Desamor and Vencer el Pasado. These telenovelas were produced by 
Rosy Ocampo, and the focus topic is violence against women. In Vencer el Miedo, 
the leading actress is Paulina Goto; the telenovela had 46 episodes, lasting 41-44 
minutes each. A characteristic of this fiction is an introductory voice at the begin-
ning of the story, as well as the use of flashbacks, where the stories of each one of the 
four protagonists are developed. At the end of that same year, the second fiction was 
released: Vencer el Desamor, starring Daniela Romo. In this telenovela, the protag-
onist of Vencer el Miedo is the one who introduces the story of the four women of 
Vencer el Desamor, and there are also scenes with flashbacks as well as flashforwards, 
which is a characteristic of all telenovelas. 93 episodes were produced, more than 
twice as long as Vencer el Miedo, lasting 41-44 minutes each.

One characteristic of these telenovelas is that some characters reappear in the 
second and third productions, so there is continuity in some of the stories and even 
the spaces where it takes place, for example, in Vencer el Pasado, which is related to 
the house wherethe story of Vencer el Desamor was developed. The third production 
of this trilogy is Vencer el Pasado, also with four leading women who suffer, in this 
case, from digital violence. Starring the French actress Angelique Boyer, it had 85 
episodes and premiered in 2021. Like the other telenovelas, it also shows flashbacks 
and flashforwards.

The peculiarity of this trilogy is that at the end of each episode an actor from the 
telenovela appears talking to the audience and encouraging them to report any type 
of violence they have suffered; also, psychological support is offered through an or-
ganization that provides free service by telephone. Vencer el Pasado, as we reported 
in this year’s yearbook, had an audience of 16,94 points, ranking second in the Top 
Ten of 2021.

After this brief description of some of the formats and narratives, we can con-
clude that, mainly, Televisa has been investing in short formats for some years 
now, seeking to reach more audiences, but also for budget reasons. Unlike a few 
decades ago when telenovelas could have up to 180 or more episodes, today there 
is some influence of the current media ecosystem, such as VoD, to produce con-
tent on other more topical issues, as well as on shorter formats, like series, with 
one, two, or even more seasons. We believe that Televisa is playing with different 
formats (some short, and others with an average of 120 episodes) to get to differ-
ent audiences, and perhaps not investing as many resources. We cannot deny that 
as audiences we are also in a process of transformation, and given the enormous 
amount of fiction and other genres on offer, we no longer want to spend months 
and months in front of the screen, as in the old days, waiting for one story to end, 
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but now, in the face of the discursive and aesthetic proposals of the VOD platforms, 
which allow us to watch the fictions we like at the time we want, and with few epi-
sodes; the television stations, in this case mainly Televisa, have also decided to pro-
duce in the format of shorter series and presenting some of the fictions divided in 
seasons, to give continuity to the stories.

To sum up
The scenarios are changing and we are faced with new players, mergers, formats 
and narratives. Televisión Azteca has preferred to produce reality shows and has 
left telenovelas and series aside, to concentrate on contest shows that pay off better. 
For its part, Imagen TV continues to import fiction and producing telenovelas does 
not seem to be on its plans. While, on public television, non fiction shows (series or 
telenovelas) were produced for 2021. As for the streaming companies, they continue 
to grow and to gain audiences, although they face new challenges. How will Netflix 
reactivate its market in the face of competition with platforms such as HBO Max or 
Disney +?

On the other hand, we must keep an eye on how the Mexican market moves, 
given the merger of Televisa-Univision.

 



184

Obitel 2022

References

Artículo 19 (2022). Negación. https://articulo19.org/negacion/ 
Digital Tv Research (2022). Crecimiento del VOD en América Latina. https://digi-
taltvresearch.com 
ONU-Mujeres (2021). La pandemia en la sombra: violencia contra las mujeres du-
rante el confinamiento. https://www.unwomen.org/es/news/in-focus/in-focus-gen-
der-equality-in-covid-19-response/violence-against-women-during-covid-19 
Piñón, J. & Lacalle, R. (2022). Transformaciones en la serialidad de la televisión y su 
impacto en los formatos de ficción televisiva iberoamericana en tiempos de stream-
ing. Propuesta teórico-metodológica. (Obitel working document).
Revilla, M. (2021). ‘Somos’: hay que deconstruir la narrativa de las narcoseries. https://
www.washingtonpost.com/es/post-opinion/2021/06/29/somos-serie-netflix-allen-
de-narcoseries/ 
Sánchez, M. (2022). Pedagogías de la cultura popular en las audiencias de las plata-
formas de televisión en streaming, a partir del consumo de ficciones audiovisuales se-
riadas. El caso de Narcos México. Doctoral thesis. Universidad de Guadalajara. 

https://articulo19.org/negacion/
https://digitaltvresearch.com
https://digitaltvresearch.com
https://www.unwomen.org/es/news/in-focus/in-focus-gender-equality-in-covid-19-response/violence-against-women-during-covid-19
https://www.unwomen.org/es/news/in-focus/in-focus-gender-equality-in-covid-19-response/violence-against-women-during-covid-19
https://www.washingtonpost.com/es/post-opinion/2021/06/29/somos-serie-netflix-allende-narcoseries/
https://www.washingtonpost.com/es/post-opinion/2021/06/29/somos-serie-netflix-allende-narcoseries/
https://www.washingtonpost.com/es/post-opinion/2021/06/29/somos-serie-netflix-allende-narcoseries/


185

Peru

PERU: THE PRESENCE OF PLATFORMS1

DOI: https://doi.org/10.7764/obitel.22.E.10
Authors
Giuliana Cassano2 https://orcid.org/0000-0002-2686-5008
Guillermo Vásquez Fermi3 https://orcid.org/0000-0001-6115-3172
James A. Dettleff4 https://orcid.org/0000-0002-3603-1699 
Research team
Thalía Dancuart, Priscilla Castro, Brunella Bertocchi, Mary Bustinza, María Isabel 
Ato, Lissi Torres, Kimberli López, Daniella Huamán, Andrea Soplin, 
Renzo Miranda, César Moncayo, Rodrigo Nava

Introduction
In 2021 Peru continued to deal with the effects of the pandemic and the political 
and institutional crisis. With Francisco Sagasti assuming the presidency, the country 
seemed to be heading to relative rest. Sagasti formed a government with profession-
als who built the necessary bridges to set objectives and achieve urgent goals, where 
vaccination and holding clean and transparent elections were the main goals.

The victory of rural professor Pedro Castillo to the presidency reopened histor-
ical gaps in the country: racism, classism, and struggles for power quotas, upris-
ing of new political actors in the executive and legislative branches, confirming the 
division of the country that has been experienced since the beginning of the 21st. 
century. Beyond left and right, it can be pointed out that the division is between 
conservative and progressive groups, corrupt and honest groups, and groups with 
particular interests -including those of the President himself- who have been seek-
ing to take over the country for their own benefit.

In the electoral context, the media opted in favor of Keiko Fujimori’s candidacy, 
which generated an imbalance in the information treatment, which today has, as a 
consequence, the high presence of fake news on traditional stations.

1We thank Kantar Ibope Media for providing us with the audience data used in this research.
2 Associate professor at the Pontificia Universidad Catolica del Peru.
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1. The Audiovisual Context of Peru in 2021

1.1. Open television in Peru 

Table 1. National open television networks/stations in Peru

Source: Observatorio Audiovisual Peruano

Graph 1. TV rating and share by station (rating by household).

Source: Kantar Ibope Media
Note: The share does not add up to 100% because other channels are missing: 

The rest of broadcast TV stations and VHS/DVD

Private Networks/Stations (5) Public networks/Stations (1) 
Latina (Channel 2) TV Perú (Channel 7) 

America Televisión (Channel 4)  
Panamericana Televisión (Channel 5)  

ATV (Channel 9)  
Global TV (Channel 11)  

TOTAL NETWORKS AND STATIONS = 6 

 

Station Household 
Audience % Share (%) 

America Televisión 6,7 39,41 21,50 

ATV 4,0 23,53 12,80 

Latina 3,9 22,94 12,40 

Panamericana Televisión 1,3 7,65 4,00 

Global TV 0,7 4,12 2,30 

TV Perú 0,4 2,35 1,30 

TOTAL 17 100.00 54.30 
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Graph 2: Genres and hours broadcast on TV programming

Source: Observatorio Audiovisual Peruano

The composition of the stations has not changed in the last year. The six stations of 
national reach are the same we have reviewed in previous yearbooks, despite chang-
es in ownership or name. América Televisión (owned by Grupo El Comercio, owner 
of Canal N cable news station, and most of the written press) continues to lead the 
broadcast audience, although it continues its decline, which began in 2019. The 6.7 
points obtained in 2021 is the lowest in the decade we have been observing it. ATV 
(owned by the Mexican Ángel González, who also owns the stations Global TV, 
La Tele, and the news station ATV+) continued the rise it had been showing since 
2018 and outperformed Latina -its closest rival- for the first time this decade. These 
three stations are the most important among the broadcast stations, and their shows 
dominate the audience’s preferences. Panamericana Televisión, a station that was 
the leader until the end of the last century, is in a distant fourth place, followed by 
Global TV and the state-owned station TV Perú. The latter shows a sharp drop in 
2021, having barely half the audience achieved in the previous years. The situation 
regarding simulcasting has not changed, with all these stations broadcasting in ana-
log and digital television signals, but without taking advantage of their potential. In 
Peru, stations with an analog signal can have up to four digital signals, and only TV 
Peru uses all of them, with its regular programming on 7.1, mixed programming on 
7.2, an information channel on 7.3, and the IPe channel for children and youngsters 
in 7.4. América Televisión and Panamericana Televisión use two digital signals (in 
HD and SD) to broadcast the same programming as their analog signal. Latina uses 
three digital signals (one in HD and two in SD) to broadcast the same programming. 
The ATV group uses five digital channels to broadcast ATV programming in HD, 
its news channel ATV+ (in HD and SD), Global, and La Tele. This shows that giving 
the broadcasting companies more signals does not generate new programming, but 
the stations broadcast something on them to avoid losing their right to use them.

Broadcast 
genres 

Exhibition 
hours % 

Information 17494:30:00 33,36 
Fiction 17163:00:00 32,72 

Entertainment 8838:30:00 16,85 
Religious 123:00:00 0,23 

Sport 1357:00:00 2,59 
Education 2116:00:00 4,03 
Political 486:00:00 0,93 
Others 4870:00:00 9,29 

TOTAL 52448:00:00 100,00 
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As for the genres broadcast, news outperforms fiction for the second year in a 
row, which fiction rising to 32.7%, but is still far from the percentages achieved 
during the previous decade. The pandemic, but even more so the elections, have 
kept news in the first place on broadcast TV screens. The significant data is the 
reduction in the percentage of entertainment shows, an item that had been rising 
steadily in recent years and that in 2021 shows a substantial decline. The increase in 
educational shows should also be highlighted, which, although barely exceeding 4% 
of screen time, are still above the levels shown in previous years, thanks to the use of 
state television as a source of educational resources that replace face-to-face classes.
 
1.2. Pay TV and VoD platforms in Peru in 2021

Table 2. Pay television stations in Peru

Source: Observatorio Audiovisual Peruano and Kantar Ibope Media

Children’s stations continue to be the most popular on pay television in Peru, al-
though the advance of the national news station Canal N, which ranks second, 
stands out. Something notable is the presence of TLnovelas, which despite not hav-
ing been in Movistar’s offer (market leader, with a 61% share) 5, continues to appear 

5 https://punku.osiptel.gob.pe/#

10 most watched pay TV stations in Peru 

Station Genre Origin Home rating 

Cartoon Network Children USA 0,7 

Canal N Information Peru 0,7 

Discovery Kids Children USA 0,7 

TLnovelas Fiction Mexico 0,4 

Disney Jr. Children USA 0,4 

ESPN Sports USA 0,3 

Star Channel Fiction  USA 0,3 

TNT Fiction USA 0,3 

Universal TV Fiction USA 0,3 

Disney XD Children USA 0,3 
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among the 10 most-watched cable stations in the country. Although most pay sta-
tions broadcast television fiction, none broadcast Peruvian fiction.

Table 3. VoD in Peru

Source: Observatorio Audiovisual Peruano

This list shows the growing interest in having platforms to deliver programming 
to audiences, especially the youngest. The platforms of broadcasting stations (their 
YouTube pages are not included here) are repositories of their programming, both 
of what is on the air and of previous programs. Few offer any differential element, 
such as products that are only accessible on the platform and have not been broad-
cast through their station.

Of the international platforms, in 2021 those already observed in the previous 
yearbook continue, but Star + and Paramount + were incorporated. In some cases, 
cable operators allowed access to the platforms when customers were subscribed 
to an additional package, as was the case with the subscription to HBO or Fox and 
ESPN.

By 2022, Movistar announced the name change of its platform to Movistar TV, 
although without significant changes to its services. At the beginning of that year, 
the ViX platform also entered the market, a merger of Blim TV, Univision Now, and 
Prende TV, offering a comprehensive free catalog of Latin telenovelas, series, and 
movies.

Top Active VoD Platforms in 2021 

América TVGO 
Latina Play 
ATV Play 
TV Perú App 
DirecTV 
Movistar Play (Telefónica) 
Movistar Gol (Telefónica) 
Claro Video 
Prime Video (Amazon) 
Disney+ 
Star+ (Disney) 
Netflix (WarnerMedia) 
Paramount+ 
Instagram TV 
Pluto TV 
ViX (Televisa Univision) 

TOTAL: 17 
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1.3 Independent production companies of television fiction
As we saw in previous yearbooks, independent production companies depend on 
their relationship with broadcasting stations, which are generally the primary source 
of financing for their projects (see more in the next section). Del Barrio and Pro 
TV continued to be the most active and important fiction production companies, 
thanks to their relationship with América Televisión, the station through which they 
broadcast their products. However, two companies appeared with fictional products 
that Latina broadcasted. Los Otros Libertadores was an 8-episode miniseries co-pro-
duced by Ningún Creativo, Pelícano Films and Latina Televisión, with international 
involvement. A few weeks later, the same station premiered Llauca, a 10-episode 
fiction produced by Espíritu and GV Producciones in 2019, whose premiere was 
delayed due to the pandemic. We will talk about both fictions in item 5.

1.4. Sources of financing for the audiovisual sector
The primary source of financing for this sector is the advertising system of television 
stations, which finance the production of fiction that will later be broadcast on their 
stations. That is why many independent production companies, despite not belong-
ing to television stations, are usually linked to a station that will be their leading 
financier.

Product placement is a way to attract advertisers and has been incorporated for 
a long time. Another way that has become more common is not only sponsors in-
vesting in the production of some fiction but also creating small advertising spots 
with the characters of the fiction at the start or end of the advertising slot. We have 
discussed this point in the 2013, 2014, and 2016 yearbooks.

From the State, financing for television products is null -beyond the fact that the 
State-owned station has financed some series broadcasted by them. Instead, the sup-
port is given exclusively to film, with contests to finance productions, financing of 
projects, post-production, experimental cinema, films produced in regions outside 
the capital, distribution financing, and feature films in native languages.

After trying to gain resources through payment apps, the television stations have 
been modifying their offers. América TVGO, the longest-running Peruvian paid 
platform in the country, announced that as of March 2022, it would once again offer 
a free access version as it was until 2016. However, it offers its subscribers ads-free 
programming and some preferential access. We will expand on this in item 3.1.

Regarding advertising financing, 2021 meant a 23% increase in investment by re-
suming many economic activities canceled by the pandemic. Although the amount 
of investment in television rose considerably compared to 2020, its 41% share of the 
advertising budget is the lowest in the last five years. Internet investment continued 
to rise, achieving a 33% share of the advertising budget, while cable reached a 3.1% 
share, continuing its notorious decrease in recent years.
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1.5. communication policies
Regulations on telecommunications and especially on television during 2021, were 
framed in two central facts: the continuation of the pandemic situation in the coun-
try, and the change of government. Concerning the first, some regulations were gen-
erated in the first part of the year that facilitated payments for the use of the electro-
magnetic spectrum, allowed greater ease in operating authorizations, or modified 
some UHF service frequencies in certain regions. We must remember that accord-
ing to the current law in Peru, any station operating on a UHF frequency automati-
cally has the right to have a digital terrestrial broadcast station, which uses the same 
UHF band.

The new government (called by prominent businessmen and media owners a 
“communist” government, and therefore a threat to their freedoms) was in constant 
confrontation with the factual powers of the country and the legislative attempts 
to overthrow the President. An initiative by the ruling party to be able to regulate 
content in emergencies -let us remember that during the pandemic private stations 
initially refused to give up hours for remote education- did not prosper as it was ac-
cused of being an attempt against freedom of the press. On the contrary, part of civil 
society stressed that rather than making changes to the law, what it indicates should 
be respected and that there should be greater severity with the codes of ethics, which 
are little respected by the media.

1.6. Digital and mobile connectivity infrastructure
The years of mandatory confinement increased connectivity to the internet and the 
consumption of programs through that option. In the second quarter of 2021, it 
was reported that 52.5% of Peruvian households had an internet connection -an 
increase of 10.9% in one year- and that 87% of the population accesses it through 
a mobile phone. Interestingly, among the 20 topics most searched by Peruvians in 
2021 on the internet are two Ibero-American fictions: La Rosa de Guadalupe and El 
Chavo del Ocho.
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2. Analysis of the Year: National and Ibero-American Premiere 
Fiction on Open TV

TABLE 1. Premiere fictions exhibited in 2021 
(national, foreign from Obitel countries, and co-productions)

Source: Observatorio Audiovisual Peruano

 
PREMIERE NATIONAL TITLES 
- 8 

PREMIERE FOREIGN TITLES - 26 

Latina – Channel 2 Latina – Channel 2 
1. Llauca (miniseries) 1. Jesus (series-Brazil) 
2. Los Otros Libertadores (series) 2. Amanda (telenovela-Chile) 
América Televisión – Channel 4 3. La Reina del Sur (telenovela-USA-Hispanic) 
3. De Vuelta al Barrio (Soap Opera) 4. Yo Soy Betty la Fea (telenovela-USA-Hispanic) 
4. Dos Hermanas (telenovela) America Television – Channel 4 
5. Junta de Vecinos (telenovela) 5. La Rosa de Guadalupe (series-Mexico) 
6. Luz de Luna (telenovela) 6. Los Milagros de la Rosa (series-Mexico) 
7. Princesas (telenovela) 7. Como Tú No Hay 2 (telenovela-Mexico) 
8. Yo Perdí el Corazón (miniseries) 8. Fuego Ardiente (telenovela-Mexico)  

9. La Desalmada (telenovela-Mexico) 
CO-PRODUCTIONS - 0 10. ¿Qué Pasa a mi Familia? (telenovela-Mexico)  

11. Quererlo Todo (telenovela-Mexico)  
12. Vencer el Desamor (telenovela-Mexico)  
Panamericana Televisión – Channel 5  
13. Enfermeras. 1st Season (series-Colombia)  
14. Enfermeras. 2nd Season (series-Colombia)  
15. Están entre Nosotros (series-Mexico)  
16. Un Día para Vivir (series-Mexico)  
17. Esmeralda (telenovela-Brazil)  
18. El Fantasma de Elena (telenovela-USA-
Hispanic)  
19. Operación Pacífico (telenovela-USA-Hispanic)  
20. Tanto Amor (telenovela-Mexico)  
21. Prófugas del Destino (telenovela-Mexico)  
ATV – Channel 9  
22. Cañaveral de Pasiones (telenovela-Mexico)  
Global TV – Channel 13  
23. El Barco (series-Spain)  
24. Gran Hotel (series-Spain)  
25. Velvet (series-Spain)  
26. Esperanza, El Destino del Amor (telenovela-
Chile)  
CO-PRODUCTIONS - 1  
Panamericana Television – Channel 5  
27. Marido en Alquiler (telenovela-Brazil/USA-
Hispanic)  
TOTAL UNPUBLISHED TITLES OBITEL - 27 
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Despite the decline of the COVID-19 pandemic towards the second half of 2021, the 
Peruvian fiction premieres panorama shows again its lowest figures in the last five 
years, with only eight premiere titles. This figure is worrying since it includes televi-
sion shows whose broadcast began in 2020 and remained on air until 2021: Dos Her-
manas, Princesas, and Yo Perdí el Corazón, all of them from América Televisión, the 
most important station in national fiction premieres in Peru, and the only station 
that has continued to broadcast Peruvian fiction without pause for the last 16 years.

What stands out is, as anticipated in the previous section, Latina’s commitment 
to return to fiction after a few years and with two opposite premieres in terms of 
content, style, and time: Llauca and Los Otros Libertadores. In this sense, the variety 
in the fiction offer will always be welcomed to the extent that it encourages competi-
tion in a limited market dominated by América Televisión and its allied production 
companies: América Producciones, Del Barrio Producciones or ProTV.

As for the fictions of Obitel countries broadcasted in Peru, the retraction we 
stressed is also evident since only 27 titles were broadcasted in 2021, a drop of 25% 
compared to 2020 when we were at the peak of the health emergency. Another fact 
that corroborates this panorama of reduction is that the number of reruns from Obitel 
countries was 50 titles, almost half of what we have usually had in the last five years.

A factor that may have also contributed to this fall is the dedication of screen 
time at the local level to political issues as it was an election year. Like any change of 
command, it brought a panorama of uncertainty, that was evident in the investment 
in television projects.

TABLE 2. National fiction premiere in 2021 
and its evolution in the five-year period.

Source: Observatorio Audiovisual Peruano

This table makes clear some contrasts and alternations. First of all, we see a steady 
drop in premiered titles in this time frame. We have already indicated that some 
figures include fictions that began in the previous year. Year 2020 was a particular 
case, since América Televisión was the only station to show premieres. To achieve 

Year Titles Episodes Hours 

2017 12 568 553:00 

2018 12 642 620:30 

2019 8 560 559:30 

2020 11 444 442:00 

2021 8 535 535:00 
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that number, it recovered some fictions made a few years ago that had not been aired 
or were broadcasted only on its América TVGO platform. Despite the high number 
of titles, the number of episodes and hours was the lowest in the entire table. This is 
explained by interruptions in the exhibition in the context of the pandemic and by 
the limited number of episodes of some fiction.

Beyond the specific case of 2020, the downward trend in episodes and hours 
envisioned in 2019 became more critical in 2021. This is verified with the titles re-
leased and the fewer episodes and hours accounted for this year. With 2021 being an 
election year, the audience’s interest shifted towards politics, but one might wonder 
if this panorama is also conditioned by the more significant presence of streaming 
platforms, primarily achieved during the pandemic.

TABLE 3. Formats of premiere national fiction in 2021 
and its evolution in the five-year period.

Source: Observatorio Audiovisual Peruano

Two important points stand out from this table. First is Peruvian television’s pro-
gressive decrease in telenovelas and the series’ disappearance in 2021. On the other 
hand, miniseries keep growing, which is explained considering the degree of in-
vestment that formats with a more significant number of episodes require. It has 
not been unusual in some of our national productions that, after their premiere, the 
total number of original episodes must be reedited to speed up their completion 
due to low audience levels. Or, on the other hand, simply cancel their broadcasting 
for the same reason. Our television industry is also very fluctuating, particularly in 
times of economic and political uncertainty. Therefore, miniseries become the pre-
ferred bet for stations to deal with times of crisis.

The second aspect has to do with Soap Operas, which we have identified in Peru 
as a consolidated format in recent years. In addition, it is a format that América 

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Telenovela 8 8 5 7 4 508:00 416:00 331:30 345:00 269:30 
Series 3 2 1 1 0 43:30 3:30 14:00 20:00 0:00 
Miniseries 1 1 1 2 3 1:30 6:00 34:00 9:00 24:00 
Sitcom 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Others (Soap 
operas) 0 1 1 1 1 0:00 195:00 180:00 68:00 241:30 
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Televisión has opted for, managing to be associated with this station and with their 
best audience ratings. Although in 2017 it does not appear as an option in this table, 
it is only because it was the first Season of De Vuelta al Barrio, and there was no 
guarantee that it would remain on the air for several other seasons, a situation that 
did happen until 2021.

TABLE 4. Premiere fiction in 2021: countries of origin

Source: Observatorio Audiovisual Peruano

In this context of retraction of Obitel premiere titles for the year 2021, we can appre-
ciate the detail of it in this table. Compared to 2020, the most notable fall has been 
that of Mexico since it broadcasted only 13 fictions of the 17 that were on screen the 
previous year. Another drop in the same period was that of Colombia, which went 
from having five fictions to only two premieres. Unlike these cases, Spain gained 

Country Titles % Hours % 

NATIONAL (total) 8 23,0 535:00 27,0 

OBITEL COUNTRIES (total) 27 77,0 1442:30 73,0 

Argentina 0 0,0 0:00 0,0 

Brazil 2 6,0 141:30 7,0 

Chile 2 6,0 89:00 5,0 

Colombia 2 6,0 112:00 6,0 

Ecuador 0 0,0 0:00 0,0 

Spain 3 9,0 89:00 5,0 

US Hispanic 4 11,0 182:00 9,0 

Mexico 13 37,0 780:00 39,0 

Peru 8 23,0 535:00 27,0 

Portugal 0 0,0 0:00 0,0 

Uruguay 0 0,0 0:00 0,0 

Venezuela 0 0,0 0:00 0,0 

CO-PRODUCTIONS (Total) 1 3,0 49:00 2,0 

National co-productions 0 0,0 0:00 0,0 

Co-productions Countries Obitel 1 3,0 49:00 2,0 

TOTAL 35 100,0 1977:30 100,0 
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presence by tripling its number of titles on Peruvian television this year. The rest of 
the countries have maintained their national screen share or have varied by one unit 
since 2020.

If we look at the number of hours and their respective percentage, we can see this 
difference with the titles broadcasted. Although Mexico reduced the number of the 
latter, it remains the leader regarding the percentage of hours broadcasted, followed 
by Peru. The case of Spain and Colombia also illustrates this difference. Although 
the first increased to three titles, its percentage of hours broadcast is still lower than 
that of Colombia, which had only two titles in 2021.

TABLE 5. Formats of national and Ibero-American fiction in 2021

Source: Observatorio Audiovisual Peruano

The telenovela remains the most frequent format among national and Obitel coun-
try premieres for another year. In Peru, miniseries is the format that begun to gain 
ground, almost matching its figures to those of the telenovela. In contrast, the series 
format has been discarded, as explained above. In this case, we cannot fail to men-
tion the presence in 2021 of the Soap Opera format within the Others category, 
which is still in force and will still be on the Peruvian television horizon with the 
premiere of a new season of Al Fondo Hay Sitio in 2022. It even exceeds the number 
of hours broadcasted by miniseries, despite the difference in number of titles be-
tween these two formats.

For Obitel countries’ fiction, the distribution is much clearer with the dominance 
of the telenovela followed by the series as the preferred formats. This trend had re-
mained that way for three years when miniseries were left aside, while the opposite 
happened in Peru.

Format 
Titles Hours 

Nationals % Obitel 
area % Nationals % Obitel 

area % 

Telenovela 4 50,0 17 63,0 269:30 50,4 1035:30 71,8 
Series 0 0,0 10 37,0 0:00 0,0 407:00 28,2 
Miniseries 3 37,5 0 0,0 24:00 4,5 0:00 0,0 
Sitcom 0 0,0 0 0,0 0:00 0,0 0:00 0,0 
Unitary 0 0,0 0 0,0 0:00 0,0 0:00 0,0 
Docudrama 0 0,0 0 0,0 0:00 0,0 0:00 0,0 
Others 1 12,5 0 0,0 241:00 45,1 0:00 0,0 
Total 8 100,0 27 100,0 534:30 100,0 1442:30 100,0 
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TABLE 6: 10 Most watched titles in 2021

Source: Observatorio Audiovisual Peruano and Kantar IBOPE Media 
(*): Indicates national production, (**): Its broadcast began in 2020 or continued in 2021.

A constant factor observed for a decade and that persists in this 2021 is the prefer-
ence for Peruvian fiction over foreign ones. Although the presence of the former in 
this top ten has been reduced compared to previous years - let us remember that 
only eight Peruvian fictions have been broadcasted in this last year -they occupy 
the first five places in this table. Another aspect to highlight in this table is that 
along América Televisión, there is a presence of another Peruvian station, Latina. 
Although these are the leading broadcasters in our country, in general, this list tends 
to be dominated by América Televisión. One last aspect related to the presence of 
Latina is the return after three years of Brazil to this top ten with one title, with a reli-
gious theme and produced by RecordTV. This means a displacement of Globo’s soap 
operas, which hasn’t placed a single telenovela in the Peruvian top 10 since 2015.

Title Station Producer 
(Country) 

Format/ 
genre 

No. of 
chap./ 
ep. in 
2021 

Time 
slot Rating Share 

1 Luz de  
Luna* 

América 
Televisión 

Del Barrio 
Producciones 

(Peru) 

Telenovela / 
Drama 121 Prime 

time 20,5 33,5 

2 Princesas* América 
Televisión 

ProTV 
Producciones 

(Peru) 

Telenovela / 
Drama 40** Prime 

time 19,0 29,9 

3 De Vuelta  
al Barrio* 

América 
Televisión 

América 
Televisión 

(Peru) 

Soap opera 
/ Comedy 241** Prime 

time 18,3 29,5 

4 Dos 
Hermanas* 

América 
Televisión 

Del Barrio 
Producciones 

(Peru) 

Telenovela / 
Drama 94** Prime 

time 17,4 28,3 

5 Junta de 
Vecinos** 

América 
Televisión 

ProTV 
Producciones 

(Peru) 

Telenovela / 
Comedy 15 Prime 

time 15,5 27,9 

6 La Rosa de 
Guadalupe 

América 
Televisión 

Televisa 
(México) 

Series / 
Drama 29 Prime 

time 15,3 11,3 

7 Jesús Latina RecordTV 
(Brazil) 

Series / 
Drama 75** Prime 

time 7,8 13,6 

8 La 
Desalmada 

América 
Televisión 

Televisa 
(Mexico) 

Telenovela / 
Drama 64 After- 

noon 6,4 18,5 

9 Quererlo 
Todo 

América 
Televisión 

Televisa 
(Mexico) 

Telenovela / 
Drama 97 After- 

noon 6,1 16,0 

10 Vencer el 
Desamor 

América 
Televisión 

Televisa 
(Mexico) 

Telenovela / 
Drama 94 After- 

noon 5,9 N/D 

Total national productions: 5 Foreign Original Scripts:5 
 



198

Obitel 2022

TABLE 6a: The 8 most watched national titles in 2021

Source: Observatorio Audiovisual Peruano and Kantar IBOPE Media
(*): Its emission began in 2020 and continued in 2021.

With only eight Peruvian fiction premieres for 2021, the first five places are repeated 
for the previous table, and the two fictions that we mentioned from Latina, Llauca, 
and Los Otros Libertadores are added. Since they will be discussed later, the infor-
mation that this table reveals are the rating and share obtained. Although these are 
modest figures compared to those reached by the vast majority of America Televi-
sion fictions, it must be considered that, since last year, Latina has fallen to third 
place in favor of ATV. Indisputably, other issues are linked to programming policies, 
as will be addressed in item 5.

Title Station Producer 
(Country) 

Format/ 
genre 

No. of 
chap./ 
ep. in 
2021 

Time  
slot Rating Share 

1 Luz de  
Luna 

América 
Televisión 

Del Barrio 
Producciones 

(Peru) 

Telenovela 
/ Drama 121 Prime 

time 20,5 33,5 

2 Princesas América 
Televisión 

ProTV 
Producciones 

(Peru) 

Telenovela 
/ Drama 40* Prime 

time 19,0 29,9 

3 De Vuelta  
al Barrio 

América 
Televisión 

América 
Televisión 

(Peru) 

Soap opera 
/ Comedy 241* Prime 

time 18,3 29,5 

4 Dos 
Hermanas 

América 
Televisión 

Del Barrio 
Producciones 

(Peru) 

Telenovela 
/ Drama 94* Prime 

time 17,4 28,3 

5 Junta de 
Vecinos 

América 
Televisión 

ProTV 
Producciones 

(Peru) 

Telenovela 
/ Comedy 15 Prime 

time 15,5 27,9 

6 Los Otros 
Libertadores Latina 

Ningún 
Creativo, 
Pelícano 

Films and 
Latina 

Televisión 
(Peru) 

Miniseries 
/ Drama 8 Prime 

time 5,8 11,3 

7 Llauca Latina 

GV 
Producciones 
and Espíritu 

(Peru) 

Series / 
Police 15 Night 3,0 7,7 

8 Yo Perdí el 
Corazón 

América 
Televisión 

Tercer Ojo 
Producciones 

(Peru) 

Miniseries 
/ Drama 1* Night N/D N/D 

Total national productions: 8 Foreign original scripts: 0 
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TABLE 7: Audience profile of the 10 most watched titles: 
gender, age, socioeconomic status

Source: Observatorio Audiovisual Peruano and Kantar IBOPE Media

Regarding these last tables, we stress another constant in the Peruvian television 
audience composition: fiction content is more interesting to a female audience and a 
C and DE socioeconomic level. A case that goes against this trend is Jesús, since the 
male audience was closer to the female audience numbers, with interest also moving 
to sectors AB. Interestingly, the only Brazilian production in this table causes this 
rethinking in the public’s preference, unlike the more stable figures of the rest of the 
fictions shown here.

The primary audience of the top ten fictions has a preponderance of those be-
tween 26-37 and 50-99 years of age. Here the percentage of the 38-49 years range 
rises in favor of Jesús, which is explained by larger concern for elements of the 
Christian faith for a more believing and wider audience.

   Gender % SES% 
Title Station Men Women AB C DE 

1 Luz de Luna América Televisión 39,5 60,5 16,4 38,4 45,3 
2 Princesas América Televisión 37,3 62,7 15,1 45,7 39,3 
3 De Vuelta al Barrio América Televisión 39,6 60,4 15,4 39,3 45,3 
4 Dos Hermanas América Televisión 39,4 60,6 14,0 42,2 43,7 
5 Junta de Vecinos América Televisión 39,0 61,0 16,1 38,6 45,4 
6 La Rosa de Guadalupe América Televisión 35,0 65,0 15,4 40,8 43,8 
7 Jesús Latina 44,2 55,8 38,0 42,6 19,4 
8 La Desalmada América Televisión 37,9 62,1 18,7 32,7 48,6 
9 Quererlo Todo América Televisión 36,7 63,3 16,1 40,1 43,8 
10 Vencer el Desamor América Televisión N/D N/D N/D N/D N/D 

 

Title Station 
3 to 
10 

11 to 
17 

18 to 
25 

26 to 
37 

38 to 
49 

50 to 
99 

1 Luz de Luna América 
Televisión 13,4 12,8 10,3 19,2 19,3 25,0 

2 Princesas América 
Televisión 12,9 14,3 12,5 21,4 16,9 22,1 

3 De Vuelta al 
Barrio 

América 
Televisión 14,3 14,4 11,4 20,3 17,7 21,9 

4 Dos Hermanas América 
Televisión 13,2 13,7 10,9 21,1 16,8 24,3 

5 Junta de Vecinos América 
Televisión 14,0 14,0 9,6 19,5 18,6 24,3 

6 La Rosa de 
Guadalupe 

América 
Televisión 13,4 14,9 11,7 15,4 16,0 28,6 

7 Jesús Latina 6,3 7,1 9,5 11,9 20,6 44,6 

8 La Desalmada América 
Televisión 12,3 14,5 11,9 22,4 16,5 22,3 

9 Quererlo Todo América 
Televisión 11,7 15,9 12,4 22,4 15,4 22,1 

10 Vencer el Desamor América 
Televisión N/D N/D N/D N/D N/D N/D 
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3. VoD monitoring
As mentioned in point 1.2, various platforms are available in the country, whereas 
the global platforms are all paid. In August 2021, Star+ joined the total offer in the 
Peruvian market, with a package linked to Disney+, a company that entered Latin 
America in November 2020. In the Peruvian case, the Disney+ App added up to 
nearly 1,800,000 downloads between October 2020 and February 20216.

Netflix continues to be the most prominent digital platform in Peru. According 
to JustWatch, at the beginning of 2021, the preferences of Peruvian audiences were 
organized as follows:

Source: JustWatch.com- Measured interest in SVoD 
services in Peru from 04/01- 12.31.2020

Elaboration: Observatorio Audiovisual Peruano.

In 2020, six out of ten Peruvians with internet access said they had begun to watch 
more paid streaming content on sites like Netflix, which adds to the consumption 
of other technologies. And the percentage of households in Metropolitan Lima with 
access to the Netflix platform has been growing systematically in recent years, dou-
bling the number of subscribers in the last two years of the pandemic7. According to 
the study on Market, consumption, and diversity in video transmission services in Lat-
in America, published by Sherlock Communications8, 83% of Peruvians surveyed 
stated that 2020 was the year they subscribed to their first video-on-demand service 
(SVoD), and 22% of Peruvians say they have four or more different streaming ser-
vices. This speaks of a little explored reality because according to INEI and ENAHO 
reports9 for the second quarter of 2021, only 52% of Peruvian households have an 

6 https://es.statista.com/grafico/23686/countries-with-more-descargas-de-la-app-de-disney-/ 
7 https://elcomercio.pe/economia/dia-1/netflix-streaming-mas-de-la-mitad-de-los-peruanos-cance-
laria-su-subcripcion-si-es-que-sube-de-precio- HBO-max-prime-video-movistar-play-clear-video-
disney-star-news/ 
8STREAMING_CONSUMPTION_REPORT_ENG_compressed.pdf
9 https://www.gob.pe/institucion/inei/noticias/534806-el-52-5-de-los-hogares-del-pais-tiene-con-
exion-a-internet-en-el-trimestre-abril- may-june-this-year 
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https://es.statista.com/grafico/23686/paises-con-mas-descargas-de-la-app-de-disney-/
https://elcomercio.pe/economia/dia-1/netflix-streaming-mas-de-la-mitad-de-los-peruanos-cancelaria-su-suscripcion-si-es-que-sube-de-precio-hbo-max-prime-video-movistar-play-claro-video-disney-star-noticia/
https://elcomercio.pe/economia/dia-1/netflix-streaming-mas-de-la-mitad-de-los-peruanos-cancelaria-su-suscripcion-si-es-que-sube-de-precio-hbo-max-prime-video-movistar-play-claro-video-disney-star-noticia/
https://elcomercio.pe/economia/dia-1/netflix-streaming-mas-de-la-mitad-de-los-peruanos-cancelaria-su-suscripcion-si-es-que-sube-de-precio-hbo-max-prime-video-movistar-play-claro-video-disney-star-noticia/
https://www.gob.pe/institucion/inei/noticias/534806-el-52-5-de-los-hogares-del-pais-tiene-conexion-a-internet-en-el-trimestre-abril-mayo-junio-de-este-ano
https://www.gob.pe/institucion/inei/noticias/534806-el-52-5-de-los-hogares-del-pais-tiene-conexion-a-internet-en-el-trimestre-abril-mayo-junio-de-este-ano


201

Peru

internet connection, whereas Metropolitan Lima, the capital, reaches 68% access.
A characteristic of Peruvian audiences that a study of Sherlock Communications 

on SVoD platforms reveals is that the crucial factor in contracting an SVoD service 
is to access the premiere of series and movies. Other factors are access to series in 
national languages10, old seasons of popular series, and the presence of easy-to-nav-
igate interfaces11. These factors are directly related to the 46% of users who indicate 
they feel tired of traditional television content.

Finally, concerning the competition between the different streaming platforms, 
we find that Netflix is by far the platform that Peruvians would choose over the others.

Source: El Comercio newspaper, March 15, 2022

3.1. VoD systems market
The local offer is América TVGO, Latina.pe, ATV Play and TV Perú App. Most local 
platforms are free and work with their own resources and advertising incorporated 
into the digital offer. América TVGO is the only paid platform. However, in early 
March 2022 announced that part of its content would be free.

Today América TVGO is consolidated as mixed, with content with different avail-
abilities. Some content is released 48 hours after broadcasted and can be accessed 
for free, albeit with the presence of advertisements. América TVGO will maintain 
exclusive content in the paid SVoD modality, and this modality will continue to 
maintain all its benefits: premiere episodes first on the platform, exclusive availabil-
ity without advertising, multi-platform, technical support, and online meet&greets 
with the artists of América Televisión.

10 In 2020 films recorded in the Quechua and Aymara languages reached the Movistar Play - Retablo 
- and Netflix - Wiñaypacha platforms.
11 https://peru21.pe/cheka/tecnologia/mas-de-la-half-of-the-peruvian-users-of-streaming-platfor-
ms-cancel-their-services-if-they-suben-los-precios- streaming-platform-peru-latin-america-news/ 

 

https://peru21.pe/cheka/tecnologia/mas-de-la-mitad-de-lo-usuarios-peruanos-de-plataformas-de-streaming-cancelarian-sus-servicios-si-suben-los-precios-streaming-plataforma-peru-america-latina-noticia/
https://peru21.pe/cheka/tecnologia/mas-de-la-mitad-de-lo-usuarios-peruanos-de-plataformas-de-streaming-cancelarian-sus-servicios-si-suben-los-precios-streaming-plataforma-peru-america-latina-noticia/
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In the case of Latina.pe, what it offers its audiences is diverse: Telenovelas, En-
tertainment, News, Sports, and Digital Programs12. Concerning fiction, its offer is 
Turkish telenovelas via streaming. They currently have five Turkish titles13 and one 
Telemundo title14. In the Entertainment category, the bet is higher. One can access 
the past broadcasts of all the shows on the platform and can participate directly 
with a vote in the contest shows. Concerning digital shows, we find Generación R, 
an environmental-themed show, E-Commerce nights dedicated to online businesses, 
and Súper Familia, focused on parenting tips and family dynamics. In all three cas-
es, they are exclusive shows of the App, of the consultation type. Finally, Latina.pe 
offers a vote throughout the week to choose the movie of the weekend, sponsored 
by Coca-Cola.

On the platforms of ATV Play and TV Peru App, both operate only as digital 
repositories of their broadcast content.

3.2. Analysis of VoD in 2021
The offer of national titles in 2021 on digital platforms increased. In the case of local 
platforms, we have five national fiction titles; and in the case of global companies, 
eight titles.15.

TABLE 8a. National fictions and co-productions
 broadcast in 2021 in national VoD systems.

Source: Observatorio Audiovisual Peruano.
(*) Documentary show

In the case of the Latina.pe platform, it published the premiere content of their 
broadcast one hour after its aired on the station. In America TVGO, this platform 
does publish -for its subscribers- the content exclusively one day before the broad-
cast premiere, which contributes to the configuration of a platform that seeks an 
exclusive experience for its subscribers.

12 It is the term used by the platform for exclusive programs of the platform itself
13 Medcedir, Forbidden Fruit, He is my son, Mother, and Dr. Miracle.
14 The end of paradise
15 Some of the titles are published simultaneously on national and global platforms.

 América TVGO Latina.pe 

Bicentenario (*) Los Otros Libertadores 
Luz de Luna   
De Vuelta al Barrio   
Dos Hermanas   
Los Milagros de la Rosa Perú   
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Bicentenario is a documentary-type cultural show that is part of the national Bi-
centennial celebrations in 2021. The show’s objective is to make Peruvians know 
whose work is central to current life. The second title to highlight is Los Otros Liber-
tadores, an effort by Ningún Creativo and Pelícano Films to tell the story of a group 
of women and men who took part in the independence struggle. All these names are 
part of the national history of the country. As we can see in these cases, the theme of 
the Bicentennial has been present on local platforms.

TABLE 8b. National fictions and co-productions 
exhibited in 2021 in global VoD systems

Source: Observatorio Audiovisual Peruano

El Último Bastión is the first television series in the Netflix catalog16. This series orig-
inally premiered on the state-owned station TV Perú and is set in the years before 
the declaration of national independence and accompanies the Robles family and 
their circle of friends, and a group of puppeteers who tour the city, who reveal us the 
details of the independence process in the capital of the Viceroyalty: Lima.

Finally, two entries to global platforms stand out in 2022. The feature film Lina de 
Lima to Prime Video platform is a film that was released simultaneously in national 
cinemas. The film, directed by María Paz González tells the story of Lina -a migrant 
woman in Chile- who, after working for ten years and raising her son alone and 
from in the distance, decides to start thinking about herself, her desires, her sexu-
ality, and her dreams. The second entry is Manco Cápac to Movistar Play platform. 
The film, shot entirely in Puno -a southern Andean region of the country- directed 
by Henry Vallejo, tells the story of Elisban seeking his place in the world and an 
honest job amid loneliness and lack of opportunities for young people in rural areas 
far from the centers of power.

16Netflix already had several national movie titles. Among them Canción sin nombre by Melina León, 
La hora final by Eduardo Mendoza de Echave, Retablo by Álvaro Delgado-Aparicio and Locos de 
amor 2 by Frank Pérez Garland. In addition to several documentaries.

Netflix Movistar Play 
El Último Bastión Papá Youtuber 

  
Papá en Cuarentena 
Historias Virales (Season 2) 

  
Raúl con Soledad 
¿Es…Cupido? 

  Aislados 
  Llauca 
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4. Interactivity and audience participation
Our fiction television market continues to be modest in terms of the challenge of 
betting on interactivity spaces with its audiences on networks or through applica-
tions. The exception are productions with significant rating numbers such as Al Fon-
do Hay Sitio at its moment, or more recently fictions from the social networks of 
Del Barrio Producciones. That is why a fiction made not for broadcast television but 
for streaming, such as Historias Virales, stands out. This production was released in 
2020 through the YouTube channel Diario El Comercio Videos and almost simulta-
neously on its own website historiasvirales.pe. Season 2 premiered at the beginning 
of 2021, and in addition to the two platforms mentioned, it was also available in 
Movistar Play catalog along with its season 1, continuing the original plot and char-
acters and developing its story on isolation due to pandemic.

We find this bet interesting, because, despite not having the coverage of broad-
casting television or the budgets or logistics of the fictions being released in this me-
dium, Historias Virales aimed from different fronts to create a space for interaction 
with their audiences. The first important strategy is the inclusion as a media partner 
to El Comercio17, the main newspaper in Peru. This has allowed, for example, that 
paid subscribers of this paper to have the possibility of watching the chapters one 
day before the rest of the audience, offering this media an additional product to its 
clients for the fee they pay. In addition, by weekly adding each of the episodes to 
their YouTube channel, they allowed this series to be found on a platform with more 
than half a million subscribers, and the producers of this series did not have to start 
creating their own channel from scratch. Through this channel, live and exclusive 
interviews with producers and actors were also offered to promote the series. And 
El Comercio created different notes referring to this series, both in its main edition 
and in its weekly supplements.

17 This newspaper belongs to Grupo El Comercio, which, as already indicated, is the leading media 
conglomerate in Peru and which covers not only the written press but also television stations, includ-
ing América Televisión. (https://grupoelcomercio.com.pe/)
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Source: El Comercio website 18, Facebook Somos Magazine 19, 
YouTube Diario El Comercio Videos20

But the most remarkable thing about this case comes from the side of the proposal 
of its own web page where we not only find information about the series itself, the 
episodes of both seasons, the cast, directors, and sponsors, but also a section specifi-
cally labeled as “Transmedia.” In this section, Instagram and TikTok profiles of some 
of the characters and of the series itself have been created to expand their presence 
on social media, and their audience can have more significant engagement, not only 
by visiting those profiles but also by leaving their likes and comments.

Source: Viral Stories Web retrieved on 04-13-202121 

18 https://elcomercio.pe/historias-virales-serie-en-pandemia/?ref=ecr 
19https://m.facebook.com/somoselcomercio/photos/a.202089956507389/3653405211375829/?-
type=3&source=54 
20 https://www.youtube.com/watch?v=Fn9GJZaxFr4 
21 https://web.archive.org/web/20210511050936/https://www.historiasvirales.pe/ 

 

 

https://elcomercio.pe/historias-virales-serie-en-pandemia/?ref=ecr
https://m.facebook.com/somoselcomercio/photos/a.202089956507389/3653405211375829/?type=3&source=54
https://m.facebook.com/somoselcomercio/photos/a.202089956507389/3653405211375829/?type=3&source=54
https://www.youtube.com/watch?v=Fn9GJZaxFr4
https://web.archive.org/web/20210511050936/https://www.historiasvirales.pe/
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Source: Instagram Viral 22Stories , Instagram Narda Ureta 23, TikTok Mariana Holler24

Although it is not about profiles with a significant activity, they are a not usual way 
of offering this experience to an audience attracted by these virtual spaces and being 
able to capture their interest beyond simply offering them the complete episodes as 
a repository. Fictional characters break out of their portrayed universe and co-ex-
ist with real users in the social media space. The content of the profiles created for 
these characters combines publications by themselves and promotions and previews 
of the beginning of the Season or each chapter. They even launch hashtags such as 
#asturiasimport -the name of a company within Viral Stories- to further expand this 
fiction’s scope and maintain the interest of audiences who have become followers in 
this field.

The last element of this entire system is the support provided by the company 
Movistar from its YouTube channel and its Facebook profile, announcing the arrival 
of the two seasons of the series on its platform. Here also becomes important for Vi-
ral Stories all the number of users subscribed to these spaces to continue promoting 
massively. All this along with the visibility Movistar Play can provide this Peruvian 
fiction by integrating it as part of its catalog for our country.

In a television market where explicit expansion strategies do not often comple-
ment fictions, the Viral Stories attempt makes a difference.

5. Highlights of the Year
What stood out regarding Peruvian fiction in 2021 was its return to Latina, a com-
pany that had not broadcast national premiere fiction since 2018. As we have said 
in previous yearbooks, América Televisión is the only station that constantly bets 
on national fiction. The other broadcast stations had very few premiere national 
fictions in the last decade, with little continuity and audience. The last national fic-
22 https://www.instagram.com/viraleshistorias/ 
23 https://www.instagram.com/nardaureta/ 
24 https://www.tiktok.com/@marianahollerlove 

 

https://www.instagram.com/viraleshistorias/
https://www.instagram.com/nardaureta/
https://www.tiktok.com/@marianahollerlove
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tion broadcast on TV Perú was in 2019, while on Panamericana Televisión it was 
in 2017, and on ATV it was in 2013. For this reason, the presence of two premiere 
national fictions in Latina was striking, also for the strategies used for its production 
and broadcast.

Llauca was a 10-episode miniseries, produced by Espiritu and GV Producciones, 
and broadcasted every day at 11 p.m. The miniseries was directed by Jorge Carmo-
na, who in the first decade of this century produced and directed several very suc-
cessful series (Misterio, Lobos de Mar, La Gran Sangre), broadcasted in Latina. This 
project (recorded in 2019 but delayed in its premiere due to the pandemic) meant 
Carmona’s return to miniseries and to Latina. The product has the characteristic 
stamp of the director, as it focuses on marginal characters and situations involved in 
a context of violence (the fiction was shot in the “barracones” of the port of Callao, 
one of the places with the highest crime in the country), and with popular and inter-
nally conflicted characters. The director’s visual style (handheld camera, use of wide 
angle, close shots, night scenes) was also present, linking Llauca with the fictions he 
made in the first decade of this century.

Another striking element was that one of the production companies was GV 
Producciones, a company owned by TV host Gisela Valcárcel, which since 2008 has 
produced several game shows and entertainment shows, buying formats from En-
demol or Televisa. Although these shows have been broadcast on different stations, 
the relationship between Valcárcel and her company has been almost exclusive with 
América Televisión since 2012. The fact that her company ventured into the pro-
duction of fiction and that Latina was the broadcasting company was unexpect-
ed. The distribution formula was also different, as Movistar Play came to mediate, 
where each day’s episodes were available as VoD one hour after their premiere on 
the broadcast station.

Just a few weeks before the premiere of Llauca, Latina premiered another mini-
series called Los Otros Libertadores. This 8-chapter historical miniseries was weekly 
broadcasted on Sundays and recounted the events of different precursors of the in-
dependence of Peru, which in 2021 celebrated its Bicentennial, as we have previous-
ly indicated. The fiction exploited the natural settings of the country, as well as the 
old colonial buildings and the locations with the colonial and Inca architecture of 
certain towns in Peru, to generate an art direction and a visually striking staging.

For Los Otros Libertadores, the Colombian Luis Guillermo Camacho, Content 
Manager of Latina, hired an international team to carry out the project. The director 
was the Colombian Agustín Restrepo, and the general production was in the hands 
of the also Colombian Andrés Santamaría, who was related to RTI, and today is 
part of Sony Pictures Television. For his part, the screenwriting was in charge of the 
Spanish Diego de León. Production began just before the mandatory confinement 
due to the pandemic, and its premiere was delayed until the second half of 2021.
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Unlike what happened with Llauca, the historical miniseries was not available in 
the repositories of the platforms of the cable companies that broadcast its episodes, 
but it was left in the repository of the TV station itself, where the complete chapters 
can be accessed free of charge.

Neither of the two bets achieved significant audiences, something that has hap-
pened with the latest fiction productions in Latina. The proposals were quite dif-
ferent, with different strategies and objectives, but the station seems to keep losing 
focus on what audiences expect from national fiction. It is pretty evident that Los 
Otros Libertadores focuses on the international market due to the production effort, 
the foreign talents that were hired, and the subject matter that may be of interest to 
Latin America. Let’s not forget that El Último Bastión, another Peruvian miniseries 
set in the time of independence, was sold to Netflix and has been available in its cat-
alog since 2021. However, its weekly broadcast goes against a routine that we have 
already pointed out in previous yearbooks: the Peruvian audience has become used 
to consuming fiction daily, meaning that the products that are broadcasted weekly 
fail to capture vast audiences. Despite this, the existence of an interest in producing 
at international levels is important, thinking of foreign markets and with less local 
themes.

For its part, Llauca achieved even less audience, despite being broadcasted daily. 
The 11 p.m. time slot -motivated to a certain extent by its content- may have been 
a factor against it since the audience for Peruvian fiction has been positioned in the 
7 to 10 p.m. slot for years. Another point is that, although it is true that the director 
and his productions had a group of faithful followers for many years, audiences have 
changed, and they do not necessarily like what was offered more than a decade ago.

These experiences, where Los Otros Libertadores achieved the 233rd position in 
the annual audience, while Llauca was not even among the top 300 audience posi-
tions, show an unskillful view of Latina concerning the audience compared to its 
game shows, since they continue to appeal to the audience as if time has not passed. 
We can’t forget that the last fiction produced and broadcasted by Latina was Tor-
bellino, 20 years later, trying to recover the success of the original production by 
end of the last century without recognizing the existing changes in society and its 
audiences. The experience of 2021 only makes one fear that, like previous fiascos in 
the production of Latina, it will mean the halt of new projects until a few years have 
gone by.

6. Transformations in television seriality and its impact 
on Ibero-American television fiction formats in streaming times 
The transformations that we can observe in Peruvian television are not related to 
aspects of format, such as the type of seriality or changes in the narrative structures 
of the products, but rather to dynamics of displacement in the origin of fiction titles, 
as we see in the following chart:
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Source and elaboration: Observatorio Audiovisual Peruano

Several of these changes also answer to the Turkish productions, which started to be 
broadcast in 2015, as has been stated in previous national chapters25.

In Peru, K-Dramas have had a constant presence since the beginning of the 21st 
century, adding to the presence of Japanese fiction productions that began in the 
1960’s, as pointed out by the Peruvian researcher James Dettleff (2018) 26:

Asian products have been part of Latin American culture for decades. TV cartoons 
from Japan — animes —are part of the regular schedule since the mid 60’s when As-
troboy was first broadcasted. It was followed by Street Racer (Meteoro, in Latin Amer-
ica), Knights of the Zodiac, Dragon Ball, Mazinger Z, Rurouni Kenshin, only to name 
a few that followed in the next decades. Martial arts films and video games from Asia 
also flooded the world, as did the comic books, known as manga. These products 
were mainly targeted at the male audience, but a few products—such as Candy Can-
dy, Sakura Card-captors, and some shojo manga —were aimed at the female audience. 
(Dettleff, 2018)

The Japanese presence had a significant milestone with the broadcast of the soap 
opera Oshin between 1991 and 1993 on TV Perú. This production tells the life story 
of Oshin Tanokura in the historical context of Japan throughout much of the 20th 
century (1900 to 1983).

25 Chapters that can be reviewed:
 Peru: the return of the soap opera. G. Cassano, J. Dettleff & G. Vasquez. Obitel 2016 (Re)invention of 
Genres and Formats of Television Fiction. Guillermo Orozco and Immacolata Vassal of Lopes. Su-
line. Porto Alegre. 2016. In: https://investigacion.pucp.edu.pe/grupos/oap/publicacion/anuario-obi-
tel-2016/ 
Also the Peru chapter : less titles, more reprises. G. Cassano, J. Dettleff & G. Vasquez. Obitel 2017 A 
decade of television fiction in Ibero-America. Guillermo Orozco and Immacolata Vassal of Lopes. 
Suline. Porto Alegre. 2017. https://investigacion.pucp.edu.pe/grupos/oap/publicacion/anuario-obi-
tel-2017/ 
26https://revista.drclas.harvard.edu/k-dramas-flow-into-latin-america/
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The Korean wave called Hallyu -which means wave or flow- implies a phenom-
enon that includes music, K-Dramas, and movies from South Korea. This wave has 
an important niche audience in Peru, to which agreements from the Peruvian and 
Korean States contributed. In this sense, Dettleff (2018) points out:

In Peru, the Korean embassy wanted to promote the country’s image in the context 
of the 2002 Soccer World Cup and offered k-dramas to the national public broadcast 
station, TV Peru. Since there was no money to pay for the products, the embassy of-
fered them for free if the station would also broadcast promotional videos of Korea. 
Since then, k-dramas continued to be shown in the country: until 2010 by TV Peru, 
then by Panamericana —a private broadcasting company—and since 2016 also by 
Willax, a small TV station that is trying to increase its share of the Peruvian television 
market. (Dettleff, 2018)

This continuity of the Korean presence on broadcast television in our country ex-
plains the commitment to increase the number of premiere Korean titles on broad-
cast screens in the face of changes and transformations in current television as an 
industry and cultural dynamic.

Likewise, the presence of telenovelas from India, the Philippines, Greece, and 
Romania speaks to us of different commercial strategies of Peruvian broadcasting 
stations looking for cheaper productions, which also dialogue with audience expec-
tations in terms of melodramatic preferences.

Let us remember that Bollywood productions have a niche audience in Peru, 
which was consolidated in the 60s and 70s of the 20th century with the strong dis-
tribution of Indian film productions. The Indian cinematographic distribution had 
two exclusive movie theaters in the city of Lima for the projection of its films - City 
Hall and Metropolitan. Both consolidated audiences in the traditional districts of 
the working class and the migrant population in the capital. Over time, these pro-
ductions began to form part of the cultural capital of the new generations, and to-
day these audiences also mobilize other cultural industries in India, such as music, 
fashion, dance, and food. Today those audiences have a platform with thousands 
of hours of series and movies from India at https://zeemundo.com/. Regarding this 
launch, PRODU announced that throughout Latin America, “the platform will al-
low access to the Zee Mundo live signal, with seven days of catch up and VOD pro-
gramming, exclusive movies, monthly premieres, access from any device, access up 
to two screens in HD” (PRODU, 2018) 27.

The chapter Peru: the return of the telenovela (Dettleff, Cassano & Vásquez, 2016), 
stresses how the arrival of Turkish telenovelas to the national broadcast station 
screens generated transformations in our national television production, such as 
the return to the production of soap operas and the founding model of the heroic 
27 In 2020, the platform entered Movistar’s cable offer, but for 2021 its commitment has been exclusi-
vely for the digital platform.

https://zeemundo.com/
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mother28 and/or artemis29. In Digital transformation Turkish melodramas on Peruvi-
an television (2021), the Peruvian researcher Giuliana Cassano points out that:

For the 2015-2019 period, the Turkish fiction audiovisual industry became the sec-
ond provider of fiction content on Peruvian screens, displacing Brazil, Colombia, and 
the Latin United States. It also surpasses co-productions imported by commercial 
broadcasting networks. Mexico is the only country that maintains its dominant pres-
ence in the Peruvian market, a presence sustained by the cultural proximity and the 
historical proximity of shared fates. Turkish fictions Sila, captive of love (Sila), One 
thousand and one nights (Binbir Gece), Fatmagul (Fatmagul), and Elif (Elif) were on 
the top 10 most viewed titles in their premiere years on Peruvian screens, surpassing 
Brazilian and Mexican premieres. (Cassano, 2021, p. 120)

Turkish researcher B. Yesil (2015) states that the significance of the processes of 
transnationalization of Turkish audiovisual productions is closely related to the very 
flows of the television medium –the melodramatic cultural proximity of its stories, 
the know-how of the Turkish industry culture, and the dynamics of the television 
industry at a global level.

Jenkins (2008) points out that media convergence is the flow of content on dif-
ferent platforms that demands cooperation between the different cultural industries 
but also means transformations in the behavior of audiences, which is becoming 
increasingly migratory. Thus, media convergence makes a cultural change viable in 
the audiences since they make connections between the different media.

For the Peruvian case, this migratory consumption must be understood in the 
sense of confluences, connections that are not mutually exclusive, since national 
audiences consume in various media simultaneously. In this sense, the most sig-
nificant transformation would be understanding the overlapping of consumption, 
almost as if the different offers - the different industries - and the diversity of au-
diences became dynamic and interchangeable pieces that connect with stories that 
show similar cultural proximity. In the current process of transformation and rein-
vention of the television medium, based on its different technological developments 
-broadcast, narrowcast, and digital platforms-, audiences and their particular forms 
of confluence are open to all the television possibilities within their reach in this new 
ecological configuration of the television medium.

28 Norma Füller coins this category to refer to a model of femininity. Dilemmas of femininity. Midd-
le-class women in Peru. PUCP Publishing Fund. 1998
29 Giuliana Cassano coins this category to refer to a 21st-century model of femininity in Peruvian 
fiction. The text can be reviewed at: http://hdl.handle.net/20.500.12404/15742 

http://hdl.handle.net/20.500.12404/15742
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Introduction
2021 was a major year for Portuguese fiction production. Going against the trend, 
but still partly due to the pandemic, there was an observable increase of television 
ratings (FTA and paid), accompanied by a greater title offering and diversification. 
Concurrently, the first Portuguese series for Netflix premiered this year. After sev-
eral years of negotiations “Gloria” paved the way, both symbolically and effectively, 
for new production opportunities and airing venues. While still immersed in the 
pandemic, this year also brought some news in terms of regulations with the ap-
proval of transposition the AVMSD (Audiovisual Media Service Directive) into na-
tional law. As it was enacted into law in the beginning of 2022, it is not yet possible 
to assess its real impact in the sector. The times ahead look promising, however the 
constraints still weigh heavy when considering the future at large. Simply put, one 
could claim that the market is made up of authors dreaming about series, audienc-
es about telenovelas and international providers about maximizing revenue at the 
lowest possible cost.

1 The Portuguese team would like to thank CAEM, GfK and Marktest-MediaMonitor for its cooper-
ation in  gathering and processing the necessary data.

https://doi.org/10.7764/obitel.22.E.11
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1. The Audiovisual Context of Portugal in 2021

1.1 Broadcast television in Portugal

Table 1 National TV Networks/broadcast television channels in Portugal

Source: Obitel Portugal

Graph 1 Rating and share by TV station (generalist)

Source: Obitel Portugal/ Marktest MediaMonitor

The overall increase of television consumption registered in 2020 had an impact 
in the numbers on 2021. As can be seen, the open signal generalist channels, Paid 
TV and Others (alternative screen usage and streaming) all saw their numbers rise, 
which attests to the prominence of television in Portuguese society when it comes 
to fulfilling the need for information and recreation. The private channel SIC main-
tained its lead by setting the competitive tone in the market with its diversified pro-
gramming which, in turn, benefited viewers. 

Private networks/channels (2) Public networks/channels (4+1) 

SIC RTP1 

TVI RTP2 
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 RTP Memória 

 Canal Parlamento 
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Graph 2: TV genres and broadcast programming hours - % 
(Generalist channels)

Source: Obitel Portugal / Marktest MediaMonitor

The end of 2020 and the beginning of 2021 were marked by the third wave of 
Covid-19. The markedly low infection rates registered in previous months, com-
monly referred to as the “Portuguese Miracle” faded away and, in a short amount of 
time, the daily average infection numbers were 12.890 by the end of January 2021 
and the hospital admission capacity was vastly exceeded. A new lockdown was put 
in place and education services and institutions closed down with the successive 
emergency periods, which lasted at least until April (Duarte et al., 2022). This envi-
ronment was conducive to a higher quantity of news offering, with constant updates 
on the situation in the country and worldwide, namely regarding infection/death 
rates, but also on vaccination, which gained momentum and emerged as the best 
course towards bringing things back to normal. Once more, entertainment was the 
second most aired type of program, with a special emphasis on daytime talk-shows, 
as well as weekend variety shows and game/talent shows on Sunday evenings. When 
aired live, these types of programs were a counterpoint to the monothematic of-
fering present in the news in an attempt to make up for lost time and offer viewers 
some moments of leisure. Fiction also saw an increase from 2020, especially on RTP 
and SIC, which reflects a market that is leaning more towards the diversification of 
national fiction. Lastly, the expected increase of sports content is, nonetheless, note-
worthy, with the gradual return of team sports as well as the 2020 Olympics.   

1.2. Paid TV and VoD Platforms in Portugal
Following the trend that had been already observed during 2020, which reversed 
the growth in paid television ratings from previous years, this type of channels 
saw a decreased in total viewer share in 2021, which now represents 37,2%, or a 
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5,5% decrease from 2020.2 Among these channels, CMTV increased its leadership 
by 0,2% in share from the previous year, now with a 4,4% share in 2021, followed 
by SIC Notícias with 2% share (less 0,2% than in 2020), Globo with 1,8% (less 0,5% 
than in 2020) and Hollywood channel with 1,7% share (less 02,% than in 2020). 

In terms of number of subscription television subscribers, according to data by 
the Autoridade Nacional de Comunicações (Anacom), there was a 3% growth from 
2020, which, notwithstanding, represents the smallest growth since 2017. 3

As for providers of this type of service in Portugal, MEO retains its lead with 
40,1% of all subscription-based TV subscribers, followed by NOS with 37,8%, 
Vodafone with 18,3% and Nowo with 3,2%. Notably, of all these, MEO and Voda-
fone show an uptick in subscribers (0,4% and 0,6% more, respectively) from the 
previous year, while NOS and Nowo saw a decrease in subscribers (-1% and -0,3% 
respectively) during comparable periods.  It is also worth mentioning that, accord-
ing to projections made by Anacom, residential penetration for subscription-based 
television services reached, by the end of 2021, 93,4% of Portuguese families, or 
a 0,5% increase from the previous year. Of these, 56,9% was made through fibre, 
which represents a 13,3% growth from 2020. 

Table 2 Pay TV networks in Portugal

Source: Obitel Portugal/ Dinheiro Vivo

2 Dinheiro Vivo. Retrieved on April 18, 2022  https://www.dinheirovivo.pt/marketing-pub/sic-lide-
ra-audiencias-em-2021-pelo-terceiro-ano-consecutivo-14457450.html
3 Anacom. Retrieved on April 18, 2022  https://www.anacom.pt/streaming/TVS_2021.pdf?conten-
tId=1717841&field=ATTACHED_FILE

10 Pay TV networks most watched in 

2021 

1) CMTV (Generalist), 2) SIC Notícias 

(News), 3) Globo (Generalist), 4) 

Hollywood (Fiction), 5) FOX (Fiction), 

6) TVI 24 (News), 7) Fox Movies 

Portugal (Fiction), 8) TVI Reality 

(Entertainment), 9) FOX Life (Fiction), 

10) Disney Channel (Kids) 
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Chart 2 presents the TOP 10 for paid TV which, when compared to 2020, shows a 
slight shift in consumer preferences, leading to an increase in consumption of news 
channels and a drop in children’s channels. One should note that, even though the 
channel CMTV is categorized as generalist, it is predominantly a news channel that 
didn’t air ain fiction content in 2021. On the other hand, throughout this year, none 
of these channels premiered national fiction.

Table 3 VoD in Portugal

Source: Obitel Portugal

Table 3 shows the main VoD platforms in Portugal, not including official Youtube 
channels from any type of broadcaster. According to the European Audiovisual Ob-
servatory (EAO)4, six of the presented platforms have the largest presence across the 
28 countries in the European Union - Netflix, Prime Video, Disney +, HBO, Apple 
TV+ and Mubi - and, to the exception of Globoplay, which entered Portugal in Oc-
tober 2021, the remaining platforms are associated to national open signal television 
channels (RTP Play, TVI Player and OPTO). Of these platforms, only two offer a 
free subscription service - RTP Play and TVI Player, the latter being paid for inter-
national users - and the remaining (10) are paid subscription services (with OPTO 
offering a free limited access version and a premium version).

1.3. Independent television fiction production companies 
Following the trend from the previous year, the effects of the COVID-19 pandemic 
were particularly impactful for independent production companies which, due to 
the limitations imposed on taping, saw their production costs rise an estimated 5% 
to 10% as soon as they were able to resume work due to screening tests, assembling 
4 European Audiovisual Observatory Retrieved on April 12, 2022 https://rm.coe.int/trends-in-the-
vod-market-in-eu28-final-version/1680a1511a

Top active VoD platforms in 2021 Total 

Netflix, Prime Video (Amazon), 

Disney+ (The Walt Disney Company), 

HBO Portugal (WarnerMedia), Apple 

TV+ (Apple), RTP Play (RTP), TVI 

Player (TVI), OPTO (SIC), Mubi, 

Filmin, NOS Play 

12 
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cleaning crews for each project and staying full time on set and the creation of in-
dividual dressing rooms and other support facilities. They also had to increase the 
carpooling for actors and technical crew, purchase PPEs such as masks, face shields, 
gloves and hand sanitizer and reduce the scheduling on tapings, forcing them to 
extend production periods.

For the actors’ safety, it was necessary to rewrite scripts that were already closed 
in order to avoid as much physical contact as possible. This had a particular impact 
in intimate scenes and those with a lot of actors and extras. Regular testing and the 
detection of positive cases led to a constant change of taping plans, with actors and 
crew who tested positive to be put in  quarantine, as well as those who were in direct 
contact with an infected person. Companies also had access to a good practice man-
ual published by Portugal Film Commission, made with the collaboration of sever-
al associations in the sector and approved by the Direcção-Geral de Saúde (DGS). 
This document allowed to establish uniform practices, which were only possible 
due to the fact that the main national production companies swapped experiences 
amongst themselves, thus promoting common solutions.

However, there is no information on networks revising their payments for any 
order, which may have had a significant impact in the results of the production 
companies, affecting their future ability to invest in developing new content, as well 
as technical updates.

1.4. Sources of funding for the audio-visual sector
In light of an extremely fragile situation, a business fabric composed of small and 
medium companies and the majority of professionals in the field working as free-
lancers with little social coverage, it was necessary for the government to intervene. 
On January 14, 2021, the government issued several programmes aimed at bolster-
ing the set of aid packages with an added €1.440.000, which complemented some of 
the financial support programmes that had already been proposed in August 2020 
by the Instituto de Cinema e do Audiovisual:2 increasing funding available for the 
second call for applications for fiction feature films which allowed for one other 
fiction feature film to be supported (€600.000); increasing available funding for the 
call for short film productions which allowed for two other fiction shorts to be sup-
ported (€100.000);  increasing funding available for the second call for applications 
for documentary features which allowed for two other documentary features to be 
supported (€180.000); increasing funding available for the production of audio-vi-
sual and multimedia productions which allowed for one other fiction series features 
to be supported (€500.000); increasing funding available for the creation of festivals 
in national territory (€60.000).

It was also established that the projects already supported which weren’t able to 
conclude their production within schedule due to the pandemic wouldn’t be penal-
ized and would be allowed to wrap up until the end of 2021.
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As for other sources of funding, the investment in digital advertisement in 2021 
continued to increase, with an estimated 30% growth from 2020, or double the 
growth of the overall advertisement investment in the Portuguese market.  But, in 
spite of these numbers, television still absorbed 50% of the investment, with cable 
growing at a greater rate than generalist television - 12% of the advertisement total 
concentrated on cable, while generalist channels absorbed 43% of investment.5 

1.5. Communication Policies
This year was also marked by the expected transposition of the Audiovisual Me-
dia Services Directive (AVMSD) which regulates the investment of large streaming 
platforms in European media into Portuguese legislation. The Audiovisual Media 
Services Directive (Law nº 74/2020 of November 19), went through a long period 
of negotiations, which created a division among the Portuguese cultural agents, es-
pecially among the producers that devote themselves almost exclusively to cinema 
and television production. While the former defended the solution of having the 
platforms pay an amount that would then be distributed by ICA for the production 
of feature film and audio-visual works, the latter wanted to have legislation that 
expressively required platforms to invest in Portuguese-speaking European works.

AVMSD promoted changes in national laws, which, for Portugal, meant the 
Television Act (Law 27/2007 of July 30) and the Cinema and Audiovisual Act (Law 
55/2012 of September 06) to be altered to protect producers. This happened after a 
wide public debate which led the assorted associations in the sector to be heard by a 
parliamentary commission on the eve of the vote by the parliamentary groups.

The offering of the on-demand audio-visual services such as Netflix, HBO or 
Amazon Prime Video now have to ensure a minimum quota of 30% of European 
works, at least half of which are required to be “creative works of independent Eu-
ropean production originally spoken in Portuguese” and no older than five years. A 
fee was also created for subscription providers corresponding to 1% of their relevant 
profits, as well as direct investment obligations for national and foreign providers 
in independent production. However, platforms whose annual profits in Portugal 
are less than €200.000 or whose market share is less than 1% are exempt from this 
investment obligation. 

This was an important step for the sector, but was short of the expectations, not 
the least due to the final wording of the legislation allowing for large international 
providers to circumvent payment. The lack of transparency in how the platforms 
operate, whether regarding their subscription numbers or their profits, clearly puts 
in question the ability of different countries to charge the appropriate taxes, as well 
as to enforce investment. While a safeguard was created where providers must pay 

5 Dinheiro Vivo.  Retrieved on May 23, 2022 https://www.dinheirovivo.pt/opiniao/como-evoluiu-a-
-paisagem-publicitaria-em-portugal-14420451.html
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a fine of one million euros in the event of the impossibility of obtaining their relevant 
annual profits, the industry points out that this formulation is lacking and will hinder 
the cinema and audio-visual sectors. In an interview to the “Público” newspaper, Luís 
Urbano, a cinema producer, states that the investment made by streaming platforms 
will never surpass the one million euros investment because “they either see that the 
1% tax money is over one million euros and don’t report [their profits and pay the fine] 
or see that their profits are smaller than the fine after all and report them.6”

What the new legislation intends to accomplish is to bring a greater balance of 
obligations, but that cannot be achieved in practical terms and only time will show 
the actual results of the new legislation. Despite all issues associated with an in-
vestment obligation, as well as the contractual problems that compel authors and 
producers to give up their copyright and related rights, there is a glimmer of hope 
in establishing a new dynamic in the audio-visual sector, one in which cable never 
demonstrated any sort of initiative. After several years, Paid TV never had any obli-
gation to produce locally, which is still true today, and legislation seems to leave the 
door open to have everything remain unchanged, as there are only production ob-
ligations for channels with significant ratings. Cable has a viewership of more than 
30%, but as a whole of all the channels on offer by the provider, which means that 
the individual ratings for each channel do not directly compete with their free-to-air 
counterparts and, as a result, are able to not be under these obligations.

1.6. Digital and mobile connectivity infrastructure
According to the Action Plan for Digital Transition, approved by the Government on 
April 2020, a public consultation was made “regarding the coverage of high capacity 
public electronic communication networks on national territory and the existing op-
tions for installing, managing, exploring and maintaining these networks on “blank 
spots”, using public funding”.7 As a result of this study, an estimated 286 thousand fam-
ily homes were identified as having no access to a high capacity landline. Even though 
this data is merely estimated, it is based on this consultation that the government is 
expected to implement measurements to improve fixed digital coverage.

Regarding mobile connectivity in Portugal, according to data published by the in-
dependent entity “Tutela”, even though the mobile internet traffic increased by 24,6% 
in 2021, there were still significant disparities among regions stemming from structur-
al gaps that are yet to be resolved8. Therefore, in an attempt to mitigate the absence of 
mobile broadband coverage in less populated areas, Anacom renewed on July 2021 the 
use of frequency rights attributed to providers Meo and Vodafone under the condition 
that they insure a mobile broadband service to 90% of the population living in the 100 

6 Público. Retrieved on April 29, 2022 https://www.publico.pt/2021/08/30/culturaipsilon/noticia/di-
rectiva-europeia-streaming-inicio-caminho-resta-saber-onde-levara-1975553 
7 Anacom. Retrieved on April 22, 2022 https://www.anacom.pt/streaming/ConsultaPubli-
ca_05_01_2022_vFinal.pdf?contentId=1713768&field=ATTACHED_FILE
8 Tutela. Retrieved on April 23, 2022 https://www.tutela.com/reports/portugal-state-of-mobile-expe-
rience-2021?hs_preview=viXdteer-58399629130
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less populated parishes.9 On the other hand, according to data gathered by “Tutela” 
regarding the quality of mobile experience in 2021, Portugal ranked 29th worldwide, 
with 71,2% of the tests demonstrating the existence of a sufficiently good connection 
to run applications such as video calls and high definition video streaming.

2. Analysis of the Year: National and Ibero-American Premiere Fiction 
on broadcast television 

CHART 1: National and Ibero-American fiction premiering in 2021 (national 
and foreign under the scope of Obitel and co-productions)

9 Anacom. Retrieved on April 18, 2022 https://www.anacom.pt/streaming/DecisaoFinal_Reno-
vDUF_Vodafone_MEO.pdf?contentId=1673581&field=ATTACHED_FILE

PREMIERING NATIONAL TITLES– 42 
 
RTP1 – 18 
 
Até que a Vida nos Separe (series) 
Conta-me como Foi (series)  
Crónica dos Bons Malandros (series) 
Doce (mini-series) 
Linhas de Sangue (mini-series) 
Por do Sol (series) 
Trezes - A Abobada (telefilm) 
Trezes - A Morte do Super-Homem (telefilm) 
Trezes - A Pereira da Tia Miséria (telefilm) 
Trezes - As Cinzas da Mãe (telefilm) 
Trezes - Fronteira (telefilm) 
Trezes - Miss Beijo (telefilm) 
Trezes - O Rapaz do Tambor (telefilm) 
Trezes - O Sítio da Mulher Morta (telefilm) 
Trezes - O Tesouro (telefilm) 
Trezes - Um Jantar Muito Original (telefilm) 
Trezes - Uma Vida Toda Empatada (telefilm) 
Vento Norte (series) 
 
SIC – 18 
 
A Serra (telenovela) 
Amor, Amor (telenovela) 
Amor, Amor Vol.2 (telenovela) 
Amor, Amor: A História de Ângela (one-shot) 
Amor, Amor: A História de Linda (one-shot) 
Amor, Amor: A História de Mel (one-shot) 
Amor, Amor: A História de Romeu (one-shot) 
Amor, Amor: A História de Vanessa (one-shot) 
Esperança (series) 
Golpe de Sorte IV (series)  
Golpe de Sorte: A Caminho do Fim (one-shot) 
Golpe de Sorte: Edição Especial (series) 
Nazaré (telenovela)  
O Clube (series) 
Patrões Fora (sitcom)  
Patrões Fora: Só Paródia (sitcom) 
Terra Brava (telenovela)  
Prisão Domiciliária (series) 
 
 
TVI – 6  
 
Amar Demais (telenovela)  
Bem me Quer (telenovela)  
Festa é Festa (telenovela) 
Festa é Festa II (telenovela) 
Para Sempre (telenovela) 
Pecado (mini-series) 
 

PREMIERE IMPORTED TITLES – 3 
 
Eta Mundo Bom! (telenovela– Brazil) 
Totalmente Demais (telenovela – Brazil) 
Bom Sucesso (telenovela – Brazil) 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

TOTAL ORIGINAL OBITEL TITLES: 45 
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In 2021 there was an increase of over 50% in the number of original premier-
ing titles, comfortably surpassing the numbers from the last five years. This year 
proved plentiful in the offering of fiction content in assorted formats and genres, 
with identifiably different production strategies for each channel. Going against 
the trend, the commercial channel SIC officered the biggest number of titles (19), 
with an observable capitalization of telenovelas with the production of one-shots 
about the main characters (sometimes using existing material, which artificially 
increases the total offering), as well as content from their own streaming platform 
OPTO. TVI, which is also a commercial channel, maintained its offering of having 
two back-to-back telenovelas on primetime and made an incursion in the series 
format on Saturdays, a weak day in terms of programming. The public network al-
most tripled its offering from 2020 (17), with a particular emphasis to the original 
project “Trezes”, which premiered on December 2020. This was a series of thirteen 
telefilms adapted from short stories in Portuguese Literature, directed and acted 
by different directors each time. This initiative came as part of RTP’s strategy for 
fiction and allowed to simultaneously develop a format with few local examples 
(telefilm), give emphasis to the Portuguese cultural heritage as well as attempt 
to offer more work opportunities during a trouble time resulting from the Sars-
CoV-2 pandemic.
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TABLE 1b. Airing of reprising/rerunning titles during 2021 
(national, foreign and within Obitel, co-productions)   

Source: Obitel Portugal / Marktest MediaMonitor

REPRISING/RERUNNING TITLES – 44 
 
RTP1 – 14 
A Espia (series) 
A Herdade (series) 
Conta-me como Foi (series)  
Filha da Lei (series) 
Miúdo Graúdo (series) 
Os Nossos Dias (series) 
Noite Sangrenta (series) 
O Atentado (series) 
O Sábio (series) 
Ordem Moral (series) 
República (series) 
Sal (series) 
Último Verão (series) 
 
RTP2 – 5 
A Rede (series) 
Água de Mar (telenovela) 
Lusitana Paixão (telenovela)  
Os Nossos Dias (soap opera)  
Quarenteens (series) 
 
 
SIC –  10 
A Hora da Liberdade (telefilm) 
Camilo, o Presidente (sitcom) 
Casal da Treta (sitcom) 
Patrões Fora (sitcom) 
Uma Aventura (YA series) 
Nazaré: especial Natal (mini-series)  
Viver a Vida (telenovela– Brazil) 
Fina Estampa (telenovela – Brazil) 
Tempo de Amar (telenovela – Brazil) 
Orgulho e Paixão (telenovela – Brazil) 
 
 
TVI – 15  
A Outra (telenovela) 
A Única Mulher (telenovela) 
Campeões e Detetives Casos da Vida (one-shots) 
Destinos Cruzados (telenovela) 
Detective Maravilhas (YA series) 
Doce Tentação (telenovela)  
Fascínios (telenovela)  
Festa é Festa (telenovela) 
Inspector Max (series)  
Filmes TVI (telefilm)  
Mulheres (telenovela) 
O Bando dos 4 (YA series)  
Olhos nos Olhos (telenovela) 
Os Batanetes (YA series) 
Santa Bárbara -  a série (series)  
 
CMTV – 1 

Alguém Perdeu (telenovela) 
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Regarding reprises/reruns, there is a reduction to 18 titles, TVI maintaining the lead 
(15) against the number of premiering titles (6), which put that channel in the last 
spot regarding those. This reduction is due particularly to a strong investment in 
new productions, relegating the available titles to schedules with less affluence such 
as late night. The CMTV channel (paid TV), which had invested on a Portuguese 
telenovela in 2019/2020, aired it as a reprise, with no record of any new investment 
in this regard.  

CHART 2: National fiction titles premiering in 2021 
and its evolution over five years

Source: Obitel Portugal / Marktest MediaMonitor

The number of titles on offer in 2021 is the highest in the last five years. The invest-
ment in less explored formats such as telefilms and one-shots prevent this fact from 
reflecting itself on a similar number of episodes and hours, nevertheless, it is still 
interesting and seems to indicate the emergence of a new dynamic in the national 
market.  

CHART 3: National fiction titles premiering in 2021 
and its evolution over five years

Source: Obitel Portugal / Marktest MediaMonitor

Year Titles Episodes Hours 
2017 23 2449 1292:50 
2018 19 2613 754:40 
2019 21 2613 1028:55 
2020 19 1242 794:19 
2021 42 1549 997:55 

 

 

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Telenovela 10 9 10 6 10 1171:55 652:15 877:56 709:10 801:05 

Series 10 9 8 6 10 110:30 100:05 145:04 68:39 144:10 

Mini-series 3 1 1 3 3 10:25 2:20 2:25 8:23 12:25 

Sitcom 0 0 0 1 2 0:00 0:00 0:00 5:30 26:10 

One-shot 0 0 0 1 6 0:00 0:00 0:00 0:57 4:00 

Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 

Other 0 0 1 1 11 0:00 0:00 3:30 1:37 10:05 
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The analysis of formats presented in the last five years enables to identify some 
trends: 1) Telenovela is the format with the most offering (a total of 45 productions) 
and always with hight numbers per year. In 2020 there was a more dramatic de-
crease due to the constraints imposed by the pandemic; 2) Series rank second with 
a number very close to that of telenovelas (43) and a continued offering over the last 
five years and a very similar oscillation to that of the topmost format in Portuguese 
television. This reality gains particular relevance when public perception is unequiv-
ocally and repeatedly stated that open signal generalist channels only have telenove-
las on offer and invest very little in other formats, namely series; 3) Mini-series were 
also offered during the last five years. With lower numbers (11 in total), these have 
been a choice to work on some historical themes or to capitalize on feature film titles 
that were co-produced by RTP; 4) Despite having only emerged over five years ago, 
the one-shot proved itself in a significant way in 2021 when the commercial channel 
SIC showed interest in producing spinoff specials for its more successful telenovelas; 
5) Telefilms marked their presence during the last three years on account of RTP’s 
investment. In 2021, this network produced a cycle of thirteen titles with assorted 
technical crew and artists, livening the format as well as the market itself. 

CHART 4: Fiction premiere in 2021: Countries of Origin

Source: Obitel Portugal / Marktest MediaMonitor

Country Titles % Hours % 
NATIONAL (total) 42 93 997:55 84 
OBITEL COUNTRIES (total) 3 7 192:50 16 
Argentina 0 0 0:00 0 
Brazil 5 11 0:00 0 
Chile 0 0 0:00 2 
Colombia 0 0 0:00 0 
Ecuador 0 0 0:00 0 
Spain 0 0 0:00 0 
USA Hispanic 0 0 0:00 0 
Mexico 0 0 0:00 0 
Peru 0 0 0:00 0 
Portugal 42 93 997:55 0 
Uruguay 0 0 0:00 0 
Venezuela 0 0 0:00 0 
CO-PRODUCTIONS (Total) 0 0 0:00 0 
National Co-productions 0 0 0:00 0 
Co-productions on Obitel 
Countries 0 0 0:00 0 

TOTAL 45 100 1190:45 100 
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As can be seen, productions are, for the most part, national in origin, with the trans-
mission of only three pieces of content coming from the Ibero-American space (Bra-
zil) This fact shows the consolidation trend of a strong national production market, 
especially for primetime.

CHART 5: National and Ibero-American fiction formats aired in 2021

Source: Obitel Portugal / Marktest MediaMonitor

The productions under the scope of Obitel and, as it is the case on a regular basis, 
come from Brazil: three telenovelas from Globo with two of them premiering in 
2020. Apart from these titles, there are four more in rerun.

Format 
Titles Hours 

National % Obitel Scope % National % Obitel Scope % 
Telenovela 10 23,8 3 100 801:15 80.3 192:50 100 
Series 10 23,8 0 0 144:25 14.5 0:00 0 
Mini-series 3 7,1 0 0 12:45:00 1.23 0:00 0 
Sitcom 2 4,8 0 0 26:10 2.61 0:00 0 
One-shot 6 14,3 0 0 03:45:00 0.4 0:00 0 
Docudrama 0 0,0 0 0 0:00 0 0:00 0 
Other 11 26,2 0 0 10:05:00 1.01 0:00 0 
Total 42 100 3 100 998:25 100 192:50 100 
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CHART 6: 10 Most watched titles in 2021

Source: Obitel Portugal / Marktest MediaMonitor

A standout from 2021 is the fact that the TOP 10 features only nationally produced 
titles, with SIC being the channel with the most inclusions and, as a result, leading 
the ranking with the first and second spots among a total of six of the most watched 

Title TV 
Statio

n  

Producer Format/Genre Nº of 
ch./ep. 

Time Slot Rating Share 

1 Amor, Amor SIC SP Televisão / 
Portugal 

Telenovela 202 Primetime 12.9 24.5 

2 Terra Brava SIC SP Televisão / 
Portugal 

Telenovela 50 Primetime 11.8 26.8 

3 Bem Me 
Quer 

TVI Plural 
Entertainment / 
Portugal 

Telenovela 246 Primetime 10.8 22.3 

4 Amor, Amor 
- Vol. 2 

SIC SP Televisão / 
Portugal 

Telenovela 62 Primetime 10.7 22.4 

5 A Serra  SIC SP Televisão / 
Portugal 

Telenovela 201 Primetime 10.6 25.2 

6 Festa é 
Festa II 

TVI Plural 
Entertainment / 
Portugal 

Telenovela 204 Primetime 10.4 21.6 

7 Nazaré SIC SP Televisão / 
Portugal 

Telenovela 5 Primetime 10.0 25.1 

8 Patrões 
Fora 

SIC Coral Europa / 
Portugal 

Sitcom 20 Primetime 8.6 20.0 

9 Amar 
Demais 

TVI Plural 
Entertainment / 
Portugal 

Telenovela 193 Primetime 8.3 21.2 

10 Pecado  TVI Plural 
Entertainment / 
Portugal  

Miniseries 6 Late night 8.0 20.6 

Total National Productions: 10 Foreign Original Scripts 0 

100% 0% 
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shows by Portuguese audiences this year. TVI is the other channel featuring in the 
charts with four titles, the same as in 2019 and 2020. The telenovela Amor, Amor was 
the most watched by Portuguese audiences in 2021. 

As in 2019, this year there were no non-national productions featuring in the 
charts, which demonstrates the value that Portuguese audiences put on their own 
productions, even if the public network remains outside the TOP10.  

The telenovela format is still dominant in the viewer preferences (eight of the 
titles in review), with a prevalence of a more comedic tone in many of the featured 
productions, namely in the titles  Festa é Festa II (TVI) and Patrões Fora (SIC), as 
well as on melodramatic telenovelas Amor, Amor (SIC) and Amor, Amor Vol.2 (SIC), 
where the comedic plots were bolstered. This fact shows an investment in a more 
relaxed genre, which was well received by audiences in a (post)-pandemic period.  

CHART 7: Audience profile of the ten most viewed titles: 
gender, age, socioeconomic status

Title TV 
Station 

Sex % Socio-economic bracket 

Women Men AB C D E 

1 Amor, Amor SIC 59.4 40.6 13.3 15.5 39.9 31.2 

2 Terra Brava SIC 61.0 39.0 14.4 15.6 41.3 28.7 

3 Bem Me Quer TVI 61.7 38.3 7.9 13.1 42.6 36.4 

4 Amor, Amor - 
Vol.2 

SIC 59.4 40.6 12.7 16.1 40.0 31.2 

5 A Serra SIC 60.4 39.6 17.7 16.4 40.7 29.4 

6 Festa é Festa II TVI 59.3 40.7 7.9 15.1 42.6 34.3 

7 Nazaré SIC 59.8 40.2 11.4 17.7 44.0 27.0 

8 Patrões Fora SIC 58.8 41.2 12.0 15.6 40.2 32.3 

9 Amar Demais TVI 62.4 37.6 7.0 12.5 42.8 37.7 

10 Pecado TVI 62.3 37.7 7.9 27.7 23.1 41.3 
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Source: Obitel Portugal / Marktest MediaMonitor

When looking into the Audience Profile, we can see that women remain as the big-
gest consumers of telenovelas, with Festa é Festa II being the title most preferred by 
men (40,7%). 

In terms of socio-economic bracket, segments D and E are still the ones with a 
preference for primetime telenovelas, following the same trend from previous years 
with no significant difference among channels for this preference between segments. 
Serra (SIC) was the telenovela that set itself apart the most from others by being able 
to  appeal to a larger number of viewers from Segment AB (17,7), which falls in line 
with the average consumer profile for this channel.

As a result of the analysis of the data regarding age groups, similarly to 2020, the 
telenovela format remains as the preferred one for family audiences. As in previous 
years, the best results can be seen among the above 55 years old age group. Nazaré 
(SIC) and Patrões Fora (SIC) were the productions that were best able to appeal to 
a younger audience. On the other hand, the series Pecado (TVI) was the title that 
attracted an older audience the most.

Titles Age groups % 

04-14 15-24 25-34 35-44 45-54 55-64 65-74 

1 Amor, Amor 5.4 7.6 6.0 13.7 16.7 20.6 15.9 

2 Terra Brava 4.4 7.7 6.0 12.4 16.0 22.5 16.4 

3 Bem Me Quer 4.7 8.2 8.9 8.6 11.8 19.5 20.3 

4 Amor, Amor - 
Vol.2 

5.4 7.6 6.0 13.7 16.7 22.9 17.9 

5 A Serra 4.0 5.9 5.3 13.1 16.3 23.6 16.5 

6 Festa é Festa II 4.8 7.9 7.9 8.2 11.9 21.1 20.5 

7 Nazaré 5.6 7.6 8.2 12.5 15.8 20.2 16.3 

8 Patrões Fora 5.6 6.7 5.8 13.8 15.5 20.8 16.7 

9 Amar Demais 3.4 7.3 10.0 7.3 11.2 23.3 20.4 

10 Pecado 4.2 7.7 9.0 8.4 11.4 21.5 20.8 
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3. VoD Monitoring in 2021

3.1 VoD platform market in 2021
In line with the trend that has been observed in previous years, the new consumption 
models for fiction hold steady with a growth tendency in 2021 due to the increased 
offer of streaming services to a total of twelve (12) VoD platforms now operating in 
Portugal - as can be seen on chart 3.

According to a study by Bstream10 –  Marktest’s Streaming Platform Barome-
ter – there was a reported 44,9% increase in subscribers for VoD platforms up to 
December 2021. In addition, over 32,3% of Portuguese viewers (2,7 individuals) 
subscribes at least one streaming service. Of the total number of subscribers, 70,6% 
are less than 45 years old and 21,5% are in the 15-24 age group. The above 65 age 
group is the one who less uses this type of platform, corresponding to a mere 6,5% of 
all subscribers. The TOP 5 for the most used platforms is led by Netflix which is the 
VoD service with the largest number of subscriptions (with a 6,1% increase during 
the last quarter of 2021). The following platforms also figure in this TOP 5: Disney+, 
HBO Max, Prime Video and NOS Play. 

3.2. Local VoD platform offering in 2021 
(national, regional within the country) 
Based on Chart 3, where the main active VoD platforms in 2021 are presented, the 
platforms RTP Play, OPTO, TVI Player and NOS Play are particularly noteworthy, 
considering that the first three are associated to open signal TV channels (RTP, SIC 
and TVI) and the latter associate with a telecommunications network (NOS). 

RTP Play has a free subscription service and offers mostly Portuguese content, 
even though it also has some foreign products available. The available genres and 
formats are varied and wide-ranging, from news content to fiction, cinema, sports, 
institutional, entertainment, interviews and debates, among others. Apart from the 
content on catalogue, it is possible to watch all RTP channels live through the plat-
form (RTP 1, RTP 2, RTP 3, RTP Internacional, RTP Memória, RTP Madeira, RTP 
Açores and RTP África), as well as radio stations related to the public network. 

Similarly to RTP Play, TVI Player is a free subscription platform with the ability 
to watch live broadcasts of the channels associated with the network (TVI, CNN 
Portugal, TVI Ficção, TVI Reality, TVI África and TVI Internacional). The offer is 
centred around national content, with some foreign content (namely fiction). The 
genres and formats available on catalogue are predominantly fiction, reality TV, en-
tertainment and interviews, with no record of original fictional content.

Unlike the two platforms mentioned above, OPTO offers a mixed subscription 
service with free content but also with a paid subscription model. There is also the 
10 Link To Leaders. Retrieved on April 2, 2022 https://linktoleaders.com/plataformas-de-stream-
ing-sobem-nas-preferencias-dos-portugueses/
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possibility to watch live broadcast, but only for the SIC channel and not any of the 
several others that are associated to the network. The catalogue features Portuguese 
and foreign content with a wide array of formats: fiction (telenovelas, series and 
movies), entertainment, news, interviews and cultural programmes.

NOS Play is a platform exclusive to clients of the provider NOS and with a cata-
logue that only offers fiction content - series, movies, and animation (not originals 
for the platform) 

3.3. VoD Analysis in 2021: Premiering national fiction and co-productions
As shown on Table 6, 2021 saw an increased offer of national titles, totalling nine (9) 
Portuguese sows on premiere, two of them being co-productions with Spain.  

CHART 8: National Fiction and Co-productions aired in 2021 on VoD

Source: Obitel Portugal

3.4. Narrative characteristics on VoD in 2021
In a stagnant market, national platforms were seen by assorted parties as a possible 
solution to what had been a progressive degradation of the production universe 
running against the trend from the rest of Europe.

RTP Play and OPTO stand out as they are the only local VoD platforms with 
national premiering shows - with three fiction series each premiering in 2021 as 
exclusives to their respective platforms - even though this was content with a much 
lower investment value than the budgets for fiction aired on free to air channels. 

Series aired by the two platforms have distinct formats, with series on RTP Play (Bar-
man, 5Starz e n00b) having been created within the scope of the RTPLab programme - a 

NATIONAL PREMIERING TITLES CO-PRODCTIONS 

 
Netflix – 1 
1. Glória (series)  
 
OPTO - 3 
1. Prisão Domiciliária (series)  
2. A Lista (series) 
3. O Clube (series) 
 
RTP Play- 3 
1. Barman (series)  
2. 5Starz (series) 
3. n00b (series) 
 

 
HBO Max – 1 
1. Auga Seca (series – Spain, Portugal)  
 
 
Amazon Prime Vídeo – 1 
1. 3 Caminos (series – Spain, Portugal) 
 
 

Total: 7 Total: 2 
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creative and experimental laboratory that produces content designed for multiple 
platforms - and were composed by short episodes (12 to 20 minutes long). Gener-
ally speaking, these were series geared towards a teenage and young adult audience, 
looking at themes such as the use of social networks, the difficulty of finding a job 
and the career uncertainties going into adulthood. All three series had a single sea-
son, with no indication of a return. 

The series on OPTO, on the other hand, (Prisão Domiciliária, A Lista and O 
Clube) have a wider target audience and set themselves apart from the series on RTP 
in their bigger production investment. They are also series with longer episodes (45 
to 60 minutes) and narratives touching on themes such as human trafficking, cor-
ruption and sexual assault. The series Prisão Domiciliária had a limited run with a 
single season. A Lista had two seasons (of 10 episodes each) made available during 
2021. O Clube had a total of three seasons (with 7 and 8 episodes each). 

The biggest standout in 2021 goes to Glória, the first Portuguese series by the 
OTT Netflix, as will be further discussed on chapter 5.  

4. Fiction, Interactivity and Audience Participation 
In order to understand interactivity and audience participation, the first Portu-
guese series on Netflix, Glória, was chosen Its premiere on November 5th, 2021 was 
preceded by a marketing strategy involving all the digital outlets for the streaming 
platform (Facebook, Instagram, Youtube) and the placement of billboards across 
the country. National press covered it extensively with interviews, articles and news 
covers, since the series featured an event in recent history: the existence of a broad-
cast station in southern Portugal built by the CIA in order to air western news and 
propaganda to the eastern bloc, thus showing the role that the country had during 
the Cold War. The series also portrays the Portuguese colonial wars (Guiné, Angola 
and Mozambique) which went on for thirteen years and marked a whole generation 
of Portuguese people, as well as the constraints of being a woman during a conser-
vative and dictatorial regime. This made the series simultaneously local and global.  

According to the Impact Report made available by the producer Spi, the series 
generated 1532 news pieces across 51 countries between September 2021 and Janu-
ary 2022 (before, during and after its premiere), corresponding to different media: 
tv, printed and digital press and radio. The TOP3 for visibility is obviously led by the 
Portuguese media, with 583 news pieces, closely followed by the USA with 232 and 
the UK with 113. The North-American media show a higher number of views than 
those from national media. 

The Portuguese and international press alike had a very positive reception to the 
series, with Forbes magazine devoting an extended article with the title “Glória: Net-
flix’s First Original Series From Portugal is a Great Spy Thriller” or the British news-
paper The Guardian including it in its article “The Unlike Murderer to Space Titans: 
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the seven best shows to stream this week”. But there were other headlines outside 
the English speaking press. The Italian newspapers La Republica and Corriere della 
Sera also published reviews, with the scholar and critic Aldo Grasso publishing a 
long piece on iO Donna, the saturday magazine for the Italian newspaper Corriere 
della Sera. In Brazil, the newspapers O Globo and Folha de S. Paulo featured the Por-
tuguese Cold War thriller, with Mathias Alencastro writing that “Glória performs 
the difficult mission to congregate the local, the national and the global in a sin-
gle episode, avoiding the feeling of fragmentation that is recurrent in other shows.” 
and emphasises that the series “examines the scars of Portuguese imperialism”. The 
North-American newspaper Houston Chronicle, one of the largest national news-
papers, mentioned in its article on media that “Netflix’s Portuguese series ‘Glória’ 
Is your new favourite binge.       De nada”, while the biggest Indian newspaper in 
English – The Tribune – stated that  “Portuguese series Gloria is a powerful tale that 
has it all – love, lust, war, abuse, suspense, mystery and history”.

This series was pre-nominated for the Platino awards for Ibero-American Cinema 
(Best mini-series or Television Series, Best Creator, Best Main Actor, Best Second-
ary Actress and Best Secondary Actor), arguably the most important Latin annual 
award attributed  by the Entidad de Gestión de los Derechos Audiovisuales (EGEDA) 
and the Federación Iberoamericana de Productores Cinematográficos y Audiovisuales 
(FIPCA), which recognize the best works in cinema and audio-visual being pro-
duced in Ibero-American countries. “Glória” is also nominated for Best Series or 
Telefilm in the Sophia Awards by the Academia Portuguesa de Cinema.

It managed do accomplish the difficult task of joining critics and viewers alike, 
holding the first spot of national preferences on Netflix during several weeks with 
the streaming surveyor Flixpatrol, in the absence of data provided by Netflix, plac-
ing the series in 36th among the most watched shows on Netflix worldwide.  Com-
cast’s Rotten Tomatoes website currently gives it an approval rating of 94% and Am-
azon’s Internet Movie Database (imdb) website, which serves as a reference to the 
audio-visual industry worldwide, has it as the third best historical series of all time, 
followed by Vikings and The Crown.  

Beyond the information made available by the media, authors and cast gave talks 
on university lectures as well as Portugal’s ComiCon, which usually focuses on in-
ternational pop culture content. In order to engage further with fans, the producer 
created a contest where participants would get a chance to go on a guided tour of 
the locations (RARET). With a follow-up on social media, the actor Miguel Nunes, 
who played the main character in the series, accompanied the tour alongside the 
engineer João Vidal. In 2022, seven months after the premiere, the show creator and 
author Pedro Lopes, together with Paulo M. Morais, published the novel “Glória”, 
banking on the love and interest shown by fans, but also as a way to garner new 
viewers. 
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The series is a good example of interactivity and organic audience participation, 
as it benefits from a marketing strategy and engagement conceived in three stages, 
making the most of a combination of curiosity and interest shown by audiences. 

In terms of Social Participation by audiences, the telenovela Amor, Amor was 
chosen as the number one in the 2021 TOP10. Lasting a year and five months on air, 
this telenovela, unlike others, had a very active presence on social media, namely on 
Instagram. Two accounts were identified - an official one and a fan-made one for 
Vol.2 (second season). The first was created before the premiere (January 4, 2021) 
and was kept active during 74 consecutive weeks (the telenovela ended on June 4, 
2022). With 997 posts and 94,6 thousand followers, it offers standalone pictures, 
carousels, videos and reels on a regular basis, garnering comments on almost every 
post and, for the most part, of a positive nature. The second account, 37 weeks old, 
has 988 posts (many of them are copied directly from the official account) and 10,6 
thousand followers. The audience interaction for this account is therefore smaller 
than the one on the official account, while still garnering a predominantly positive 
and complimentary tone towards the production.

The most watched telenovela in 2021 will go on into 2022. Lua de Mel is a spinoff 
of sorts and a pet project by SIC that congregates characters from assorted titles 
aired on the networks during the past 10 years. The official Instagram account was 
created ahead of its premiere and included old posts from most of the titles. Due to 
this, in a short amount of time, the account amassed 632 posts and 112 thousand 
followers. Viewers are active in the comment section with positive opinions regard-
ing the initiative, as well as the actors, the characters and the new plots they play 
their parts in.

In Portugal, the active use of social media, whether by the production team or by 
the audience, isn’t as significant as in other Obitel countries. However, the endeav-
our made by the telenovela Amor, Amor was visibly different in the interest shown 
by audiences and seems to constitute as a new way of building up engagement. 

5. Highlight of the Year
International platforms reached Portugal in 2015, but seven years needed to pass 
before the first national series to be produced - curiously both premiering on HBO 
and Netflix on the same day, November 5, 2021. The Portuguese and Galician series 
had been initially aired on RTP (Portugal) and TVG (Galiza) for its first season and 
later bought by HBO. This became the first national series to be made available on a 
streaming provider, even before a second season was greenlit by Warner Bros. The 
second season of Auga Seca, now a co-production by the public network RTP and 
HBO, had its first free-to-air window two days before being made available on the 
platform. 
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Netflix’s series Glória was also made in partnership with the public network and 
had its first airing window on the platform, with its broadcast on the public channel 
over a year after it was made available on Netflix, which puts it at late 2022. Both series 
were produced by SPi, a production company in the SP Televisão group. Glória was 
made entirely by Portuguese creators, written Pedro Lopes, winner of an International 
Emmy Award (2011) and directed by Tiago Guedes, winner of the Bisato d’Oro for 
best director awarded by independent critics at the Venice Film Festival (2019). 

And this is precisely the series that was chosen as this year’s highlight, due to the 
fact that it was the first original to be included in the international catalogue of a 
platform and made available for over 190 countries simultaneously, along with the 
positive impact garnered by the national audio-visual industry, thus setting the tone 
to what could be a production (and quality) standard for future works. 

But to what does this series owes its success? It is our view that it was fortunate to 
congregate several factors to its advantage by joining the strengths of television with 
that of film in a hybrid that has been increasingly defining and differentiating fiction 
on platforms that, thanks to their substantial budgets, allow for a larger attention to 
detail and stretched out periods for script development and episode taping. 

Glória is an espionage story centred around RARET, Sociedade Anónima de Rá-
dio-Retransmissão, the broadcast station for Radio Free Europe (RFE).which was in-
stalled by America in Glória do Ribatejo in 1951 and used during the information war. 

A huge radio complex was erected on a 484 acre field which continually broad-
casted programmes aimed at seducing listeners behind the iron curtain so that they 
could get a glimpse of the “advantages” of the western world. These included cen-
sored news, readings of works forbidden by the communist regimes and recorded 
by political refugees. 

The budget for the project Radio Free Europe was ensured by fundraisers such as 
“Crusade for Freedom” in the United States, towards which citizens were urged to 
contribute. Only in the 1960s did the CIA and the US government officially admit 
that they were sponsoring the project. 

While, at first, RARET was made up of six lorries housing emission stations, gen-
erators and studios, by 1961 there were already 12 high-powered emitters supported 
by a huge complex and a significant number of staff. The main building had offices, 
electrical and mechanic workshops. There was also housing for American and Por-
tuguese senior staff and barracks for unmarried employees, a tennis court, a pool, 
a bar with restaurant and a basketball court. The Republican National Guard, who 
was in charge of security, was stationed in another building. 

The locals didn’t appreciate the forced integration with the Americans, but 
RARET created jobs and better living conditions through its large investment on 
infrastructures, education and health. Americans and staff coming from Lisbon also 
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broadened the horizons of a predominantly illiterate and poor population, allowing 
the younger locals to study and have a way out of working the fields. 

In the 1960s there was already a primary school, an industrial school (with cours-
es for radio assembly technicians, electricians, mechanical operators), a health cen-
tre and a maternity. Everything was free of charge for workers and residents. 

The population and most of the employees had no idea that propaganda was 
being broadcast to faraway countries such as Bulgaria, Czechoslovakia, Hungary, 
Poland, Romania and the USSR. The technicians were the ones with a better sense 
of the nature of the operations, even though they didn’t understand the languages in 
which the programmes were spoken. 

Set in Portugal during the 1960s (1968-69) in the final years of the Portuguese 
dictatorship, this series shows how a village in Ribatejo turned into an unlikely stage 
for the Cold War where the American and Soviet forces faced each other in danger-
ous manoeuvres of sabotage in order to maintain their foothold in Europe.  At the 
centre of this story is João Vidal, a young man from a family with ties to the fascist 
regime that was in place in Portugal. He is recruited by the KGB after becoming 
indoctrinated during the war in Africa.

The prominent historical events happening in Portugal and worldwide during 
the 1960s are present not just as a backdrop, but as a driving force for the story, 
with a particular emphasis on Martin Luther King Jr.’s assassination.  - the murderer 
had been in Portugal with the knowledge of the Portuguese police and travelled 
to London where he would eventually be arrested - the invasion of Prague by the 
troops from the Warsaw Pact, which would put an end to the attempt to establish a 
socialist power outside Moscow’s control and Salazar’s removal from office by the 
Council after a stroke that left him incapacitated. Salazar never learned that he had 
been replaced until he died, as his former ministers kept pretending to be in office 
in a theatrics for his benefit. 

With the fall of the Berlin wall, the progressive dismantlement of the station be-
gan. The final shutdown took place in 1996 with Radio Free Europe settling in the 
Czech Republic, where it still remains in operation to this day.

The expectation that was created for the Portuguese market after this Netflix se-
ries premiered wouldn’t come to fruition, as there weren’t announced any other in-
vestments in Portuguese original productions apart from the series Rabo de Peixe, 
a story about the drug trade in the Azores, which had been presented in a script 
contest promoted by the Instituto do Cinema e do Audiovisual (ICA) in partner-
ship with Netflix. In spite of the impact that the series Glória seemingly had in the 
general public, as there is no other way to assess this due to the fact that platforms 
do not reveal the number of subscribers or viewers of their series, the small size of 
the market negates any strategic relevance, even though the Portuguese language is 
spoken by 265 million people worldwide.11

11 According to data by Unesco in: www.unesco.org
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The platforms’ strategy of bolstering their catalogue translated into their con-
tinued investment in having Portuguese co-productions with other more enticing 
markets for big international corporations, such as Spain or Brazil, as well as the 
purchase of series, documentaries and fiction films that have already been produced 
and shown in cinemas or aired on national networks. HBO was the first to employ 
this strategy with an investment in a number of national fiction products, with 45 
national works on catalogue presently, none of which being an original exclusive to 
the platform.  

Regarding cable channels, as previously noted, there was no investment on national 
fiction. The free-to-air channels maintained their strategies with the public network 
investing on short-running series and telefilms while the private networks SIC and 
TVI kept on heavily investing in telenovelas, with each station airing three original 
telenovelas after the evening news (primetime, second primetime and late night). 

In short, the national market remains heavily dependent on daily fiction, even 
though there is a tendency towards reducing the initial order for episodes in tele-
novelas, dividing them in seasons as a way to close up narrative arcs and refresh 
the cast. Series remain as an investment by the public network or, in the case of the 
private network SIC, relegated to its platform, even if some of them are eventually 
reused at a later date on open signal and at a late hour. As for platforms, their invest-
ment is expected to remain low, in accordance to the limits defined by law, which 
will hardly contribute to the development of the audio-visual industry and the inter-
nationalization of national talent.

6. Theme of the year
The content distribution model has influenced the nationally produced fiction in the 
past year on multiple levels. In terms of themes, it allowed to explore new subject 
matters that didn’t previously have airtime on generalist channels always looking for 
traditional products - generalist TV remains invested on an old recipe of popular 
melodrama and comedy, which still brings in ratings. The themes are ever more 
conventional and go directly towards their natural audiences, who still consume 
television as a family, with little to no room for experimentation. 

The distribution of fiction through the internet by national providers also has 
opened new opportunities for small scale production companies to get into a highly 
competitive market. Still, due to the low budgets enforced by national platforms, it 
has become of little appeal to leading production companies to invest, which opens 
the way for a new group of players to enter the market. 

As for the large international groups that control the streaming corporations, 
there has been no interest in investing in the Portuguese market for a number of 
reasons, such as the lack of requirements by Portuguese law to do so as well as the 
small size of the national market. These resulted in a single example of investment in 
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an exclusively national series - Glória - by Netflix, the two other series on HBO and 
Amazon Prime Video being co-produced with Spain and Portugal having a minor 
share. 

However, the existence of two national platforms - RTP Play and OPTO, has led 
to the increase in production of short-running works, with series under 10 episodes 
per season and slim budgets that hinder their competitive ability. Still, there are rare 
exceptions where the budgets for series on national platforms are superior to those 
on free-to-air television, as is the case for the series Vanda on OPTO. Equally rare 
are the cases where works migrated from platforms to free-to-air, which is why it is 
important to emphasize the exception in the series O Clube on OPTO, which aired 
on late night on generalist SIC, more as a marketing strategy for the platform than 
a distribution paradigm to use second airing windows. Still, none of the national 
platforms is positioned as a direct competitor to the larger distributors, assuming 
instead a subsidiary position in the media landscape. 

For open signal generalist networks, serialized fiction remains the norm, with 
horizontal programming schemes on private networks SIC and TVI and mixed on 
RTP, which has allowed to establish weekly schedules for series and even to recov-
er the telefilm format in a clear counter-programming strategy against the private 
networks. 

In spite of all of this, the immobility in the free-to-air networks is merely an 
illusion, as ling running fiction present on primetime such as telenovelas has been 
suffering a reduction in the number of episodes, which is clearly influenced by the 
growth of platforms, who compete during primetime and invest on narrative arcs 
that are developed throughout several seasons which are, in turn, renewed in case 
they prove to have successful ratings. Therefore, telenovelas have been reinventing 
themselves into a hybrid format that closer resembles the North-American prime-
time soaps like Grey’s Anatomy, Empire or This Is Us. 
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Introduction
The “return to normality” is evident in the decrease in television consumption and 
the increase in advertising investment, in a year in which the two large private net-
works (Tele5 and Antena3) revalidate their leadership and the public network (La1) 
falls to an all-time low. As expected, the expansion of streaming has reduced the 
number of premieres of own fiction on state channels, which have in turn diversified 
their programming strategies for the sake of competitiveness: premiere of the first 
installment on free-to-air and broadcast of the rest in VoD, renewal of its platform 
in the case of TVE, etc. The relevance of the thriller, which has completed its hybrid-
ization with the rest of the genres, and the high number of titles that debut their first 
season, are two of the most outstanding features of Spanish fiction in 2021.

1. The audiovisual context of Spain in 2021
The weighted annual audience index of the three large generalist networks (37.5%, 
+1.7 points more than last year) rises, after an all-time low in 2020, and obtains its 
best figure since 2015. Pay television reaches a new record (8.6%, +0.2), surpassing 
the regional ones (8.4%, +0.2). The return to the “new normal” after the pandemic 
recovers the downward trend in television consumption, while advertising invest-
ment experiences a significant increase.

1.1. Open television in Spain
The two main private television channels, Tele5 and Antena3, obtain their best re-
sults since 2009, showing the strength of their offer by adding 2.3 points this year, 
the highest joint growth since 1993. On the contrary, the first public station, La1 
reaches a new historic low. The accumulated index of the specialty channels (DTT) 
also highlights its negative trend (27.4%, 1.3 points less than the previous year) as a 
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consequence of the results of FDF, Neox and children’s channels (Clan, Boing and 
Disney Channel), which reached their lowest in the last decade.

Table 1. National open television channels in Spain

Source: Obitel Spain
1

In 2020, television consumption broke a historical record at the height of an unusual 
moment that, over the months, gave way to the “new normality” and the recovery 
of the negative trend of the previous two years (2018 and 2019). In 2021 it fell 26 
minutes compared to 2020, with 214 minutes per person per day, a figure practically 
identical to that of 2003. Now, it should be noted that the measurement of viewing 
consumption on television with “hybrid” capacity, which in the jargon of audience 
measurement is called “Other uses of television”: Internet, play, video games and 
DTT-type radio (Digital Terrestrial Television), adds 30 minutes in 2021, one more 
than in 2020. Thus, the total time of reception through “television” has reached 244 
minutes, a figure identical to that of 2013, and the second year of highest television 
consumption in Spain. This is not a decline per se, but rather a segmentation and/
or diversification, since linear viewing is compensated by the increase in hybrid au-
diovisual consumption.

For the tenth consecutive year, Tele5 has been the most watched channel (14.9%, 
+0.3), followed by Antena3 (13.8%, +2) on the rise during the last months of the 
year. La1 takes third position, with an annual historical minimum (8.8%, -0.6) as a 
consequence of the drop in its news programs and an increasingly disparate offer in 
prime time. LaSexta (6.4%, -0.6) once again surpassed Cuatro (5.3%, -0.1), which 
1Translator note: In the Spanish case, “state coverage” or “national coverage” refer to networks that 
reach the whole country, while “autonomic coverage” refers to networks with regional coverage of 
their own Autonomic Communities. Both autonomic and state networks include public and private 
ownership.

Ownership Public Stations (14) Private Stations (10) 
 
State 
(national 
coverage)1 

First channel Second channel First 
channel 

Second channel 

A1 A2 
24H 
Clan 
Telesport 

Antena3, 
Four, 
LaSexta , 
TV 5 

Atreseries , BEMADtv , Boing, 
Disney Channel, Divinity, DKISS, 
DMax , Energy, FDF, Gol, Mega, 
Neox , Nova, Paramount Network, 
Real Madrid HD, Ten, Trece      

 
 
 
Autonomic 
(regional 
coverage) 

Á punt , Aragón 
TV, CanalSur , 
CMM, ETB1, 
ETB2, C. 
Extremadura, IB3, 
La 7TV, 
Telemadrid, TPA, 
TV3, TVCAN, 
TVG 

3/24, And-TV, 
CSur - And, 
Esport3, ETB3, 
ETB4, Galicia TV, 
IB3 Global, LaOtra 
, Super3/33, 
Telemadrid Int , 
TPA2, TV3CAT, 
TVG2 

8Madrid, 8TV, BOM Cine, HitTV , La7, La8, 
Mediterranean TV, Rac 105 

TOTAL STATIONS = 24 
TOTAL CHANNELS = 62 
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obtained the worst number in its history. On the contrary, La2 achieves its best re-
sult since 2010 (2.9%, +0.1).

Graph 1. Share by state channels
2

Source: Barlovento Comunicación/KantarMedia.

Public regional channels grow two tenths in 2021 (8.4%), their best result since 2013. 
This is the consequence of an increase of the channels as a group since 2017, and 
of each of them in the last year: ETB obtains its best results since 2009; CMM TV, 
TPA Asturias and TV Canaria, since 2011; Aragon TV, since 2014; TV Galicia, since 
2017 and La7 and À Punt set new records. Yet again, TV3 (14%) is the channel with 
the highest audience share and confirms its leadership in Catalonia for the twelfth 
consecutive year. On the contrary, the group of private regional channels obtained a 
new annual minimum (0.3%, -0.1).

2 Integrated in FORTA (Federation of Autonomous Radio Television Organizations). 

Networks % 
TV 5 14.9 
A3 13.8 
A1 8.8 
DTT payment 8.6 
Regional2 8.4 
The sixth 6.4 
Four 5.3 
the 2 2.9 
open DTT 27.4 
Others 3.5 
TOTAL 100 
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Graph 1a. Share by regional networks

Source: Barlovento Comunicación/KantarMedia.

The leadership by business groups belongs, once again, to Mediaset (28.2%, -0.2), 
followed by Atresmedia (27.3%, +1). The audience share of both leaders represents 
more than half of the total (55.6%), eight tenths above 2020. RTVE reaches another 
historic low (14.5%, -0.9); while FORTA adds one tenth (8.2%); Unidad Editorial 
grows (2.6%, +0.1); and Vocento continues to fall (2.3%, -0.3).

Fiction falls back compared to 2020, but it continues to be the genre with the 
greatest presence in all the channels (41.5%, -0.8), mainly in the national ones, both 
free-to-air (41.2%) and paid ( 54.5%). Next, and following the same order as last 
year, are entertainment (17.3%, -0.5), culture (13.9%, +0.2), sport (11.7%, +0.9) and 
information (10.4%, +0.6).

Chains % 
TV3 14 
AragonTV  10.5 
ETB2 10.2 
TVG 10.1 
C. South 8.1 
CAN-TV 7.7 
TPA 7.3 
CMM 6.3 
C. Extremadura 5.7 
telemadrid 5.2 
IB3 4.7 
LA 7TV 4.5 
on point 3.4 
ETB1 2.2 
3//24 1.4 
TPA2 1 
The other 0.8 
TVG2 0.7 
ETB4 0.7 
esport3 0.5 
Super3/33 0.5 
TV3CAT 0.5 
And. TV 0.3 
Galicia TV 0.3 
ETB3 0.2 
Csur_And 0.2 
IB3Global 0 
Telemadrid INT 0 
private 0 
TOTAL 100 
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Graph 2. Genres in TV programming

Source: Barlovento Comunicación/KantarMedia.

In economic terms, 2021 was a year of recovery for the three main audiovisual 
groups. RTVE plans to close the 2021 financial year with an estimated profit of 46 
million euros. Its commercial income reaches 60 million euros, levels of historical 
maximums with the current financing model; while the debt was 40% lower than 
the budgeted figure3. Mediaset obtained 181 million net profit in 2021, 1.3% more 
than in 20204; while Atresmedia’s profit was 118.5 million, which implies an increase 
of 397% compared to the previous year.5

1.2. Pay TV and VoD platforms in Spain
DTT drops one point compared to the previous year (73%). However, it continues to 
be the main television content distribution system in Spain. Once again, leads with 
an all-time low as a result of the increase in subscriptions to pay television (IPTV, 
cable or satellite), which sets a new record (27 %, +0.6) thanks to the increase of 
IPTV (17%, +1).

In September 2021, there were 8,349,129 households subscribed to some form of 
pay television6, 4.7% more than in the same period of the previous year. However, in 
the first nine months of the year, its revenues fell by 5.9% (1,488.96 million euros), 
while those of free-to-air television increased by 15.7% (1,086.07 million).7 

Specialty pay channels have grown two tenths compared to the previous year 
and set a new record: 8.6%. It is a television modality that has not stopped adding 
viewers since 2013. Among the ten most watched pay channels are TNT, which 

3 https://www.rtve.es/rtve/20220201/rtve-cerrara-ejercicio-2021-beneficio-provisional/2277281.shtml 
4https://www.mediaset.es/comunicacion/corporativo/mediaset-resultados-economi-
cos-2021_18_3287824577.html 
5 https://www.atresmediacorporacion.com/accionistas-inversores/informacion-economico-finan-
ciera/presentaciones-sobre-resultados/ 
6 http://data.cnmc.es/datagraph/jsp/inf_trim.jsp
7 Ibid. 

Genre % 
Fiction 41.5 
Entertainment 17.3 
Culture 13.9 
Sports 11.7 
Information 10.4 
Contests 2.2 
Music 2.1 
Others 0.3 
Religious 0.2 
TOTAL 100 
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premiered Maricón Perdido in 2021, and Comedy Central which, although it does 
not have its own fiction, reruns national productions such as Camera Café and La 
que Se Avecina.

Table 2. Pay television channels in Spain

8

Source: Barlovento Comunicación / KantarMedia

Table 3. VoD in Spain

Source: Obitel Spain

1.3. Independent producers of TV fiction 
The production companies with the greatest number of television fiction premiere 
hours were, in 2021, Diagonal TV (17.2% and 322 hours), Plano a plano (12.6% and 
235 hours), Bambú (11.4% and 214 hours), Mascaretfilms (11.4% and 214 hours) 
and Zebra Producciones (5.8% and 108 hours)9. Regarding OTT platforms, leading 
the ranking we find Zeta Studios (five titles and 19 hours), Buendía Estudio (four 

8 Percentage of the channel’s screen share in relation to pay television as a whole.
9 https://www.geca.es/geca/informes/20220105-Informe%20Produccion_df.pdf 

10 most watched pay TV channels in Spain 

Channel Genre Source % Pay8 
Movistar Laliga Soccer Spain 6.9 

Fox Fiction USA 3.4 

AXN Fiction USA 3.3 

13TH Street Fiction USA 3.3 

#Let’s go Sports Spain 3.1 

TNT Fiction USA 2.9 

Hollywood Channel Cinema USA 2.4 

ComedyCentral _ Comedy USA 2.1 

History Channel Documentaries USA 1.8 

AMC Fiction USA 1.8 

 

VoD Platforms in 20219 

Netflix, Amazon Prime Video, Movistar+ and 
Movistar+ Lite, HBO, Disney+, Apple TV, Rakuten, 
DAZN, Vodafone TV, Orange TV, Starzplay , Pluto 
TV, Filmin , FlixOlé , fuboTV , Atresplayer Premium, 
Mitele Plus, LOVEStv , RTVE Play 

TOTAL: 20 
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titles and 20 hours), Boomerang TV (three titles and 23 hours), Bambú (three titles 
and 13 hours ) and Globomedia (three titles and 20 hours).10 

In January 2021, Unicorn Content inaugurated a new area dedicated to television 
fiction by veteran director and executive producer Begoña Álvarez Rojas. At the 
same time, the production company Onza announced the start of its international 
expansion with the launch of Onza Américas, its new Miami-based subsidiary for 
the Latin American and US Hispanic markets. For their part, Javier Calvo and Javier 
Ambrossi launched Suma Content in October, the evolution of Suma Latina, their 
first independent production company. Finally, Netflix plans to open in Spain, in 
2022, five new sets and new post-production facilities (filming laboratory and state-
of-the-art editing rooms).

1.4. Sources of financing for the audiovisual sector
Advertising investment corrects its trajectory with the reactivation of the econo-
my. In television it increased by 8.3%, reaching 1,776.2 million euros (1,640.3 in 
2020). The advertising investment of the free-to-air national television group grew 
by 8.7% (1,586.1 million), placing its market share at 89.3% (+0.3). That of the group 
of regional and local televisions also increased: 11.1% (88.1 million) and 13.1% (2.3 
million) respectively. Thus, the former obtains a market share of 5% (+0.2) and the 
latter 0.1% (the same as in 2021). On the other hand, pay channels decreased by 
0.1% in 2021 (99.7 million), placing their share at 5.6% (-0.5).11

Mediaset and Atresmedia groups maintain their advertising strength and grow 
in 2021. The former reached 767 million euros, which translates into a growth of 
8.2% and a market share of 43.2%. Atresmedia places its advertising turnover at 718 
million, that is, an increase of 9.4% and a share of 40.4% (+0.4).12 

1.5. Communication Policies 
The Secretary of State for Telecommunications and Digital Infrastructures has in-
troduced modifications to its Draft of the General Audiovisual Communication 
Law to change the RTVE Financing Law. The new draft bill will see RTVE financed 
by all the agents present in the audiovisual market that compete for the same au-
dience, which includes video-on-demand providers and video-sharing platforms. 
Thus, companies such as Netflix or YouTube will have to dedicate 1.5% of their in-
come in Spain to RTVE, half of what Spanish private channels are required by law. 
A comparative offense that the Union of Open Commercial Televisions (UTECA) 
has already denounced. UTECA also rejects other measures that have only been 
imposed on national platforms: a strict regulation on catalog quotas in the three 

10 https://www.geca.es/geca/informes/20220105-Informe%20Produccion_ott_def.pdf 
11https://www.infoadex.es/home/wp-content/uploads/2022/03/Presentacion-Estudio-In-
foAdex-de-la-Inversion-Publicitaria-2022.pdf 
12 Ibid
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co-official languages, single protection bands for minors and a tightening of the 
sanctioning regime. Finally, the modified text also enables new sources of income 
for RTVE through certain promotions: sponsorships and advertising on its interna-
tional channels and digital content.

1.6. Digital and mobile connectivity infrastructure
This year has seen the launch of RTVE Play, RTVE’s new platform, which replaces 
and improves its “A la carte” service. Play not only enhances RTVE’s vast catalogue, 
but also seeks to compete as an autonomous platform with exclusive content and 
titles that until now were only accessible on paid services. The platform also has 
improvements in accessibility and new features, including the preview of some of 
its original content, such as the series HIT, a few hours before its free-to-air broad-
cast. All this without registration and with free access in a market that is constantly 
increasing its prices.

The regional public channel CanalSur also launched its free OTT platform in 
2021, “CanalSur Más”; while EiTB has already announced the launch of its OTT for 
2022, a “Basque Netflix” to broadcast production and content in Basque.

2. Analysis of the year: national and Ibero-American premiere fiction in 2021
Spanish premiere fiction continues to rise, as in recent seasons, boosted by the de-
ployment of OTTs, with a total of 81 titles: 30 on free-to-air channels (13 state and 
17 regional) and 51 as VoD. The number of premieres of Ibero-American fiction 
continues to decline, as Turkish soap operas also reach regional channels that have 
the largest production of their own fictional programming. Thus, after the success of 
Mujer, Mi Hija and Tierra Amarga on Antena3, TV3 and TVG join this trend with 
Irmáns, the Turkish version of This Is Us (NBC, 2016), although the disappointing 
results of Love Is in The Air on Tele5 determined its transfer to Divinity after seven 
months of broadcasting.

La1 includes 10 titles this year, one more than in 2020, despite the fact that it has 
only replaced one of the two serials that finished this year (Mercado Central and 
Acacias 38). Antena3 and Tele5, on the other hand, have chosen to release almost all 
of their own fiction through the platforms, to the point that the only title broadcast 
entirely free-to-air has been the Antena3 serial Amar Es para Siempre .
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TABLE 1. Premiere fictions shown in 2021 on state channels
(national, foreign in the Obitel scope, and co-productions)

Source: Obitel Spain
* Antena3 only aired the premiere episode and then continued on Atresplayer.

** Tele5 only aired the premiere episode and then continued on Amazon Prime Video.

Regional fiction shows its resilience in an increasingly competitive environment, 
with a total of 17 titles (one less than in 2020). In addition to the seven premieres 
on TV3, this year there is a comedy on K33, the second Catalan public television 
channel: X, La Sèrie, an original audiovisual collage that mixes fiction and reality to 
caricaturize the patriarchal world. Also noteworthy is the broadcast on the Valen-
cian channel À Punt of the twelfth season of L’Alqueria Blanca, the popular series 
aired by Canal Nou from 2007 until its finale in 2013.

The decrease in the number of TVG titles is due to the launch on Netflix and 
HBO Max of the new seasons of its thrillers El Sabor de Las Margaritas and Auga 
Seca respectively, whose first seasons had been broadcast free-to-air.

PREMIERE NATIONAL TITLES PREMIERE FOREIGN TITLES 
The 1 – 10 
1. Cuéntame Cómo Pasó (series) 
2. La Caza. Tramuntana (series) 
3. Mercado Central (serial) 
4. HIT (series) 
5. Leonardo (series) 
6. Estoy Vivo (series) 
7. Ana Tramel. El Juego (series) 
8. Acacias 38 (serial) 
9. Servir y Proteger (serial) 
10. Dos Vidas (serial) 
 
Antena3 – 2 
11. Amar Es para Siempre (serial) 
12. Los Hombres de Paco* (series) 
 
Tele5 – 1 
13. El Pueblo** (series) 
 
CO-PRODUCTIONS 1 

Fox TV – 1 
1. Llámame Bruna (telenovela-Brasil) 
 
Nova – 4 
2. Betty en Nueva York (telenovela- EE. 

UU.-Hispanic) 
3. Caer en la Tentación (telenovela-

Mexico) 
4. Te Doy la Vida (telenovela-Mexico) 
5. Vencer el Desamor (telenovela-

Mexico) 
 
 
 
 
 
 
 
 
 
CO-PRODUCTIONS 0 

 Total premiere titles OBITEL 18 
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TABLE 1a. Premiere fictions exhibited in 2021 on regional channels 
(national, foreign in the Obitel scope, and co-productions)

Source: Obitel Spain

The rise of streaming in Spain influences the reruns of fictions that had been re-
leased in previous years, since the overabundance of the offer translates into modest 
audience results even for those series offered free-to-air after launching on the plat-
forms. This was the case, for example, of the return of Los Hombres de Paco (Ante-
na3). The re-broadcasting of the previous season of a comedy in conjunction with 
the current one (the repeated episode is aired after the premiere) had been a usual 
strategy of Tele5, although in 2021 only El Pueblo used it.

La1 has aired again some series from 2019 (Malaka, Néboa, Promesas de Arena) 
whose audience results had suffered due to the emergence of VoD. Antena3 recov-
ered two of the most ambitious premieres of Atresplayer Premium in 2020, La Co-
cinera de Castamar and El Nudo. Tele5 offered the first episode of the second season 

PREMIERE NATIONAL TITLES PREMIERE FOREIGN TITLES 
TV3 – 7 
1. Frederica Montseny, la Dona que 

Parla (TVmovie) 
2. Moebius (series) 
3. Com si Fos Ahir (serial) 
4. Berenàveu a les Fosques (TVmovie) 
5. Buga Buga (series) 
6. La Última Nit del Karaoke (series) 
7. Tocats pel Foc (TVmovie) 
 
K33 – 1 
8. X, La Sèrie (series) 
 
TVG – 3 
9. Método Criminal (series) 
10. A Lei de Santos (series) 
11. Os Mariachi (series) 
 
À PUNT – 1 
12. L’Alqueria Blanca (series) 
 
ETB1 – 2 
13. Beti Muga (series) 
14. Go!azen (series) 
 
IB3 – 3 
15. Amor de Cans (series) 
16. Pep (series) 
17. Fúria (miniseries) 
 
CO-PRODUCTIONS                            
1 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
CO-PRODUCTIONS                             0 

 Total premiere titles OBITEL 17 
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Señoras del (H)Ampa, previously released on Amazon Prime Video, and transferred 
the rest to Cuatro, Mediaset Group’s second network. The latter repeated the Span-
ish-Italian co-production, Los Relojes del Diablo, after being offered on Mitele Plus. 

The re-broadcasting of fictions premiered on other regional channels, which on 
occasion have participated in the production, is a fairly frequent practice. Interest-
ingly, the ETB1 miniseries Altsasu, aired as a rerun this year on TV3, was the region-
al fiction with the highest audience (482,000 viewers and 18.8% share), more than 
two and a half points of audience share than the leader in the 2021 ranking from this 
group of channels, TV3’s TV movie Federica Montseny, la Dona que Parla (376,000 
viewers and 16.2% share).

The impact of VoD on Spanish television fiction is shown in the progressive de-
crease in the number of premieres over the last five years, as can be seen in Table 2. 
Especially with regard to the number of titles of state fiction, since the stability of the 
serials partially cushions the drop in the number of chapters/episodes and hours. 
Table 2a shows the lesser impact of the OTT offer on regional fiction compared to 
that on open state channels.

Table 2. Fiction premiere state channels

Source: Obitel Spain

Table 2a. Fiction premiere state and regional channels

Source: Obitel Spain

 Titles Ch./Ep.  Hours 
2017 37 1970 1454:35 
2018 26 1695 1455:15 
2019 24 1339 1194:15 
2020 13 1145 1030:10 
2021 13 913 825:30 

 

 Titles Ch./Ep. Hours 
2017 56 2545 1941:30 
2018 52 2116 1741:40 
2019 43 1729 1451:25 
2020 31 1398 1217:10 
2021 30 1246 1035:35 
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The migration of free-to-air television fiction to a VoD modality has been decisive 
in the drastic decrease in the number of series premiered in state fiction, the star 
format of in-house production in recent years. In 2021 and 2020, however, the same 
number was released (eight). The serial, on the other hand, maintains its stability 
throughout the five-year period with an average of five titles per year, the same num-
ber as in 2021 (four on La1 and one on Antena3).

Table 3. Formats of premiere state fiction

Source: Obitel Spain

The decrease in series in regional fiction is also significant, although less pronounced 
than in state channels. This set of television channels provides 12 series to the Span-
ish total, which has allowed this format to stabilize compared to last year with 20 
titles in both 2021 and 2020. The regional channels also provide a miniseries and 
four TV movies, in addition to a single serial.

Table 3a. Formats of premiere state and regional fiction

Source: Obitel Spain

Format Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 5 4 6 5 5 819:00 942:20 997:15 969:00 754:55 

Series 29 20 16 8 8 412:25 259:45 179:30 61:10 70:35 

Miniseries 1 0 1 0 0 1:40 0:00 3:30 0:00 0:00 

Sitcom 0 1 0 0 0 0:00 0:00 0:00 0:00 0:00 

Unitary 0 0 1 0 0 0:00 1:10 0:00 0:00 0:00 

Docudrama 1 0 0 0 0 220:30 252:00 0:00 0:00 0:00 

TV movies 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 

Others 1 0 0 0 0 1:00 0:00 0:00 0:00 0:00 
 

Format Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 8 5 7 7 6 1105:10 1051:50 1102:15 1035:50 860:55 

Series 43 35 29 20 20 606:20 409:15 314:50 169:00 168:35 

Miniseries 1 4 2 4 1 2:20 10:00 6:30 12:20 1:40 

Sitcom 0 1 0 0 0 0:00 0:00 0:00 0:00 0:00 

Unitary 0 1 1 0 0 0:00 1:10 0:00 0:00 0:00 

Docudrama 1 2 1 0 0 220:30 252:00 14:00 0:00 0:00 

TV movies 1 4 3 0 3 1:40 5:50 4:40 0:00 4:25 

Others 2 6 4 0 0 5:30 11:35 9:10 0:00 0:00 
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The 13 titles of state fiction represent 825 hours and 30 minutes, compared to an 
equivalent number of premieres last year that, however, accumulated 1,030 hours 
and 10 minutes. Like domestic fiction, the premieres of Ibero-American fiction also 
suffer from the expansion of VoD, with five titles (eight fewer than in 2020) and 206 
hours and five minutes (350 hours and 25 minutes in 2020). The only co-production 
of the group, the miniseries Leonardo (La1), is made up of eight one-hour episodes.

Table 4. State fiction premieres: countries of origin

Source: Obitel Spain

State and regional fiction as a whole totals 30 titles, with 1,035 hours and 35 minutes, 
compared to 1,217 hours and 10 minutes in 2020. Given that only one less title was 
released in 2021, the difference between the broadcast times of both periods ratifies 
the sustained trend to reduce the number of episodes of the series, which has al-
ready been noted in previous years.

Country Titles % Hours % 
NATIONAL (total) 13 72 825:30 80 
OBITEL COUNTRIES (total) 5 28 206:05 20 
Argentina 0 0 0:00 0 
Brazil 1 5,5 6:40 1 
Chile 0 0 0:00 0 
Colombia 0 0 0:00 0 
Ecuador 0 0 0:00 0 
Spain 13 72 825:30 80 
US Hispanic 1 5,5 91:30 9 
Mexico 3 17 107:55 10 
Peru 0 0 0:00 0 
Portugal 0 0 0:00 0 
Uruguay 0 0 0:00 0 
Venezuela 0 0 0:00 0 
CO-PRODUCTIONS (Total) 1 100 8:00 100 
National co-productions 1 100 8:00 100 
Co-productions Countries Obitel 0 0 0:00 0 
TOTAL 18 100 1031:35 100 
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Table 4a. State and regional fiction premieres: countries of origin

Source: Obitel Spain

The quantity and quality of Spanish television fiction production, which has in-
creased the rivalry of the always competitive Spanish system, has led Antena3 to 
rescue some of its iconic titles from the past, updated and adapted to current trends: 
Física o Química: El Reencuentro in 2020;  El Internado. Las Cumbres, Los Protegidos 
and Los Hombres de Paco in 2021. Unlike the first three productions, Antena3 of-
fered the premiere episode of Los Hombres de Paco free-to-air and obtained a screen 
share of 19.5% (2,673,000 viewers), a figure surprisingly close to the average share 
of the 127 episodes of the series broadcast between 2006 and 2011. A milestone in 
the era of sustained decline in the average audience on free-to-air networks, as evi-
denced by the 1,667,000 viewers (9.9% share) of the second most watched title this 
year, the long-running series by La1 Cuéntame Como Pasó. That is a considerable 
distance from the more than seven million people it reached in some of its broad-
casts during the first decade of 2000.

The second season of the teen series HIT (La1) occupies the seventh place in the 
Top 10 of 2021, compared to the fourth place obtained by its first installment last 
year. Something similar to what happened with the police show La Caza. Tramunta-
na (La1), which occupies the fourth place in the ranking, instead of the third ob-
tained in its debut in 2019 (La Caza. Monteperdido). On the contrary, the audience 
results of the two serials amongst the 10 most watched programs of 2021, Amar Es 

Country Titles % Hours % 
NATIONAL (total) 30 86 1035:35 83 
OBITEL COUNTRIES (total) 5 14 206:05 17 
Argentina 0 0 0:00 0 
Brazil 1 3 6:40 1 
Chili 0 0 0:00 0 
Colombia 0 0 0:00 0 
Ecuador 0 0 0:00 0 
Spain 30 86 1035:35 83 
US Hispanic 1 3 91:30 7 
Mexico 3 9 107:55 9 
Peru 0 0 0:00 0 
Portugal 0 0 0:00 0 
Uruguay 0 0 0:00 0 
Venezuela 0 0 0:00 0 
CO-PRODUCTIONS (Total) 2 100 14:00 100 
National co-productions 2 100 14:00 100 
Co-productions Countries Obitel 0 0 0:00 0 
TOTAL 35 100 1241:40 100 
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Para Siempre (Antena3) and Mercado Central (La1) confirm the stability of this for-
mat, which is not forced to compete with the VoD.

Tele5’s only contribution to free-to-air fiction, El Pueblo, followed the same pro-
gramming schedule as Los Hombres de Paco (Antena3), although the only episode 
offered by the network before moving to Amazon Prime Video takes the fifth place 
in the ranking. Curiously, the only episode of this fiction offered free-to-air in 2020 
topped the top ten with 2,199,215 viewers and a share of 16.3%, more than three 
points below the aforementioned episode of Los Hombres de Paco, which leads 2021.

The only title of the 10 most watched in state fiction that debuted in 2021 was the 
thriller Ana Tramel. El juego (La1), an intriguing story set in the world of gambling 
addiction and starring Maribel Verdú.

Table 6. 10 most watched national titles of state fiction

Source: Obitel Spain

Title Channel Producer 
(Country) Format/genre 

chap./ 
ep . 

2021 
Time zone Rating Compartir Thousands 

1 Los Hombres de 
Paco Antena3 Globomedia Series/police 1 

Prime-
time 6 19.5 2,673,000 

two Cuéntame Cómo 
Pasó 

La1 
Grupo Ganga 
Producciones, 

RTVE 

Series/ 
dramedy 20 

Prime-
time 

3.7 
9.9 

1,667,600 

3 Amar Es Para 
Siempre Antena3 Diagonal TV Series/drama 261 Afternoon 2.7 11.6 1,221,368 

4 La Caza. 
Tramuntana La1 DLO 

Producciones Series/thriller 8 
Prime-
time 2.7 6.9 1,190,250 

5 El Pueblo Tele5 Contubernio Series/comedy 1 
Prime-
time 2.5 10.3 1,136,000 

6 Mercado Central La1 Diagonal TV, 
RTVE Series/drama 13 Afternoon 

 
8.1 1,016,538 

7 HIT La1 RTVE, 
Ganga Series/drama 10 

Prime-
time 

 
7.6 1,006,700 

8 

Leonardo 

La1 

Rai Fiction, 
Lux Vide, 

Sony Pictures 
Entert., Big 

Light 
Productions, 

Alfresco 
Pictures, 

France TV, 
RTVE 

Series/drama 

8 
Prime-
time 

2.2 

7.1 

991,250 

9 Estoy Vivo La1 RTVE,  
Globomedia Series/police 13 

Prime-
time 2.2 5.9 961,000 

10 

Ana Tramel. El 
Juego 

La1 

RTVE, 
Tornasol 
Media, 

DeAPlaneta, 
Ana Tramel. 

La serie 
A.I.E, ZDF 
Enterprises 

Series/thriller 

6 
Prime-
time 

2 

7.2 

883,667 

Total national productions: 10 Foreign original scripts: 0 
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The predominance of TV3 fictions in the regional ranking is evident, with seven 
of the 10 most watched titles of 2021. As mentioned before, the Catalan network 
has once again opted for TV movies, absent in 2020, with three dramas that have 
obtained a disparate audience: Frederica Montseny, la Dona que Parla, Berenàveu a 
les Fosques and Tocats pel Foc. The long running L’Alqueria Blanca has placed fourth 
in the ranking, with 249,000 viewers (8.8% share), a spectacular increase from the 
61,000 viewers (4.7% share) obtained the year of its return (2019).

As happens with the serials of the state channels, Com si Fos Ahir underpins its 
audience results on TV3 with 257,000 (17.1% share), compared to 258,000 viewers 
(16.3% share) in 2020. On the other hand, the Catalan network has not been as lucky 
with the first season of its two only comedies in the ranking, Buga Buga and L’Última 
Nit del Karaoke, whose modest results also point to the rise of VoD.

TVG’s agreements with OTTs have limited the number of titles offered free-to-
air, which places its thrillers Método Criminal and A Lei de Santos in the last two 
positions of the annual ranking.

Table 6a. 10 most watched national titles of regional fiction

Source: Obitel Spain

Title Channel Producer 
(Country) Format/genre chap./ ep . 

2021 Time zone Rating Compartir Thousands 

1 Frederica Montseny, la 
Dona que Parla TV3 Distinto Films TVmovie/drama 1 Prime-time 5.1 16.2 376,000 

2 Moebius TV3 Veranda TV, 
TVC Series/thriller 10 Prime-time 5 15.4 369,000 

3 Com si Fos Ahir TV3 TVC Series/drama 212 Afternoon 3.5 17.1 257,000 

4 L’Alqueria Blanca À punt  Trivisión Series/drama 18 Prime-time 3.4 8.8 249,000 

5 Berenàveu a les Fosques TV3 NewCo 
Audiovisual  TVmovie/drama 1 Prime-time 2.9 11.7 215,000 

6 Buga Buga TV3 Aguacate & 
Calabaza Series/comedy 6 Prime-time 2.4 9.7 177,000 

7 L’Última Nit del Karaoke TV3 El Terrat Series/comedy 10 Prime-time  8.9 169,000 

8 Tocats pel Foc TV3  Impulsafilm, 
Zabriskie Films TVmovie/drama 1 Prime-time 0.9 6.9 69,000 

9 Método Criminal TVG Voz 
Audiovisual Series/thriller 21 Prime-time 1.7 5.9 44,000 

10 A Lei de Santos TVG Voz 
Audiovisual Series/thriller 8 Prime-time 1.1 4.8 29,000 

Total national productions: 10 Foreign original scripts: 0 
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3. VoD Monitoring 2020
The digital platforms offering and their offer of national fiction have continued to 
increase throughout 2021. On the other hand, the addition of new subscribers slows 
down, despite the intensification of competition. The 51 titles released this year in 
the VoD modality show the rise of Spanish fiction in streaming.

3.1. VoD Platform Market in 2021
In 2021 the competition intensified with the entry of new players. In February Dis-
ney Star and Hayu, the NBCUniversal International reality platform landed; while 
HBO Max arrived in October, updating the HBO offer, but without changing the 
subscription pricing. Some already consolidated OTTs took advantage of 2021 to 
improve their positioning. Pluto TV, for example, increased its offer with 6 channels; 
while Vodafone TV included Disney+ in its offer, betting on fiction without soccer. 
Movistar+, for its part, closed an alliance with Amazon Prime Video and integrated 
it into its catalog.  

In the absence of official figures provided by the companies themselves, different 
consultants offer data on subscriptions to payment platforms in Spain. According 
to the results of the fourth wave of 2021 of the barometer of the OTT and pay TV 
market carried out by Barlovento Comunicación, Netflix is the most used platform 
(60%), followed by Amazon Prime Video (53.7%), HBO (26 .4%), Disney+ (21.4%) 
and Movistar+ (20.3%). The fictions that have attracted the most subscribers to Net-
flix and Amazon Prime Video are La Casa de Papel and La que Se Avecina, both 
Spanish13. According to the third wave of the General Media Study (EGM), Netflix 
also appears as the first option (21 million users); followed by Amazon Prime Video 
(13M), Movistar+ (8.5M), HBO (6M) and Disney+ (5M)14. The results of the 10th 
edition of the OTT Barometer of the Audiovisual Communication Studies Office 
(GECA) corroborate the first two positions: Netflix continues to be the platform 
with the most registrations by Spanish users (73.1%), followed by Amazon Prime 
Video (69.9%). Movistar+ appears as the third option (29.8%), relegating Disney+ 
(29.2%) and HBO (21.4%) to fourth and fifth respectively.15

3.2. Offer of local VoD platforms in 2021 (national, regional within the country)
Movistar+ is in the top five of the three aforementioned rankings. In contrast, the 
rest of the Spanish telephone companies OTTs’ have a very limited market pene-
tration (Esuskatel: 1.4%; Telecable: 1% and Yoigo: 0.6%)16. Mitele Plus closed 2021 

13https://www.barloventocomunicacion.es/wp-content/uploads/2021/12/BAROMETRO-TV-OTT-
Avance-4-ola-2021.pdf 
14 https://www.barloventocomunicacion.es/wp-content/uploads/2022/01/2021-ANALISIS-TELEVI-
SIVO-BARLOVENTO-COMUNICACION-1.pdf 
15https://www.panoramaaudiovisual.com/2021/10/22/barometro-ott-geca-disney-plataforma-tri-
mestre/ 
16https://www.barloventocomunicacion.es/wp-content/uploads/2021/12/BAROMETRO-TV-OTT-
Avance-4-ola-2021.pdf
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with 207,000 subscribers, while Atresplayer Premium reached 427,000, more than 
double that of Mitele Plus 17, partly as a result of its wide fiction offering.

For cinema, the most popular Spanish platforms are FlixOlé (0.5%) and Filmin 
(3.8%), which in 2021 started producing fiction with Doctor Portuondo. It should 
also be mentioned that Netflix and Amazon Prime Video have joined the Council of 
the Academy of Television and Audiovisual Arts and Sciences, with the objective of 
joining forces to develop joint projects and promote the Spanish audiovisual sector. 

3.3. VoD analysis in 2021: national premiere fiction and co-productions
The expansion of television fiction production in Spain and its internationalization 
have resulted in 51 titles (47 in 2020), with a very high average quality. The series 
is the dominant format with 46 titles, followed by four mini-series with two to five 
chapters each, and one anthology, Historias para No Dormir (Amazon Prime Vid-
eo), made up of four movies directed by filmmakers that, aside from the format, 
have horror as their only link.

In line with the trend of producing series structured around a central plot with a 
closed ending, 32 of the VoD titles have premiered their first season in 2021, three 
of which have also offered the second season in the same year: By Ana Milan and 
Los Hombres de Paco, on Atresplayer Premium, and Sky Rojo, on Netflix. The rest of 
the productions have broadcast one or two seasons of their third, fourth or fifth in-
stallment, with the exception of the long-running La que Se Avecina (Amazon Prime 
Video), on air continuously since its debut on Tele5 in 2007.

17https://www.elespanol.com/bluper/20220228/atresplayer-premium-duplica-abonados-mite-
le-plus-remonta/652684909_0.html 
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TABLE 8. National fictions and co-productions shown in 2021 on VoD 

Source: Obitel Spain

PREMIERE NATIONAL TITLES CO-PRODUCTIONS 

AMAZON PRIME VIDEO – 10 
1. El Cid (series) 
2. El Internado. Las Cumbres (series) 
3. El Pueblo (series) 
4. Historias para No Dormir (anthology) 
5. Jodi2 (miniseries) 
6. La que Se Avecina (series) 
7. La Templanza (series) 
8. Parot (series) 
9. Pequeñas Coincidencias (series) 
10. Señoras del (H)Ampa (series) 
 
ATRESPLAYER – 10 
11. Los Protegidos (series) 
12. Alba (series) 
13. By Ana Milán (series) 
14. Cardo (series) 
15. Deudas (series) 
16. Física o Química. El Reencuentro 

(miniseries) 
17. La Cocinera de Castamar (series) 
18. Los Hombres de Paco (series) 
19. #Luimelia (series) 
20. Toy Boy (series) 
 
FLOOXER – 1  
21. La Reina del Pueblo (series) 
 
DISNEY+ – 1  
22. Besos al Aire (miniseries) 
 
FILMIN – 1 
23. Doctor Portuondo (series) 
 
MITELE PLUS – 1 
24. Los Relojes del Diablo (series) 
 
TNT – 1 
25. Maricón Perdido (series) 
 
HBO Max – 4 
26. 30 Monedas (series) 
27. Sin Novedad (series) 
28. Todo lo Otro (series) 
29. Venga Juan (series) 
 
MOVISTAR+ – 9 
30. Dime Quién Soy  
31. Hierro (series) 
32. La Fortuna (series) 

 
Amazon Prime Video – 1 
50. 3 Caminos (series – Spain and 

Portugal) 
 
HBO Max – 1 
51. Auga Seca (series – Spain and Portugal) 
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Amazon Prime Video is the OTT with the most titles (11), including the return of 
the iconic series from Antena3 El Internado, despite the fact that this network has 
its own platform -Atresplayer Premium- which this year offers 10 premieres. Netflix 
has as many titles as Amazon Prime Video, Movistar+ has nine, and HBO Max five. 
The rest of the platforms (Disney+, Filmin, Flooxer , Mitele Plus and TNT) only 
offer one fiction each.
 
3.4. Narrative features of VoD in 2021
The prolific contribution of Spanish fiction to the VoD modality embraces a wide 
variety of genres and subgenres whose most outstanding characteristic is perhaps 
the construction of intrigue. To the point that most of the series that have contrib-
uted to Spain turning into one of the great generators of fiction content worldwide 
are thrillers (Sky Rojo, El Inocente, La Casa de Papel ) or include some suspenseful 
continuity plot (Élite).18

Mysteries and murders play an important role in a good part of the 16 dramas 
included this year. In some cases, such as El Internado. Las Cumbres, Los Relojes del 
Diablo or even Toy Boy, the classification is complicated by the relevance that both 
genders acquire. This is an unsurprising feature considering the variety of subgenres 
that the Spanish thriller includes this year: horror (Historias para No Dormir), fan-
tasy (30 Monedas), police (Hierro, Los Hombres de Paco) or road movie (Sky Rojo).

Having each season revolving around a main plot is already a generalized narra-
tive characteristic, which has even been extended to comedy. This last genre, which 
is slowly but inexorably languishing in free-to-air fiction, is recovering positions 
among the niche streaming audience, hybridized with intrigue and drama (Venga 
Juan, Maricón Perdido), and even daring to mix humor and superheroes (El Vecino).

4. Interactivity and audience participation
Viewers have been able to enjoy Spanish fiction beyond broadcasts thanks to a mul-
titude of transmedia strategies and exclusive content through different windows and 
formats. After its premiere, 30 Monedas launched a board game that not only allows 
you to recreate but also expand events, characters and challenges from the universe 
created by Álex de la Iglesia. Los Protegidos: El Regreso also accompanied its pre-
miere with the launch of a virtual escapism game, whose objective is to help Dora 
flee from her kidnappers with the help of clues found by viewers in installments of 
the series or the podcast hosted by Rosa Ruano’s character, La Hora del Búho. La 
Caza. Tramuntana presented the first official audio game of a Spanish series, which 
allows the viewer to become a character and pair up with Corporal Víctor Gamero 
to solve a crime committed in Mallorca thanks to voice assistant technology.

18See https://elpais.com/television/2022-04-06/nace-think-data-la-herramienta-que-busca-arrojar-
luz-a-los-datos-de-audiencia-de-netflix-y -amazon.html 
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The veteran Cuéntame Como Pasó continued to accompany its broadcasts with 
the special program Novéntame Otra Vez, while each installment of HIT was fol-
lowed by Generación HIT, a late night show discussing some of the topics addressed 
in the teen fiction. The unstoppable success of #Luimelia continues its transmedia 
expansion with the novel Luimelia en París, written by Anna Marchessi and Pablo 
Murciano. In podcast we have two premieres, La Hora del Búho, already mentioned, 
and La Fortuna. El Podcast, a documentary series that includes a news investigation 
about the real pirates of the 21st century and those who fight art plundering.

4.1. L’Alqueria Blanca and DIME
Aiming to improve the results obtained in 2019, the series L’Alqueria Blanca re-
turned to À Punt in 2021, reformulated and preceded by the launch of a campaign 
by FLUOR Lifestyle. The creative agency designed a branded content strategy and 
transmedia narrative focused on emotions and the active participation of the old 
community of fans of the series to convert them in influencers of the new season. 
Hence the name of the campaign: “DIME” (“TELL ME”).

First, “super fans” were located and activated by being asked to put forward 
questions about future storylines. In this way, nine citizens became the protago-
nists during the launch of the campaign. Their faces and their questions flooded the 
streets of Valencia, as well as the press, television, radio, social networks, marquees 
and even buses. The date of the premiere was a topic of conversation in all the net-
work’s programs and its narrative universe was expanded by eight online content 
pieces, amongst which stand out “Juego de tramas”, where fans imagine alternative 
futures for the characters; “L’Alqueria Dates”, a game of real and unlikely pairings be-
tween characters from the series; “L’Alqueria ilustrada”, the starting point of a drawing 
contest of the favorite characters or places of L’Alqueria, and “Dime por qué vuelves”, 
where the actors explain the reasons for their characters to live new adventures.

 



262

Obitel 2022

180

In addition, an audio fiction was created as a podcast, “El confesionario”, with the 
secret recordings that Tonet made of the residents of L’Alqueria while hiding a tape 
recorder in the church’s confessional. In addition “Fem comboi” took place, coll-shows 
(or collaborative shows) that were created due to the impossibility of holding face-to-
face events. The “Fem comboi” are a meeting place between fans and main characters 
of L’Alqueria Blanca, with live guests, constant surprises and the active participation of 
the more than 50,000 followers of the series who joined these meetings.

All these proposals achieved their main objective: the first episode of L’Alqueria 
Blanca became the most watched premiere in the channel’s history, with a share that 
almost quadrupled the channel’s average audience: 12.5%. The show also managed 
to be trending topic with more than 4.5 million organic impressions, more than 50 
comments on average per publication and 94% positive comments.19 

5. The highlights of the year 2021
The increase in teen fiction, to which the success of Élite on Netflix since 2018 is no 
stranger, is one of the highlights of television fiction in 2021, both on free-to-air 
networks and in VoD. The second season of HIT (La1) plays with temporal alter-
ation to descend into the hells of the peculiar educator who encapsulates the plots 
starring a group of troubled youngsters. On TV3, Moebius’ math teacher launches 
an investigation, at the school to investigate the circumstances surrounding the 
death of one of her students. Movistar+ contributes this year to teen fiction with 
Los Espabilados (Movistar+), an approach to mental illness by Albert Espinosa, 
the creator of Polseres Vermeilles (TV3, 2011-2013). The second season of Merlí 
Sapere Aude, the spin off of another TV3 series (Merlí , 2015-2018), has migrated 
this year to Amazon Prime Video after a first season on Movistar+ in 2019. Final-
ly, the return of El Internado (El Internado. Las Cumbres) and of Física o Química 
(Física o Química. El Reencuentro), and the fourth season of Élite, complete the 
prolific panorama of teen fiction, a subgenre of drama that has a long history in 

19 https://fluorlifestyle.com/tag/lalqueria-blanca/ 
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Spain (Lacalle, Gómez-Morales and Hidalgo-Mari, 2021). This last series has taken 
advantage of its popularity with the launch of Élite, Historias Breves, four stories of 
three parts each that explore different aspects of the first season of Élite.

Parrot’s Analytics poll in the second half of 2021 regarding the demand of VoD 
fictions in Spain, gave comedy a share of 15.8%, a figure significantly higher than 
that of most of the countries included in the report20. This interest in comedy ex-
plains the high number of VoD releases of a genre that, despite having seen better 
times, bets its survival on its remarkable capacity for mutation. Self-fiction (By Ana 
Millán, Maricón Perdido, Doctor Portuondo); humorous reflection on issues as rel-
evant as organ trafficking (Jodi2) or political corruption (Venga Juan); and the re-
invention of costumbrismo -customs and manners- (El Pueblo, La Reina del Pueblo) 
are some of the featured titles this year.

The thriller, the second most demanded streaming genre in fiction after drama 
(according to the aforementioned Parrot Analytics report), includes among its most 
requested fictions La Casa de Papel, which was in its third season. In 2021, Jaguar, 
a story about a Nazi hunt in Madrid in the sixties, joins the ranks of intrigues set in 
the past. Hierro, another of the most requested series by Spanish viewers, has also 
been one of the most praised by critics in a year highlighted by nostalgia (El Inter-
nado. Las Cumbres, Los Hombres de Paco) and female protagonism (El Sabor de las 
Margaritas, Hache, Sky Rojo, Auga Seca or the same Hierro and Jaguar). The free-
to-air thriller also includes notable contributions, such as the aforementioned series 
La Caza. Tramuntana and Ana Tramel. El Juego, the miniseries Fúria and Moebius 
(TV3), all of them starring women; as well as two TVG productions set in the world 
of drug trafficking (Método Criminal and A Lei de Santos).

Co-productions continue to be a pending issue in domestic fiction, which this 
year has a biopic on Leonardo da Vinci (Leonardo), with the participation of dif-
ferent television groups and producers (Rai Fiction and Lux Vide, Sony Pictures 
Entertainment, Big Light Productions, Alfresco Pictures, France TV and RTVE). 
Spain has also co-produced the thriller Ana Tramel. El juego with Germany (RTVE, 
Tornasol Media, DeAPlaneta and ZDF Enterprises) and with Italy the action and 
intrigue series Los Relojes del Diablo (RAI, Mediaset Spain and Picomedia, TVE). In 
regional productions, TVG has explored with the Portuguese RTP Auga Seca (Por-
tocabo , SPi Televisão, TVG), a promising route to the Spanish-Portuguese thriller 
inaugurated by Vidago Palace in 2017 (HOP!, Portocabo, TVG), which has already 
announced the premiere of Sequía (Atlantia Media, Coral Europa, RTVE, Radio-
televisão Portuguesa, TVG) for 2022.

The second season of El Cid and director Alejandro Amenábar’s incursion into 
television fiction, with La Fortuna (Movistar+), mix historical drama with adventure 
20 See Spain streaming market share analysis Q2 2021: Netflix, Movistar+, Amazon Prime Video, 
Disney+, Hulu and more. Available at: https://www.parrotanalytics.com/insights/streaming-wars-
who-is-winning-spain-q2-2021/ 1
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in two notable productions, the first of which is listed as the fifth most demanded 
Spanish fiction in the aforementioned Parrot report Analytics .

6. Theme of the year 2021. Transformations in television seriality and its 
impact on Ibero-American television fiction formats in streaming times
The takeoff of Spanish fiction in the 1990s introduced new guidelines in production 
and programming, which remain in general television despite the changes expe-
rienced since then. The consolidation of domestic fiction throughout the decade 
determined its expansion in prime time, with the consequent displacement of Latin 
American telenovelas and US series to the daytime and nighttime slots, respectively. 
The standard series, made up of 13 episodes lasting between 70 and 80 minutes, 
shared prime time with what were then called noble formats, the TV Movie and the 
miniseries of two or three chapters, while the serial colonized the slot in the after-
noon on the grids of TVE and Antena3 at the expense of telenovelas.

The emergence of fiction in streaming has not introduced substantial changes in 
Spanish formats, although it has resulted in a real serial turn of the structural and 
narrative strategies of the stories, whose plots have turned intrigue into one of the 
main narrative engines of the different genres. The adoption of a standard around 
60 minutes per installment and the drastic limitation of the number of seasons on 
the air are, along with the serialization of the narrative, the most notable changes in 
terms of formats.

In general terms, it can be said that the quality of Fast Moving Consumers Goods 
(FMCG) of television fiction, due to the overabundance of the offer in the VoD era, 
and binge watching taking hold, tend to blur the differences between the series and 
the miniseries, while the feature film displaces the TV Movie in the OTT catalogues. 
The free-to-air serial is, up to now, the only format that resists changes, supported 
by the afternoons of La1 and Antena3. It remains to be seen if it will have a genera-
tional renewal or if, on the contrary, it is destined to become a vestige of the history 
of television fiction.
 
6.1. Structure of stories and narrative strategies
Most of the national and regional fiction aired in 2021 has a serial structure, a dra-
matic effect and the diegesis in suspense at the end of each installment as the main 
strategy to arouse the curiosity of the audience and motivate viewing. This type of 
structure is particularly common in thrillers, intrigues and mysteries (Élite, El Inter-
nado. Las Cumbres, Hierro, Paraíso, Toy Boy), as well as in cop-shows (El Sabor de 
las Margaritas, Parot) and dramas (Alba, Hache, Acacias 38, Amar Es Para Siempre). 
The pre-eminence of open narratives with a structure by chapters and the recurrent 
use of the cliff-hanger make the final shots in El Tiempo Que Te Doy, an exception, 
as these “pillow shots” don’t have a desire for dramatic significance and offer instead 
a break from the protagonist’s emotions.
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In Spain, for decades, even comedy has abandoned the self-conclusive formula of 
sitcoms. The most popular comedies, Los Hombre de Paco, La Que Se Avecina and El 
Pueblo, adopt an episodic structure; but they also include continuity plots with arcs 
spanning several episodes or even the entire season. Servir y Proteger, on the other 
hand, is based on a serial format and mixes the narrative arcs that extend through-
out the entire season with the episodic subplots (police cases) that are resolved in 
a single installment. Among the most innovative proposals we should mention 30 
Monedas, whose first three episodes are presented almost independently, with a dif-
ferent supernatural event in each installment. But, starting with the fourth, Álex de 
la Iglesia’s series of mystery and terror turns towards a greater development of the 
characters and correlates the previous events, apparently autonomous, in a back-
ground plot. This year, the recovery of the anthology format also stands out, with the 
revival of Historias Para No Dormir, and the fragmentary structure of Besos Al Aire, 
whose independent plot lines unfold without crossing each other.

In a television context marked by immediate consumption and the reduction of 
chapters/episodes per season, literary adaptations are trending. Eight were released 
in 2021, six of which were a single-season format (Ana Tramel. El Juego, Dime Quien 
Soy, El Inocente, La Cocinera de Castamar, La Templanza and Los Espabilados). On 
the contrary, the biopic diminishes its presence (El Cid, Leonardo, Federica Mont-
seny, la dona que parla, and Tocats pel foc), but it diversifies thanks to comedy with 
autobiographical overtones, in which reality and fiction are difficult to distinguish 
(By Ana Milan, Doctor Portuondo or Maricón Perdido).

6.2. Complex narrative strategies
The growing importance of crime shows and the introduction of criminal plots in 
a good part of the fictions premiered, also justify the frequent use of flashbacks, a 
resource through which we learn about the past of the characters -which helps us to 
empathize with them- and we obtain clues that help to solve the proposed narrative 
puzzle. This is the case, for example, of Moebius, which begins each of its episodes with 
a flashback about Àlex’s life before the accident in which he lost his life and revolves 
around a key object or location in the investigation. In Jaguar, flashbacks are distin-
guished from the rest of the story by the use of black and white animation (Image 1).
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Image 1. Flashback of Jaguar (S1.E4).

The use of flashback is also decisive in fictions that move between two time lines, 
such as El Inocente and El Tiempo Que Te Doy. The first makes the audience travel 
back and forth in time to go through a period of twelve years, between the moment 
in which the protagonist (Mateo) kills a person and the beginning of the storyline. 
The second, in addition to being an exception due to the duration of its episodes (11 
minutes), travels between the past and present of its protagonist, Lina, to rebuild 
her relationship and show its evolution after the breakup. As the plot progresses, 
the memories diminish, as if they were fading, and the present time increases: while 
the first chapter dedicates ten minutes to the past and only one to the present, in the 
tenth and last the proportion is reversed. Thus, the non-linear structure takes on a 
dramatic function: the story of Lina’s process of disconnecting from the memory of 
her former partner.

Some fictions alter temporality through the parallel development of different sto-
ries. Maricón Perdido is an autobiographical dramatic comedy, whose author (Bob 
Pop) tells his story through different time jumps that alternate three periods of his 
life (80s, 90s and present). Dos Vidas simultaneously tells the story of a grandmother 
and a granddaughter, separated by more than half a century. Dime Quién Soy nar-
rates the story of Amelia Garayoa, represented through a long flashback that lasts 
practically the entire fiction.

In addition to alterations in the temporality of the narration, Spanish audiovi-
sual fiction explores the interiority of the characters through the introduction of 
fantastic elements. For example, Maricón Perdido includes dreamlike moments to 
portray Roberto’s mother and resorts to the transformation of the protagonist into 
a star of video clips to, through music, reveal the feelings of the character. The scene 
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that closes the fiction also includes a metalepsis of the author: Bob Pop enters the 
narrated world to address his own character. In a comic key, Javier, the protagonist 
of Pequeñas Coincidencias, talks to a girl and a boy that only he sees and who repre-
sent the daughter or son he is expecting with Marta, from whom he has separated. 
Ana (By Ana Milan) has conversations with her deceased grandmother and with 
Lope de Vega. Física o Química. El Reencuentro recovers the character of Fer, who 
was killed in the last season, as a ghost that only Yoli, her best friend, and David, her 
ex-partner, can see.

Another strategy of television fiction to reveal the feelings and emotions of the 
characters, as well as offering information about the story itself, is the use of narra-
tors, in this case protagonists. For example, Doctor Portuondo is subject to Carlo’s 
monotone voice; while Sky Rojo uses the voice of its protagonist (Coral) both to 
describe the characters (including herself) and to tell what is happening; a strategy 
previously adopted in La Casa de Papel and other Vancouver Media productions. 
The narrator of Los Espabilados, Mickey L’Angelo, even goes so far as to break the 
fourth wall, speaking directly into the camera. This resource was also frequent in the 
first three seasons of #Luimelia, but it disappeared on the first chapter of the fourth 
season in which, paradoxically, the fourth wall is broken to announce that said re-
source will not be used again.

El Inocente also includes a leading narrator, although he opts for a multiperspec-
tive aimed at prolonging the suspense: Mateo is responsible for the narration of the 
first chapter, while in the following seven installments the narrator and the point of 
view change so that other characters tell us their own story. In Libertad, on the other 
hand, a witness narrator is identified. That is John (Jorge Suquet), an English chron-
icler who tells the story of the legendary bandit Lucia La Llanera, the protagonist 
of the fiction. Although this character shapes the story at various points, his role as 
narrator is introduced into the fiction precisely to question the validity of his story 
and raise a debate about the reliability of different points of view. Hence the distance 
placed by the story itself between the legend narrated by John and the events that 
forged that legend, events that the audience has also witnessed.

Finally, Todo lo Otro introduces the only narrator who is located outside the story 
(heterodiegetic and omniscient). It is the voice of Alberto Casado, who comments 
on everything that happens (being redundant on numerous occasions) and jokes at 
the expense of the characters.
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Introduction
In 2021 the Hispanic television continued its transformation process mostly trig-
gered by the dynamics of the new television landscape of digital platforms. The re-
organization of the Spanish-language television industry has been in the process for 
several years, with the buying of Azteca America by HC2 in 2017, the acquisition 
of EstrellaTV by HPS Investment Partners in 2019, and the takeover of Univision 
Communications by Searchlight Capital and ForgeLight in 2020. Which means that 
only in the last five years, four of the five national Spanish-language television net-
works changed ownership, with the only exception of Telemundo owned by NBC/
Comcast since 2011. But in 2021 a corporate reorganization took place with a bi-
national scope and deep implications for the industry: the U.S. Hispanic-oriented 
corporation Univision and the Mexican media company Televisa merged, creating 
a larger corporation named TelevisaUnivision. Under this new media organization 
are included the national broadcasting television networks Univision and UniMás, 
in the United States; El Canal de las Estrellas, and Canal 5, in Mexico; as well as 36 
television networks and 55 TV stations in the United States, and 222 TV stations 
affiliated to 4 broadcasting television networks in Mexico, and the services of the 
digital platforms PrendeTV (renamed Vix) and Blim TV.

The emergence of a very competitive field of new SVoD (Subscription Video on 
Demand) services also has triggered an important demand for Spanish-language 
content for these global corporations; in particular, Latin American productions. 
This new competitive landscape would lead to the creation of this binational media 
1 On behalf of Obitel, we would like to express our deep gratitude to Brad Poretskin, Senior Vice-pres-
ident Audience Measurement at Nielsen, to Emily Vanides, Senior Vice President, Client Solutions 
Partner at Nielsen, and to Elizabeth Oldis, Client Solutions Director at Nielsen Media Research, for 
their collaboration in the realization of this study and for their invaluable contribution to the field of 
research in Hispanic television. 

https://doi.org/10.7764/obitel.22.E.8
https://orcid.org/0000-0002-5460-7735
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corporation TelevisaUnivision. With the launch of PrendeTV in 2021, which was 
transformed into Vix and Vix+ at the beginning of 2022, the new TelevisaUnivision 
would try to position itself as an important contender in the SVoD services arena, 
by placing the programming of the two hegemonic media corporations in Spanish 
language in Mexico and the United States under the same digital platform.      

1. USA Hispanic audiovisual context in 2021
     
1.1. Open television in the USA Hispanic market 

Chart 1. Hispanic national broadcasting television networks in the USA 

Source: Obitel USA Nielsen

The landscape of national broadcasting television in the United States has not 
changed in the last five years in relation to the number of television networks, since 
MundoMax, a Spanish-language television network, was closed in 2016.      

Graph 1. TV audience’s share per network.

Source: Obitel USA Nielsen.
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The home audience share in 2021 was consistent with the one in 2020. Again, Univi-
sion was the network that attracted more audiences in Spanish-language broadcast 
television in 2021, with an audience share of 41.9%, slightly higher than the 41.0% 
from 2020. Telemundo took the second place, with an audience share of 37.1%, 
slightly lower than the 37.5% from 2020. The third place was taken by UniMás with 
an audience share of 14.7% in 2021, one point higher from the 13.8% from 2020. 
Meanwhile EstrellaTV and Azteca America lost audience share from 2020 to 2021. 
EstrellaTV was down to 4.3% audience share from the 5.2% it had in 2020. Azteca 
America also was down to 2.0% audience share from the 2.6% gotten in 2020.    

Graph 2: Hours of TV programming by genre 

Source: Obitel USA Nielsen.

In 2021, fiction was again the genre with more hours on the screen in Spanish-lan-
guage television. This year fiction represented 37% of total hours, one point up 
from the 36% in 2020, and two points up from the 35% in 2019. One of the reasons 
for this increase is linked to the lockdown caused by the Covid-19 pandemic in 
2020 and 2021 in the United States. The entertainment genre occupies the second 
place with 18.9%, just one point down from the 20% it had in 2020, and two points 
below the 21% from 2019. In third place, news and information reached 17%, which 
is consistent with the 17% from 2020, and the 16.8% from 2019. Sports recovered 
its screen position with 6.4% in 2021, almost two points up from the 4.7% it had 
in 2020, and consistent with the 6.7% from 2019. Sports was the television genre 
more negatively impacted by the pandemic, because most of the sports events were 
canceled in 2020. But in 2021, the genre came back gradually to claim its position. 

 
 Broadcast genre Hours % 

Fiction 12031:09 37.10 
Entertainment 6139:54 18.94 
Talks Shows 2297:27 7.09 

News and 
Information 5506:00 16.98 

Sports 2066:39 6.37 
Reality TV 945:23 2.92 
Children 

Programming 777:42 2.40 
Sitcoms 1539:47 4.75 
Contests 1082:45 3.34 
Others 38:11 0.11 
Total 32,423:37 100.0 

 

 

 

37,10

18,947,09

16,98

6,37
2,92 2,40 4,75 3,34 0.11

Fiction Entretenimiento
Talks Shows Noticias e Información
Deportes Reality TV
Programas de niños Sitcoms
Concurso Otros



272

Obitel 2022

1.2. Pay TV and VoD platforms in the United States in 2021
The following table shows the ratings from the Spanish-language pay TV networks 
in the USA, but it is important to underscore that these ratings are measured in the 
context of the rating system which also includes all the English-language television 
networks in the United States. 

Chart 2. Hispanic Pay TV channels in the USA

Source: Obitel USA Nielsen.

Galavisión, Universo and Telexitos are networks which offer mostly fictional 
content, and they are also the channels with the highest audience ratings in 
Hispanic pay TV.  The programming strategy of these channels is mostly to 
recycle the programming content previously released by their sister broadcast-
ing national television networks, which are also part of the larger portfolio of 
their media conglomerates. 

Galavisión, a network from TelevisaUnivision (formerly Univision Com-
munications), is the channel with the highest rating/share, which has had as 
a programming strategy to give a second life to Televisa’s fictional content 
premiered first in Univision or UniMás, its sister broadcasting networks in the 
USA. However, in 2021, Galavisión included in the programming lineup some 
new releases from Televisa Mexico, such as the comedy Julia vs Julia and Per-
diendo el Juicio. Also, Universo has been a channel that recycles programming 
from its sister network Telemundo (both properties of NBC-Comcast), but it 

The ten most watched pay TV Hispanic channels in the 
USA 

Channel Genre Origin Rating  
Galavisión General USA 0.2 
TUDN Sports USA 0.2 
Universo General USA 0.1 
Telexitos Fiction USA 0.1 
Discovery en 
Español 

Information 
USA 0.1 

Fox Deportes Sports USA 0.1 
ESPN en 
Español 

Sports USA 
0.1 

Discovery 
familia 

Information USA 
0.1 

CNN en Español News USA 0.0 
IN Sports Sports Qatar 0.0 
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has also some original programming particularly in the domain of Reality TV 
with shows such as I Love Jenny, The Riveras, and Larrymania, among the most 
successful.      

Chart 3. VoD in the USA Hispanic

Source: Obitel USA

In 2021, the main media conglomerates already had a digital platform to fight a 
tough battle for the video streaming market. This required a whole reorganization 
of the media landscape in the United States. For this purpose, Disney went into a 
process of consolidation by acquiring 20th Century Fox, Marvel and Lucas Enter-
tainment; followed by ATT/Warner which is merging with Discovery Inc. to create 
WarnerMedia Discovery. In the same way, CBS Viacom is transformed into Par-
amount, and NBC-Universal/Comcast launched Peacock, a platform that has the 
content catalog from Telemundo. Univision launched in 2021 PrendeTV, but in the 
merger process with Televisa would become Vix in 2022.  

1.3. Independent production houses in television fiction 
Independent production houses keep playing a key role in the Hispanic television 
market of fictional production in the United States in 2021. The production houses 
such as Somos Production, Endemol Shine, Boodog, Pinolywood were behind the 
release of Súbete a mi Moto; meanwhile the production houses Casablanca, VIP 
2000, and Yahayra Films were behind Encrucijada, both fictions premiered in Es-
trellaTV.  Whereas, Argos Comunicación remains as the main production house for 
Telemundo, with the release of Buscando a Frida and Falsa Identidad 2, W Studios 
also remains the most important independent production house for Televisa and 
Univision. In 2021, Univision premiered the telenovela Si Nos Dejan, produced by 
W Studios and Televisa.   

Most active VoD platforms in 2021 

Netflix, Prime Video (Amazon), HBOMax 
(WarnerMedia), Disney+, Hulu, Peacock 
(NBCUniversal/Comcast), Apple+, Paramount+ 
(Paramount Global, formerly CBSViacom), Starz, 
Showtime, Vix (formerly PrendeTV) 

TOTAL: XX 
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1.4. Financial sources for the audiovisual sector 
2021 was a good year for Univision, which increased its income by 11.8% for a grand 
total of USD $2,841 billion, in contrast with the USD $2,541 billion income report-
ed in 2020. This includes their business on radio, television networks (Media Net-
works) and operation expenses. Only from Media Networks, in 2021 the corpora-
tion reported earnings of USD $2,606.3 million, an increase from the USD $2,351.8 
million earned in 2020. In regards to advertising, Univision’s revenues for the year 
in this area was USD $1,400.6 million, higher than the USD $1,151.4 million from 
2020; while income from subscriptions and content licensing was of USD $1,112.3 
million, in the year, up from the USD $1,107.6 of 2020 (4Q 2021, TelevisaUnivision).

Comcast, the telecommunications corporation owner of NBC-Universal and 
proprietres of the Telemundo network, reported income of USD $116,385 million 
in 2021, up from the USD $103,564 of 2020, which meant an increase of 12.4%. In 
its financial report, NBCUniversal showed an annual income from its different divi-
sions (Media, Studios, Parks) of USD $34,319 million higher than the USD $27,211 
of 2020, which represents an increase of 26.1%. When we look only to media income 
which includes the broadcasting networks NBC and Telemundo, an array of PayTV 
channels, the division had earnings of USD $22,870 million in 2021, up from the 
USD $18,936 in 2020, which represents an increase of 20.3% from last year (4Q 
Comcast, 2021).    

1.5. Communication policies (laws, reforms, incentives, digital TV, etc.)
During 2021, a series of discussions took place in relation to the way social media 
should be regulated, due to its role in the increasing number of hate speech and the 
spread of misinformation, with nefarious effects in the increasingly polarized so-
cio-political and cultural realities in the United States. Some proposals pointed out 
by Cusumano, Yoffie, and Gawer (2022) consider some different ways to pay atten-
tion to this problem, which go from taking away the power of these giant corpora-
tions by splitting them up. Dividing Facebook in several different corporations, for 
instance, Facebook, Instagram and WhatsApp should be separate companies with 
different owners. The same for Google or Twitter. Another way would be to derogate 
Section 230 from the Telecommunication Law, which exempts the digital platforms 
companies from any legal responsibility as a result from the content produced and 
distributed by the users. Another option would be that the government apply a reg-
ulation and supervision on the algorithms that rule the distribution and circulation 
of platform content. However, these three proposals have their disadvantages and 
their own difficulties of implementation.          
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1.6. Digital and mobile connectivity infrastructure  
Hispanics are the social group that depend the most on smartphones to access the 
internet: 25% of the USA Hispanic population only have internet access by smart-
phone, in contrast to the 17% of African Americans, and the 12% of the white pop-
ulation (Atske & Perrin, 2021). In relation to digital platform services, in the United 
States there exist around 340 million subscribers of OTT services. In contrast to the 
increasing number of subscriptions to OTT platforms and services, the decreasing 
trend in pay TV subscriptions continues, which in 2020 were only 60% subscrip-
tions in relation to the 80% from 2015 (Holleran, 2021). According to the measures 
offered by Nielsen de Gauge, these changes can be seen in the way audiences spend 
their time using a variety of technologies with access to content. By November 2021, 
streaming already represented the 28% of audience’s consumption time, higher than 
the 27% of the consumption time dedicated to broadcasting television, and slowly 
closing the gap with the time dedicated to watch cable television, which represents 
37%, a number that is decreasing (The Gauge, 2021). 

2. Analysis of the year: National and Ibero-American premiere 
fiction in 2021
The dynamics of programming and production established in 2020 persist in 2021. 
The number of titles premiered in 2021 were lower than last year, however, this does 
not mean that there were less hours of production because, in spite of having less 
titles, it can be said that the number of hours in national and Ibero-American pro-
duction stayed stable, in relation to last year. It is important to underscore that, apart 
from the deceleration that Covid-19 brought to the industry since 2020, something 
that is having a considerable impact in the number of titles premiered in television 
fiction has been the persistence, and in some case the increase of Turkish dramas in 
primetime schedules. This year there were seven new Turkish fictional titles includ-
ed in the lineup; six of them in primetime, and one in the morning slots.   
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TABLE 1. Premiered fictions broadcast in 2021 
(national and imported from Obitel countries, and co-productions) 

Source: Obitel USA Nielsen.

There were a total of 24 premiered titles in 2021, below the 29 titles from 2020. 
Eight of them were national titles, one title below the nine that premiered in 2020, 
and four below the 12 titles premiered in 2019. In relation to Ibero-American titles, 
there were 16 premiered titles in 2021, below the 19 premiered in 2020, and way 
below the 33 from 2019. 

 
PREMIERED NATIONAL TITLES – 8 

 

  
Estrella TV Univision  
1. Súbete a Mi Moto (series, USA/Mexico) 3. Como dice el Dicho (Unitary, Mexico) 
2. Encrucijada (anthology USA/Mexico)  4. La Desalmada (telenovela, Mexico) 
Telemundo  5. Diseñando tu Amor (Telenovela, Mexico) 
3. Buscando a Frida (telenovela USA/Mexico) 6. Dulce Ambición (telenovela, Brazil) 
4. Falsa Identidad 2 (telenovela, USA/Mexico)  7. Imperio de Mentiras (telenovela, Mexico) 
5. Malverde: El Santo Patrón (telenovela) 8. ¿Qué le Pasa a Mi Familia? (telenovela,  
6. Parientes a la Fuerza (telenovela) Mexico) 
7. La Suerte de Loli (telenovela) 9. Quererlo Todo (telenovela, Mexico) 
Univision 10. La Rosa de Guadalupe (unitary, Mexico) 
8. Si Nos Dejan (telenovela, USA/Mexico) 11. Te Acuerdas de Mí (telenovela, Mexico) 
 12. Vencer el Desamor (telenovela, Mexico) 
PREMIERED IMPORTED TITLES - 16 13. Vencer el Pasado (telenovela, Mexico) 
 UniMás  
Azteca America  14. Esta Historia Me Suena (unitary, Mexico) 
1. Desaparecida (telenovela, Mexico)  15. Huérfanos de su Tierra (telenovela, Brazil) 
Telemundo 16. La Reina del Flow (telenovela, Colombia) 
2. Café con Aroma de Mujer (telenovela, 
Colombia)  

 
TOTAL OBITEL PREMIERED TITLES - 24 
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TABLE 1b. Rerun titles broadcast in 2021 
(national and imported from Obitel countries, and co-productions)   

Source: Obitel USA Nielsen.

There was a lower number of reruns in 2021 with 35 titles, below the 46 titles from 
2020, and the 50 rerun titles in 20219. A programming strategy that seemed to 
have disappeared this year was the repetition past midnight on the same day of 
the episodes premiered in primetime. This time, particularly Telemundo decided 
to include, past midnight, some reruns from previous years, instead of broadcasting 
the content just premiered hours before. 

NATIONAL RERUN TITLES – 9 
 
Telemundo -  7 titles 
1. El César (series, USA/Mexico) 
2. Decisiones (unitary) 
3. Falco (series, USA/Colombia) 
4. Pasión de Gavilanes (telenovela, 
USA/Colombia 
5. El Secreto de Selena (series) 
6. Sin Senos Sí Hay Paraíso 2 (telenovela, 
USA/Colombia) 
7. Sin Senos Sí Hay Paraíso 3 (telenovela, 
USA/Colombia) 
 
UniMás –  2 titles  
8. Bellas y Bestias (series, USA/Mexico) 
9. La C.Q. (telenovela, USA/Mexico) 
  
IMPORTED RERUN TITLES – 26  
Azteca America –  4 titles 
1. Lo Que Callamos las Mujeres (unitary, 
Mexico)  

1.   2. Mujeres Rompiendo el Silencio (unitary, 
Mexico) 

      3. Cielo Rojo (telenovela, Mexico) 
4. Emperatriz (telenovela, Mexico) 
 
EstrellaTV - 1 title 
5. Historias Delirantes (series, Mexico) 
   

 
Telemundo –  2 titles 
6. Historias de la Virgen Morena (unitary, Mexico) 

1.   7. La Ley del Corazón (telenovela, Colombia) 
 
Univision –  5 titles 
8. La Madrastra (telenovela, Mexico) 
9. Mañana es Para Siempre (telenovela, Mexico) 

1.   10. Nosotros los Guapos (telenovela, Mexico) 
11. Tontas No Van al Cielo (telenovela, Mexico) 
12. Un Gancho al Corazón (telenovela, Mexico) 
 
UniMas –  14 titles 
13. Alborada (telenovela, Mexico) 
14. Amigas y Rivales (telenovela, Mexico) 

1.   15. Amor Bravío (telenovela, Mexico) 
16. Amores Verdaderos (telenovela, Mexico) 
 17. Carita de Ángel (telenovela, Mexico) 
18. Complices al Rescate (telenovela, Mexico) 
19. Contra el Viento y Marea (telenovela, Mexico) 
20. Cuna de Lobos (telenovela, Mexico) 
21. Destilando Amor (telenovela, Mexico) 
22. La Doble Vida de Estela Carrillo (telenovela, 

Mexico) 
23. Entre el Amor y el Odio (telenovela, Mexico  
24. Fuego en la Sangre (telenovela, Mexico) 
25. Hasta que el Dinero Nos Separe (telenovela, 
Mexico)  
26. Porque el Amor Manda (telenovela, Mexico) 
 
TOTAL RERUNS: 35 
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TABLE 2. Premiered national fiction in 2021 
and its evolution in the last five years.

Source: Obitel USA Nielsen

This table shows the decrease of national fictional titles and production hours 
thought the years. In 2021, the number of titles decreased to just the third part of 
the ones premiered in 2017. In relation to production hours, national production in 
2021 dropped 50% from the produced hours in 2017. One of the factors that seems 
to impact the decrease of titles in 2021, was the surge of different titles and seasons 
from the Super Series, combined with the number of miniseries with different sea-
sons premiered in 2017 and 2018. These series and miniseries such as El Chapo 1, 
2, 3; Blue Demon 1, 2, 3, and Luis Miguel la Serie, were produced in a moment in 
which digital platforms which were already showing to have an important role and 
they were doing production agreements with Spanish-language television looking 
for new formats to attract audiences.     

TABLE 3. Premiered national fictional formats in 2021, 
and their evolution in the last five years.

Source: Obitel USA Nielsen.

In spite of the fact that the number of productions has been reduced, the telenovela 
format still keeps its position as the most important format for the USA Hispan-
ic television. On the one hand, this reduction in telenovela production is partially 
caused because of the drop in Telemundo Super Series productions and their differ-

Year Titles % Hours % 
2017 24 39.3 1000:10 27.0 
2018 20 38.5 933:11 32.2 
2019 12 26.7 512:30 20.1 
2020 9 32.1 366:07 22.8 
2021 8 33.0 420:00 23.5 

 

Format Titles Hours 
2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 

Telenovela 15 14 8 7 6 891:00 860:30 466:30 342:68 387:00 
Series 4 5 3 1 1 40:00 65:40 33:00 10:00 19:00 
Miniseries 3 0 0 0 0 34:00 0:00 0:00 0:00 0:00 
Telefilm 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 1 1 1 1 1 20:00 7:00 13:00 14:00 14:00 
Docudrama 1 0 0 0 0 14:00 0:00 0:00 0:00 0:00 
Others 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
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ent seasons; these programming spaces were taken by Turkish drama.  On the other 
hand, the production of series and miniseries lowered down in number of titles 
and hours. Meanwhile unitary programs have maintained their small but constant 
presence. 

TABLE 4. Premiered Fiction broadcast in 2021: countries of origin

Source: Obitel USA Nielsen.

Although the number of premiered titles in 2021 was 24, lower than the 28 from 
2020; the total number of premiered hours was consistent with 1,628 premiered 
hours in 2021, slightly higher from the 1,610 hours from 2020. In relation to titles 
and hours by country of origin, Mexico leads the table with 59.7% in production 
hours in 2021, three points below the 62. 9% reached in 2020, and the 62.4% of 
hours premiered in 2019. In relation to premiere hours, Mexico is followed by Co-
lombia, which has one percentage point higher in 2021, with 10% compared to 9.6% 
of the premiere hours in 2020, and 8.4% in 2019. Brazil keeps the third place, but 
with a decrease of this country’s presence in production hours, with 4.5% in 2021, 
slightly below the 4.8% in 2020, but significatively lower from the 9.1% in 2019.    

Country Titles % Hours % 
NATIONAL (total) 8 33.0 420.00 25.8 
OBITEL 
COUNTRIES (total) 16 67.0 1208.23 74.2 

Argentina 0 0.0 0.00 0.0 
Brazil 2 8.3 72.56 4.5 
Chile 0 0.0 0.00 0.0 
Colombia 2 8.3 163.38 10.0 
Ecuador 0 0.0 0.00 0.0 
Spain 0 0.0 0.00 0.0 
USA Hispanic 8 33.3 420.00 25.8 
Mexico 12 50.1 971.49 59.7 
Peru 0 0.0 0.00 0.0 
Portugal 0 0.0 0.00 0.0 
Uruguay 0 0.0 0.00 0.0 
Venezuela 0 0.0 0.00 0.0 
CO-PRODUCTIONS 
(Totales) 5* 20.8* 218.57* 13.4* 

National Co-
productions  5 20.8 218.57 13.4 

Obitel Countries  
Co-productions 0 0 0.00 0 

TOTAL 24 100.0 1628.39 100.0 
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TABLE 5. National and Ibero-American fiction formats in 2021

Source: Obitel USA Nielsen.

In relation to formats, telenovelas dominate in number of national and Ibero-Amer-
ican titles. However, if we consider the number of broadcast production hours in 
relation to percentages, anthologies and unitary programs clearly represent an im-
portant category. With only three titles: La Rosa de Guadalupe, Como Dice el Dicho 
and Esta Historia me Suena, this format reaches more than 28.1% from the total 
broadcast production hours of content coming from Ibero-America. The series 
seem to be losing ground. 

TABLE 6: 10 Most watched titles in 2021

Source: Obitel USA Nielsen
(*) Started in 2020 but the title kept broadcasting in 2022.

Format 
Titles Hours 

National % Rest of 
Obitel % Nacionales % Rest of 

Obitel % 
Telenovela 6 75.0 13 81.3 387:00 92.2 869:23 71.9 
Series 1 12.5 0 0.0 19:00 4.5 0:00 0.0 
Miniserie 0 0.0 0 0.0 0:00 0.0 0:00 0.0 
Telefilm 0 0.0 0 0.0 0:00 0.0 0:00 0.0 
Unitary 1 12.5 3 18.8 14:00 3.3 339:00 28.1 
Docudrama 0 0.0 0 0.0 0:00 0.0 0:00 0.0 
Others 0 0.0 0 0.0 0:00 0.0 0:00 0.0 
Total 8 100.0 16 100.0 420:00 100.0 1208:23 100.0 

 

Title Channel Production Format/ 
genre 

No. of 
chap/ep  
in 2020 

Time Slot Rating Share 

1 La Desalmada Univision Televisa Telenovela
Drama 80 Primetime 6.8 22.1 

2 Vencer el 
Desamor * Univision Televisa Telenovela

Drama 62 Primetime 6.8 17.2 

3 Si Nos Dejan Univision Televisa 
W Studios 

Telenovela
Drama 83 Primetime 6.4 18,4 

4 Vencer el 
Pasado Univision Televisa Telenovela

Drama 49 Primetime 6.0 17.1 

5 Te Acuerdas de 
Mí Univision Televisa Telenovela

Drama 74 Primetime 5.9 15.7 

6 Imperio de 
Mentiras * Univision Televisa Telenovela 

Drama 27 Primetime 5.9 15.3 

7 Dulce Ambición 
* Univision TVGlobo Telenovela

Drama 41 Primetime 5.5 16.1 

8 Diseñando tu 
Amor Univision Televisa Telenovela

Drama 116 Primetime 5.3 15.4 

9 La Rosa de 
Guadalupe * Univision Televisa Unitary 

Drama 201 Primetime 5.3 15.3 

1
0 

¿Qué le Pasa a 
Mi Familia? Univision Televisa 

Telenovela
Romantic 
comedy 

80  
Afternoon 4.8 14.2 

Total of national productions: 1 Original foreign screenplay: 10 
10% 100% 
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In 2021, not only Univision retook its position as dominant network in the most 
watched list; but also was able to break with the dominance of Turkish drama which 
in the last years has had the first place in rating numbers. This time La Desalmada, 
Vencer al Desamor and Si Nos Dejan, had more ratings than the Turkish telenove-
la La Hija del Embajador which was the the Turkish production with more rating 
points in 2021. Dulce Ambición, a Brazilian production from Rede Globo was able 
to reach a place in the most watched titles. Meanwhile, the unitary La Rosa de Gua-
dalupe again took a place among the ten most watched fictions, for a fourth consec-
utive year, which underscores the key role of this format, in hours quantity but also 
popularity.

TABLE 6a: The 10 most watched national titles in 2021

Source: Obitel USA Nielsen

The title Si Nos Dejan, a co-production between Televisa and the binational produc-
tion house W Studios, took the first place in the list of the most watched national titles. 
This title was followed by Buscando a Frida, a remake of ¿Dónde Está Elisa?, taking the 
second place of the list. This was an important bet by the network, because ¿Dónde 
Está Elisa?, the first remake of Telemundo, premiered in 2010, it was also an adapta-
tion of the original Chilean telenovela, and was the fictional title with more ratings for 
Telemundo that year. The new remake was produced by Argos in Mexico City, which 
underscores the key role of this production house for Telemundo. It is important to 
point out the inclusion of two titles produced by an independent production house 
from the United States broadcast in EstrellaTV.  

Titles Channel Production Format/genr
e 

No. of 
chap/ep 
(in 2021) 

Time Slot Rating Share 

1 Si Nos Dejan Univision Televisa 
W Studios 

Telenovela 
Drama 83 Primetime 6.4 18.4 

2 Buscando a 
Frida Telemundo Telemundo 

Argos 
Telenovela 

Drama 84 Primetime 4.3 12.8 

3 La Suerte de 
Loli Telemundo Telemundo Telenovela 

Comedy 103 Primetime 4.2 11.3 

4 Malverde: El 
Santo Patrón Telemundo Telemundo Telenovela 

Vintage 59 Primetime 3.7 11.9 

5 Falsa 
Identidad 2 Telemundo Telemundo 

Argos 
Telenovela 

Narconovela 19 Primetime 3.6 10.4 

6 Parientes a la 
Fuerza Telemundo Telemundo Telenovela 

Comedy 39 Primetime
/afternoon 3.4/1.3 9.8/8.

9 

7 Súbete a mi 
Moto EstrellaTV 

Somos 
Production, 

Endemol Shine, 
Boomdog, 

Pinolywood 

Series 
Musical 

Bioseries 
19 Sunday/ 

Primetime 0.2 0.5 

8 Encrucijada EstrellaTV 
Casablanca, VIP 

2000, and 
Yahayra Films 

Unitary 
Drama 14 Sunday/ 

afternoon 0.2 0.5 

Total of national productions: 8 Original national screenplays: 5 
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TABLE 7: Audience profile from the ten most watched by gender and age.

Source: Obitel USA Nielsen.

The demographic data obtained from the 2021 ten most watched fiction suggest a 
polarization between the audience that consumes broadcasting television, in con-
trast with the young audience that mostly consume digital platforms. On the one 
hand, in relation to gender, these fictions were mostly consumed by female audi-
ences with percentages that go from 60% to 70% of women viewership. This seems 
to be as a consequence of the absence of narconovelas, action-oriented telenovelas 
and comedy-oriented telenovelas, which historically have shown a larger presence 
and viewership from male audiences.  On the other hand, in terms of age cohort, the 
demographic shows a clear tendency, in which around 50% of the audience of the 
ten most watched fictions were older than 50 years old.   

If we take into account that the 18 to 49 years-old sector constitutes the most 
important audiences for advertising agencies, we can see that this key age range was 
only 38% of the total of ten most watched fiction audiences. If we think about the 
younger audience, which is the 12 to 34 years-old sector, they did not represent even 

Title Channel Gender % 
Female Male 

1 La Desalmada Univision 65 35 
2 Vencer el Desamor Univision 66 34 
3 Si Nos Dejan Univision 63 37 
4 Vencer el Pasado Univision 65 35 
5 Te Acuerdas de Mí Univision 68 32 
6 Imperio de Mentiras Univision 65 35 
7 Dulce Ambición Univision 66 34 
8 Diseñando tu Amor Univision 64 36 
9 La Rosa de Guadalupe Univision 62 38 

10 ¿Qué le Pasa a Mi 
Familia? Univision 62 38 

     
  
   

Title Age cohort % 
02-11 12-17 18-24 25-34 35-49 50+ 

1 La Desalmada 9 4 5 9 27 47 
2 Vencer el Desamor 10 4 5 11 21 50 
3 Si Nos Dejan 8 5 7 9 24 47 
4 Vencer el Pasado 9 4 5 9 26 47 
5 Te Acuerdas de Mí 8 4 5 9 23 51 
6 Imperio de Mentiras 8 3 4 10 24 51 
7 Dulce Ambición 6 4 3 9 23 55 
8 Diseñando tu Amor 10 5 7 10 22 46 
9 La Rosa de Guadalupe 11 5 6 10 23 44 

10 ¿Qué le Pasa a Mi 
Familia? 10 1 9 10 22 47 
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20% of this audience. This is in contrast to the younger profile demo who consume 
fiction through digital platforms. Which is an important problem for the broadcast-
ing television industry about its financial viability, in particular, in the domain of the 
fictional production, because of its higher production budgets.   

3. VoD Monitoring in 2021

3.1 The VoD platform market in 2021
The vitality of the digital platforms market in the United States can be exemplified 
by the continuous growth on the presence of platforms such as Netflix, Prime Vid-
eo, HBOMax, Disney+, Hulu, Peacock, Apple+, Paramount+, Starz, Showtime, and 
YouTubeTV. Just three years ago there were only three main players: Netflix, Prime 
Video, and Hulu. But in just a period of a couple of years, the Video on Demand 
(VOD) field, in particular under the subscription business model (SVoD) had a very 
important growth. To date, the streaming market in the United States represents 32 
billion dollars, with a growth projection of 45 billion dollars by 2025 (Arnold, 2022). 
In the United States, 80% of homes have at least one SVoD provider; and from them, 
78% have a subscription with one of the three dominant players in the industry: 
Netflix, Prime Video or Hulu.      

3.2. Local VoD platforms offer in 2021 (national, regional in the country) 
For the purpose of our work in the context of Obitel, we consider, in the context 
of national/local platforms, only the content offering in relation to Latinos in the 
United States, in particular for Spanish-language speakers. In 2021, the presence of 
Pantaya (Hemisphere Media Group) continued, coupled with the launch of Pren-
deTV (Univision) which was renamed as Vix in 2022. Due to the fact that the main 
business model of both platforms is based on the recycling of content from their 
corporate owners, their programs are not considered as premiered national titles in 
the SVoD table. But in the context of the launching of Vix by 2022, it is expected that 
it will offer new national titles targeting Latinos, to be premiered on the platform.     

3.3. VoD análisis in 2021: premiered national fiction titles and co-productions. 
The growth of SVoD platforms in the United States has also signified an increas-
ing growth and presence of the streaming market in Ibero-America. In order to be 
competitive in this region, the platforms have made an important effort in commis-
sioned productions with independent productions houses in Spanish and Portu-
guese languages, a move that has increased their original titles in the USA content 
catalogs and also at regional level.    
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TABLE 8. National fiction titles and co-productions 
broadcast in 2021 in VoD systems 

Source: Obitel USA

NATIONAL PREMIERED TITLES  CO-PRODUCTIONS 

Netflix – 4 national titles - latino  
1. Selena: La Serie S.2  
 (Series, USA, Latino)  
2. Gentefied S.2 (Series, USA, Latino) 
3. Brand New Cherry Flavor S.1 (Series, USA, 
Latino) 
4. On My Block S.4 (Series, USA, Latino)  
   
Amazon Prime –  1 national title - latino 
1. With Love (Series, USA, Latino) 
 
HBOMax –  0 national titles - latino 
 
Disney+ –  0 national titles - latino 
 
Peacock –  0 national titles - latino 
 
Paramount  0 national titles - latino 
 
Paramount  0 national titles - latino 
 
Apple TV –  0 national titles - latino 
 
 

Netflix – 17 titles 
1. Luis Miguel: La Serie S.2 (Series, USA/Mexico) 
2. Luis Miguel: La Serie S.3 (Series, USA/Mexico)  
3. Monarca S.2 (Series, USA/Mexico) 
4. Somos S.1 (Series, USA/Mexico) 
5. Vecinos en Guerra S.1 (Telenovela, USA/Mexico) 
6. Control Z S.2 (Series, USA/Mexico) 
7. Todo va a Estar Bien S.1 (Series, USA/Mexico) 
8. Narcos: México S.3 (Series, USA/Mexico) 
9. ¿Quién Mató a Sara S.1 (Series, USA/Mexico) 
10. ¿Quién Mató a Sara S.2 (Series, USA/Mexico) 
11. Sky Rojo S.1 (Series, USA/Spain)  
12. Sky Rojo S.2 (Series, USA/Spain)  
13. El Vecino S.2 (Series, USA/Spain)  
14. Elite S.4 (Series, USA/Spain) 
15. Elite Short Stories S.1 (Series, USA/Spain)  
16. Valeria S.2 (Series, USA/Spain)  
17. Jaguar S.1 (Series, USA/Spain)  
 
Amazon Prime – 12 titles  
18. Maradona: Blessed Dream: S.1 (Series, 

USA/Argentina) 
19. 5X Comedy (Series, USA/Brazil) 
20. Dom (Series, USA/Brazil) 
21. Desjuntados (Series, USA/Brazil)  
22. Mañanas de Septiembre S.1 (Series, USA/Brazil) 
23. Pequeñas Coincidencias (Series, USA/Spain)  
24. La Templanza (Series, USA/Spain) 
25. El Cid S.2 (Series, USA/Spain) 
26. Parot (Series, USA/Spain) 
27. Historias Para no Dormir (Anthology, USA/Spain) 
28. El Juego de las Llaves (Series, USA/Mexico) 
29. S.O.Z. Soldados o Zombies S.1. (Series, 

USA/Mexico/Colombia) 
 
HBOMax – 5 titles 
30. Entre Hombres (Series, USA/Argentina) 
31. Días de Gallos (Series, USA/Argentina) 
32. Mil Colmillos S.1 (Series, USA/Colombia)  
33. Todo lo Otro (Series, USA/Spain)  
34. Amarres (Series, USA/Mexico) 
 
Disney+ – 3 titles 
35. Arnoldo Restorantino S.1 (Series, USA/Argentina) 
36. Entrelazados S.1 (Series, USA/Argentina) 
37. Bia: un mundo al revés (Telenovela, USA/Argentina) 
 
Paramount - 3 titles  
38. Asesino del Olvido (Series, USA/Mexico) 
39. Los Enviados (Series, USA/Argentina/Mexico) 
40. Cecilia (Series, USA/Argentina/Mexico) 
 
Hulu – 2 titles 
41. Insania (Series, USA/Brazil) 
42. No es Mi Culpa (Series, USA/Mexico) 
 
Peacock – 1 title 
43. Dime Quién Soy: Mistress of War (Series, USA/Spain) 
 
Apple TV – 1 title 
44. Acapulco (Series, USA/Mexico) 
 

Subtotal: 5 Subtotal: 44 

Total: 49 
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It is important to point out that, in the table above, the list of “national” titles these are 
all related to the Hispanic television market in the United States, and only considers 
titles premiered with the Latina/o audience, with productions in English, Spanish 
or Portuguese. This means, on the one hand, that the titles listed as national are 
produced thinking of the USA Latinx audiences, for that reason these are narratives 
linked to the specific realities of US Latinx population, and they are mainly produc-
tions in English-language. Paradoxically, the content offer for Latinos is integrated 
by content in Spanish and Portuguese, which is the language with a natural market 
in Ibero-American countries. It is therefore that in the “coproduction column” there 
are listed mostly commissioned titles given to independent production houses in 
Ibero-America. These commissioned productions have the double purpose of at-
tracting audiences in national markets such as Argentina, Brazil, Colombia, Mexico 
or Spain, while also they will be an important component of the catalog offering for 
the USA domestic market for both mainstream and US Latinx audiences. This situa-
tion is the consequence of what seems to be the lack of interest from the digital plat-
forms industry to produce Spanish and/or Portuguese language content for Latino 
audiences in the United States if there is not involved a Spanish-language television 
network as partners; or to have a possible domestic market in which this fiction, 
through process of localization in Latin American countries, Spain and Portugal, 
can increase the audiences for these platforms.  

Netflix is the leader in content production, a position that has kept since 2015 
when the platform started its strategy of content production from Latin America, 
with 17 titles in 2021, followed by Prime Video with 12 titles. But the list also under-
scores the surge in production from players who are looking to defy the dominion 
of Netflix and Prime Video, such as HBOMax and Disney+, with five and three titles 
respectively. The list also shows new players such as Peacock, Paramount+, and Ap-
ple+. In the same way, it reflects the prevalence of hegemonic centers of production 
in the region, which have been consolidated through the years and located in Ar-
gentina, Spain, Brazil, Colombia and Mexico, with an increasing offering of fictional 
titles through different platforms. 

3.4. VoD narrative features in 2021
USA SVoD productions from the region, which come back as part of the catalog for 
USA Hispanics in the domestic market, show a great variety of genres and themes. 
Some of the genres have more presences in the SVOD catalog, such as thrillers, ac-
tion-oriented dramas, and crime dramas. Arguably the most famous fictional title 
in platforms during 2021 was the Netflix original production ¿Quién Mató a Sara? 
seasons 1 and 2, produced in Mexico by the production house Perro Azul. Within 
the thriller category there are also the narco series, such as the premiere of Narcos: 
México 3. Also, there are Biopics from famous artists and athletes which still are 
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very relevant; in this area, there was the premiere of Selena and Luis Miguel: La 
Serie 2 and 3, Maradona: Blessed Dreams. For younger audiences, the series genre 
keeps an important presence with productions like Control Z 2, Elite 4 and the Elite 
Short Stories. The romantic comedy also has a presence in all platforms with Vecinos 
en Guerra in Netflix, El Juego de las Llaves in Prime Video and Acapulco in Apple. 
There is also a line of production that addresses specifically the experience of the 
English-speaking Hispanic population in the United States. These titles develop nar-
ratives and socio-cultural realities important for the different Latinx social groups in 
the USA. Gentefied 2, and On My Block 4, address the very specific challenges faced 
by Chicana/o and Mexican populations in California. Particularly for second and 
third generation young English-speaking Latinx populations. 

4. Fiction, interactivity and audience participation 
In this section we talk about the relation of fictional content production, promotion, 
consumption, and audience interaction, we distinguish, in the first place, between 
two poles of interaction: the first the one that we defined as “social interactivity” 
which is led by different strategies deployed by the industry and the producers, in 
order to promote its content and to encourage audience interaction. The second 
one, which we call “social participation” that describes the way audiences respond 
organically to the offered content. In this second category, social media plays a key 
role by making visible the audience’s participation. In this occasion we focus on the 
remake of the telenovela Café con Aroma de Mujer a co-production of Telemundo 
with RCN Colombia, and it was broadcast in the Telemundo network from May 25 
to September 27, 2021. 

4.1. Social interactivity
Performance from the industry. Telemundo deployed a series of promotion strate-
gies with the premiere and broadcast of the new version of Café con Aroma de Mujer. 
During the time of the broadcast of the telenovela, Telemundo posted, through its 
official site, a series of newsletters with a variety of themes related to the telenovela, 
referring to the specific details about the premiere and the talent part of the cast. It is 
noteworthy that the main promotion strategy was the use of Williams Levy’s image, 
the male telenovela protagonist, exploiting his stardom status to attract the attention 
of the female audience based on his sex appeal, but also to male audiences, because 
he is a well know telenovela star, to bring and maintain the attention of telenovela 
viewers. 
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In social media, Telemundo used Instagram to promote the main cast and the char-
acters of the telenovela, using different dynamics of interaction between the talent 
and the account followers of “Cafeconaroma oficial.”  Most of these dynamics started 
by presenting someone from the main cast and sharing some of their characteristics, 
preferences and tastes, in order to invite fans and followers do to the same in their 
own personal accounts using hashtags such as #Cafekaraoke and #Madresconaro-
madeCafe. In particular, these two hashtags stand out, because they were part of the 
topics and themes that fans followed as part of the telenovela narrative. On the one 
hand, the appropriation of the musical elements, in which fans dedicated the tele-
novela songs to some actors and actresses and to their real partners. On the other 
hand, the use of maternity elements which strongly resonate with female audiences 
and, in this case, allows the female followers to self-identify with the characters, 
particularly mothers, and their concerns expressed in the telenovela. Furthermore, 
the telenovela official account asked followers to tag the telenovela account in each 
of the posts made by their own. Thus, making evident that these dynamics have 
the goal of taking advantage of the users’ activities in their profiles to promote the 
telenovela without paying any money for this. In the other social media networks 
such as Twitter or Facebook, Telemundo made a recollection of the most contro-
versial scenes to encourage discussions among fans and non-telenovela fans. The 
television network used its own programs such as Telemundo 52, Suelta la Sopa, 
Buen Día and Al Rojo Vivo to present interviews with the main talent, asking about 
the cast, the story that the telenovela was telling, as well as about their own personal 
lives, because the strategy is to publish and/or post the videos from these programs 
in YouTube with provocative titles to create controversies and to be shared in Face-
book, and keep alive the interest in the telenovela due to these kind of audiences 
interactions.  

4.2. Social participation
Performance from audiences. Audiences used digital platforms to share and to 
start a discussion about particular issues, or to look for information about the tele-
novela and its musical themes. For instance, Facebook audiences made comparisons 

 

https://www.instagram.com/explore/tags/cafeconaroma/
https://www.instagram.com/explore/tags/cafeconaroma/
https://www.instagram.com/explore/tags/cafeconaroma/
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between the original telenovela produced more than 20 years ago, and this new one 
produced in 2021. Among the comparisons some point out as something good or 
interesting the fact that this is a modern version that new generations can relate to, 
through elements such as the instantaneity of using a smartphone to send messages 
and images, a resource that is shown in the telenovela several times, which add to the 
development of the telenovela story. Thus, new generations are prompt to defend the 
new telenovela version because they feel more identified with the social dynamics 
presented, such as sexual diversity, women as entrepreneurs and taking important 
decisions. However, for the generation that watched and lived the story with the first 
version, they prefer the original version because is inserted in the social dynamics 
considered proper for that generation in that moment of time.   

Another of the telenovela outstanding topics happening in Facebook was the fact 
that audiences were searching for the telenovela music, from the original telenovela 
soundtrack to the different songs that La Gaviota sang to Sebastian (the protagonist 
couple), fans recognized in the music a good achievement and they asked to be able 
to hear these songs in their digital platforms.  

The new version of Café con Aroma de Mujer,  produced in 2021, address as central 
theme in the narrative elements the women empowerment, through the Gaviota 
character, which shows repeatedly that she is not the typical defenseless protago-
nist, neither the one waiting for the charming price to get married and solve her 
problems. La Gaviota is known as a character that fights against any injustice or 
abuse against a person, mainly when it comes from men; also she wanted to be 
a successful entrepreneur to have her own land to cultivate, and harvest coffee, 
to learn and help her own community of women living in the countryside and 
working in the field on the coffee grains harvest. Likewise, we can also see that 
empowerment within the female villain of the story, Lucia San Clemente, who is 
also presented as an independent woman, empowered and confident, who do not 
put aside her own ambitions of economic wealth, and her desire to have a family. 
Social class differences are also a central element of this story, which is a current 
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topic, exemplified by the class difference between owners and entrepreneurs ver-
sus the peasants and the working class. Social class prejudice is exposed through 
the attitudes of some of the members of the Vallejo family, since the beginning, 
by the family matriarch Julia de Vallejo and her daughter and son, Paula and Ivan 
Vallejo. Social class relations are also visible in the telenovela through old gender 
dynamics in patriarchal contexts, when they become dynamics of emotional de-
pendency. These patriarchal oriented situations are shown in the story when some 
of the female characters look for having a partner as the only path to live a happy, 
seemingly fulfilling life. Interestingly, the story presents to these female characters 
options, possible paths for economic independence and personal growth; which in 
many cases are achieved by some of the female characters, but in other cases, well 
established old traditional and highly machista dynamics seem to block the empow-
erment and personal growth of some female characters.                        

                                    

Although the telenovela exposes some central and current social issues, still the 
audience’s discussion spin around romantic love and the kind of relationship that 
the protagonists have, giving their opinions about what was right or wrong in the 
process of the couples’ courtship, and how they established the conditions of their 
relationships. Also, it is important to underscore that opinions and posts from the 
audiences are mostly marked by an “aspirational” element, in which they express 
the desire to have a relationship such as the one that La Gaviota y Sebastian have, 
furthermore, some express the aspiration to get somebody similar in physical and 
economic features of Sebastián Vallejo, the male protagonist of the story.    

5. Highlights of the year 2021
The most important event of the year was the merger of Univision and Televisa, 
announced in April 2021. As a result, TelevisaUnivision was born as a binational 
corporation with headquarters in Miami and Mexico City. The portfolio of proper-
ties of TelevisaUnivision includes broadcasting corporations (radio and television), 
cable television channels and digital networks. In the field of broadcasting television 
networks, the corporate portfolio has six national television networks, which are 
integrated by two USA networks: Univision and UniMás, and the Mexican national 
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broadcasting networks: El Canal de las Estrellas, ForoTV, Canal 5, and Nu9ve. This 
is an unprecedented situation in the context of broadcasting media, which under 
the law bans foreign individuals or entities having broadcasting licenses or own-
ing property on broadcasting stations (radio or television) under the argument that 
the waves travel on the air which is national property and constitutes a space for 
national security. It is important to point out that Mexican Televisa have already 
had, as owner, participation on Univision higher than the 25% authorized by the 
Federal Communication Commission (FCC), which was considered an exceptional 
case, because it was framed under the specific circumstance of a Spanish-language 
media corporation who targets an underserved ethnic minority in the United States. 
The creation of TelevisaUnisivion, as it was pointed out  since the beginning of this 
chapter, is the way in which both corporations want to face the new challenges post 
by the surge of new SVoD digital platforms, and their content offering, who have 
kept captive an important segment of the audience which traditionally was highly 
depended on the programming available through broadcasting television.  

6. Transformations in television seriality and their impact 
on fictional television formats in Ibero-America in times of streaming 
In order to understand the dynamics of seriality in the broadcasting television me-
dia ecosystem that coexist with the digital platforms offer, in which the audience’s 
consumption dynamics have dramatically changed, we intend to make analysis of 
two fictions and the deployment of their narrative strategies to keep their potential 
audiences glued to their screens.   

In order to make this comparative analysis, we have chosen two fictional thrillers, 
whose narrative structure is developed from a starting common element, which is to 
find the responsible of a crime that has been committed, a goal that became the driven 
element from the plot. For this purpose, we analyzed Buscando a Frida (Looking for 
Frida), a Telemundo production, made by the production house Argos Comunicación 
in Mexico City; and ¿Quién Mató a Sara? (Who Killed Sara?) a Netflix original pro-
duction, made in Mexico by the production house Perro Azul. What makes possible 
the comparison of both fictions is the fact that they are both thrillers, both police 
crime genre, and the plot of both narratives start with a crime that triggers the search 
for the responsible and this becomes the driven engine that connects both stories.     

First, it is important to recognize the general formal features that structure the 
specific exhibition of these fictions, and later to identify the narrative elements that 
are deployed across the plot in both fictional titles.  

Formal characteristics: 
1) type of seriality (serial, series, or a hybrid of both), 
2) format (telenovela, series, miniseries, tele-theater, anthology, docudrama), 
3) number of chapters or episodes (1 to 12; 13 to 24; 25 to 60; 61 to 100, more 

than 100); 
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4) duration 25’, 45’, 60’ or 90’); 
5) modality of exhibition (daily, weekly, or the release of the entire season at 

once) 
Buscando a Frida is a telenovela with 84 episodes, 45 minutes each, which was 

broadcast on a daily modality Monday to Friday in primetime. As a telenovela, this 
fiction follows the same narrative continuity that characterizes serials (Buonnano, 
2003) consistent in a story that is told, step by step, in a progressive fashion in every 
new telenovela episode. In correspondence with the telenovela format, the dramatic 
arch which started in the first episode, and found its resolution at the end, in the 
final episode. The number of episodes allows, as part of the narrative strategy, the 
use of redundancy and the exploration of different subplots within the story. The 45 
minutes duration of every episode of this telenovela reflects the broadcasting time 
that needs to be freed for the insertion of commercial spots, within a one-hour time 
slot, which is the central element in the business model of broadcasting television. 
Buscando a Frida was broadcast in the 10 pm time slot, which is primetime, for this 
reason the narrative strategy will look to reach the largest possible audience.     

¿Quién Mató a Sara? is a series with ten episodes in its first season and eight ep-
isodes in the second season. Although this series follows the continuity of a serial 
format, in each episode a very subtle sensation of certain plot resolution is pro-
duced, anchored in the way a particular “theme” is told in each episode. This very 
subtle episodic characteristic remind of the specific narrative structure of series. At 
the same time in the best tradition of the series genre, at the end of the season there 
is no end, but a point in which other narrative options are open, which would allow 
continuing the story in upcoming seasons. In the final episode of each season, there 
is no resolution, but the revelation of a new narrative route to explore, with the in-
clusion of new information, new characters, new unexpected events. The duration of 
each episode oscillates between 34 to 44 minutes. The whole season was launched by 
Netflix at once on March 24, 2021. The audience has access to any episode, and can 
watch them as they please, one by one a day or a week, or binge-watch all of them 
together on a weekend. So, the flexibility in the duration of each episode and time of 
access to the content are not connected to the advertising dynamics of broadcasting 
television, but they are tight to the narrative needs linked to the unique modality in 
which the plot is developed in each episode.     

Narrative characteristics:
6) dramatic arch with end/conclusion, or inconclusive to continue in seasons 
7) subplots: subthemes, secondary characters and tertiary characters 
8) narrative strategies (analepsis or flashbacks, prolepsis or flash-forward, re-

dundancy, cliffhanger)
9) complex narrative strategies (analepsis or flashbacks, prolepsis or flashfor-

ward, fantastic sequences, different narrative perspectives, different voice narrators)
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Telenovela: Buscando a Frida
Following the telenovela format, in Buscando a Frida, the plot has a starting point, 
a development and a resolution. It is so that when the telenovela ends, we will know 
who kidnaped and killed Frida. The responsible will be punished and they will pay 
for these crimes, and the just and good characters will be rewarded. As in every 
classic melodrama, the telenovela, which in the context of Frida’s disappearing and 
dead, love surges and the forbidden became central elements in the story, as the nar-
rative of the telenovela progress secrets will be revealed, hidden romantic relations 
and details that will allow to recognize who were the responsible of Frida’s disap-
pearance and how it happened. 

The thriller observes the narrative formula in which the story is told following 
the reconstruction of the facts and circumstances surrounding Frida’s disappear-
ance, which are revealed in the context of the police findings in its criminal inves-
tigation. Before the systemic delay of the revelation of the responsible for Frida’s 
disappearance and consequent death, which happens along the 84 chapters, the fic-
tion opens an ample space to explore a whole variety of subplots in relation to the 
personal, labor, family, and love relations surrounding the Ponce family and their 
close collaborators. Many of these subplots, in some cases, seem to display the cen-
tral plot in terms of their intensity, which are created with a shorter narrative arch 
as subordinated plots. As it happens in classic melodrama, love takes center stage in 
all its expressions, such as forbidden relations, and becomes the central element and 
the development engine in the most appealing subplots within the narrative.     

In the domain of narrative strategies, telenovelas follow a common scheme as 
serial storytelling, in each chapter, there is the use of analepsis/flashback, which is a 
short summary of what happened in the last telenovela chapter. This analepsis start 
after the advertising spots that followed the last program in the schedule. This means 
that the telenovela does not start with an institutional entry, but from the very first 
second it looks for the audience coming from the last program to get hooked and 
immersed in the intensity of plot, with the main goal to prevent them from changing 
the channel. At the same time, each episode ends with a cliffhanger, in a moment of 
suspense, which triggers the need of the audience to commit themselves to knowing 
what is going to happen, and as a result to assist to their everyday “date” with this 
televisual serial. But also, within the structure of the story, in each chapter, there 
are small cliffhangers strategically located which allows the insertion of advertising 
spots, and they are also used as a hook to prevent the audience changing the channel 
during commercials. Also, there is a common strategy in Telemundo’s primetime: 
the use of prolepsis at the end of every chapter, with selected information that an-
ticipates the audiences what will happen in the next chapter, creating curiosity and 
expectations about what is next in the plot.     
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In relation to the deployment of complex narrative strategies, in Buscando a Fri-
da there is a constant use of the flashback as an element of reconstruction of the facts 
of what seems the one and only reality, as part of an almost forensic recount of the 
facts from the past, but not as a condition to alter the way the events occur in present 
time in this story. There is no recount of the past from different perspectives, the use 
of flashbacks has as the main goal to give you small pockets of information about the 
identity and action of the participants in those moments in the past. At the core of 
this control of information about the past rests the strategy to disguise information 
about the perpetrators of the kidnapping and the crime. Slowly through the devel-
opment of the story, the same crime scene from the past, or even from the present, 
will reveal more information, until finally in the last revisiting of the scene in the 
story -mostly through flashbacks- will show the identity of the criminals.         

The police melodrama Buscando a Frida is nurtured with the noir aesthetics, with 
a gray and pessimistic view of the world in relation to the story that is being told. In 
this context, this telenovela shows how imperfect the human condition is, through 
the count of the many defects of the characters and their human and moral failings. 
But in the process, what this telenovela achieves is the picture of a universe of char-
acters lacking any virtue, without any appeal, with gray and lonely lives, only em-
bellished by the appearances of their social status. Is important to underscore that 
in spite of not reaching a spot in the ten most watched fictions of the year, in fact 
Buscando a Frida was Telemundo’s most watched fiction in 2021.       

Series: ¿Quién Mató a Sara?
In ¿Quién Mató a Sara? there is no resolution at the end of the season. While the 
series plot has as central axis: Alex’s revenge and the search for the real assassin of 
Sara, the story is nurture with a key melodrama element: love, desire and secret, 
through a constellation of subplots of forbidden love relations, whose are secrets or 
repudiated in the context of a patriarchal, and machista environment embodied by 
Cézar Lazcano, the family patriarch. In this series there is no single relationship in 
the context of friendship, courtship, engagement, marriage, or even in the context 
of the work environment, who has not at the bottom a dark secret, a lie, a betrayal 
or even a condition of convenience. It is so that in the process of the continuous 
disclosures about what really happened to Sara, the story reveals the moral poverty 
in which these characters have grown, and the one they continue inhabiting, partic-
ularly in the context of the social class relations of a wealthy family which has made 
a fortune in the business of casinos.         

The series does not use analepsis at the beginning of each episode. But on some 
occasions, it makes a narrative connection between the last scene of the last episode 
and the new one. What looks like redundancy is at the center of the narrative strat-
egy of ¿Quién Mató a Sara? The whole series is based on the exercise of revisiting 
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the past, again and again, in the very moment of Sara’s death or the circumstances 
of it, in every one of the episodes of this series. Each episode ends with a dramatic 
intensity, which is the way in which seriality is constructed to ensure the appeal for 
the next episode. But these moments of dramatic intensity are not always deployed 
as cliffhangers, otherwise in many cases they seem to present, in a very subtle way, 
the function of a veiled resolution. In each episode there is no institutional entry 
at the beginning, it is delay for a couple of minutes to ensure that the audiences get 
hooked by the plot, and in this way to consolidate the modality of consumption now 
known as binge-watching, because maintaining the audience glued to the screen, to 
the next episode is central to this strategy.        

As part of the strategies in the context of complex narratives in ¿Quién Mató a 
Sara? the reproduction of the past is what drives the plot. In the series, one of the 
complex narrative elements is not only the way they manage the temporality of the 
story, going back and forth between the past and the present as the engine of the 
storytelling style, but the way in which this temporality is constructed every time. 
For this purpose, they will use different strategies, such as flashbacks in the different 
modalities, through memories, dreams, sounds, hallucinations, but also in the way 
of videos, screen images, photographs, and written diaries. The diversity of resourc-
es is an element linked to the variety of characters that remember, dream, halluci-
nate, hear, or watch videotapes. Which means that the past is reconstructed through 
different perspectives. All these flashbacks return to the same scenes or sequences, 
again and again, but only with the purpose to provide to the viewer more informa-
tion, new details about what we know, new angles, new points of view, but in many 
cases from the knowledge that a different character possesses. A very interesting 
operation is that there are moments in a memory or a flashback presented from a 
particular character, ends with a visual deployment and memory of a different char-
acter. In this complex weave of reconstructions from the past, the use of audio, what 
is heard is outside the visual scape, and provides clues about which character is in 
this precise moment of the flashback is in charge of this dynamic memory, and how 
this memory transitions to another character in the process of remembering.  

At the end of the first season, Alex finds Sara’s dairy, and it will suggest that Sara 
was not what we have been thinking all along. The second season was released only 
two months after the first one, creating new enigmas due to the adding of new char-
acters, some of them had been inserted already in the first season in the background 
in different flashbacks, now they take center stage and that will allow them to tell 
a quite different story about who actually Sara is. The series’ successful narrative 
strategy, not only gave to ¿Quién Mató a Sara? an important position as one of the 
Netflix’s most watched fictions globally, but also triggered the authorization of a 
third season to be released in 2022. 
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Introduction
Programming strategies of broadcast television channels and their production deci-
sions have led to a change in the flow of images on the screen: Ibero-American fic-
tion scenes are less and less frequent and instead, when the TV is turned on, appears 
the image of some game show with spectacular display, or that of television news. 
Ibero-American fiction has been displaced to the margins, to the periphery of those 
other star programmes. Prime time is no longer intended for this genre.

This transformation will be analyzed in this chapter, as a long-term phenomenon 
and in a context of more consumption on platforms, setting up some hypotheses. 
The characteristics of seriality in the two Uruguayan fictions released in 2021 will 
also be studied.

1.The Audiovisual Context of Uruguay in 2021

1.1. Broadcast television in Uruguay

Chart 1. Networks/ national broadcast television channels in Uruguay

Source: Obitel Uruguay 

The national broadcast television system remains unchanged in terms of its struc-
ture: it has three private and two public television stations, one of them of na-
tional coverage, Canal 5. In 2021 this public channel would no longer be called 
Televisión Nacional del Uruguay (TNU) and returned to Canal 5, its traditional 

Networks/private channels  (3) Networks / public channels (2) 
Canal 4 (Channel 4) Canal 5 
Saeta (Channel 10) TV Ciudad  
Teledoce (Channel 12)  
TOTAL CHANNELS= 5 
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name. TV Ciudad is the other public channel, but it depends on the government of 
Montevideo, the country’s capital, and emerged as a cable channel (1996) that later 
became a free digital channel (2015). The study presented in this chapter focuses on 
the three private channels and the national public channel, Canal 5. However, TV 
Ciudad will be taken into account in the cases that are relevant to national fiction.

Graph 1. TV audience and share by station1

Source: Kantar Ibope Uruguay 2

Broadcast television total audience remained in ranges similar to those of 2020, with 
an annual average of 14.81 rating points and 45.04 share. The order in the ranking also 
remained unchanged with Saeta Canal 10 in first place. When considering the pro-
gramming for the year, nine out of ten most watched programs of all genres, excluding 
special broadcasts such as the Copa América, were run on that channel. The largest 
audiences were drawn by the news and entertainment programs, particularly game 
shows. Thus, the highest shares were obtained by formats such as Got Talent, which 
was the most viewed with 28.52 points, or Master Chef Celebrity (22.63) and Sub-
rayado (24.47). Teledoce managed to place one of its programs among the ten most 
watched: Fuego Sagrado, which is also a reality show. The share data shows that more 
and more the TV set has different uses that are not watching television, but mainly 
streaming, watching recorded content and playing video games. It is not that people 
do not use the TV set, but that they are using it for activities that are not only watching 
broadcast television, a phenomenon that is occurring globally (Marcos, 2022).

1 Data for the tables was provided by Kantar Ibope Uruguay, to whom we thank for the generosity, 
without which our work would not be possible. We especially thank Carolina Arigón and Valentina 
Cal for their constant collaboration.
2 According to Kantar Ibope Uruguay data sheet, the audience measurement in 2021 was carried out 
on a universe of 477,697 private households in urban Montevideo, which corresponds to 1,223,163 
individuals (4 years of age and older) living in those households.

TV Station Rating  % 
Share 
(%) 

Saeta, Canal 10 5.90 39.8 17.94 
Teledoce 4.87 33.0 14.81 
Canal 4 4.04 27.2 12.29 
Canal 5 no data no data no data 
TOTAL 14.81 100.00 45.04 

  

4,04
5,90 4,87

12,29

17,94
14,81

CANAL 4 10 SAETA 12 TELEDOCE

Rat% Shr%
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Graph 2 a. Exhibited Genres

Source: Obitel Uruguay on  Kantar Ibope data Uruguay

The genres that occupied the most screen time were Information, Entertainment 
and Fiction, in that order, confirming the progressive decrease in the offer of this last 
category. 56% of broadcast time is covered by the first two categories compared to 
just over 17% for Fiction, three percentage points less than the previous year.

Graph 2b. Exhibited genres of national production

Source: Obitel Uruguay on Kantar Ibope data Uruguay

 Genre 
Broadcast 
Hours % 

Agriculture 128:55:30 0.72 
Sports 464:38:15 2.60 
Documentary 120:56:15 0.68 
Education 82:48:00 0.46 
Entertainment 4927:39:45 27.62 
Specials 199:17:15 1.12 
Fiction 3047:51:30 17.11 
Infotainment 2522:47:15 14.14 
Information 5174:12:45 29.00 
Others 92:15:00 0.52 
Religion 942:30:45 5.28 
Health 107:55:30 0.60 
TOTAL 17811:47:45 100.00 

 

 

 

Genre 
Broadcast 
Hours 

 
 
 
 
    
 
  % 

Agricultural 128:55:30 0.99 
Sports 464:38:15 3.56 
Documentary 120:56:15 0.93 
Education 29:27:45 0.23 
Entertainment 4070:21:00   31.20 
Specials 189:43:30 1.45 
Fiction 12:50:00 0.10 
Infotainment 2522:47:15 19.34 
Information 5174:12:45 39.67 
Others 88:51:45 0.68 
Religion 137:09:00 1.05 
Health 107:55:30 0.83 

TOTAL 13047:48:30 100.00 
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National production programming was 73% of the total broadcast3 hours in 2021. 
The distribution shows the predominance of Information, Entertainment and Info-
tainment, genres in which the television channels invested their resources.

The programming strategy of broadcast television was directed towards the en-
largement of programs of the Information and Entertainment categories, in addi-
tion to a certain growth in Infotainment. The newscasts in their central edition had 
an extension between 2 hours and 3 hours. The most remarkable case is that of 
Subrayado, which before its main edition at 7:00 p.m., placed another edition -Sub-
rayado Especial- at 6:30 p.m., which enlarged the time of the newscast to three hours 
in a row. However, this extension does not imply more information, but rather the 
news tends to be repeated or redundant4. In 2021, the emerging trends in the last 
seven years and that had been sharpened in 2020, were confirmed: information and 
large entertainment formats such as game shows/reality-contests, either in quiz or 
game logic occupied prime time slots and most of the screen time.

1.2. Pay TV and VoD platforms in Uruguay in 2021 

Chart 2. Main pay television networks

Source: Obitel Uruguay

Pay television experienced a drop in its subscribers in the first half of 2021 with 
a total of 606,909 subscribers5. This drop meant about 2% over the previous year. 
However, income in this category had a slight growth reaching $6,024,710,735 (Ur-
sec, 2021b, p.113).
3 The information of the graphs corresponds only to the programming and time of the three private 
channels. Kantar Ibope Uruguay, which measured the audience of Canal 5, stopped doing so in 2017, 
so since then we do not have accurate and homogeneous information regarding private channels to 
unify and process the data. However, we did a manual survey to have the data corresponding to the 
premiere fiction, necessary for the tables of section 2 corresponding to the analysis of the premiere 
fiction of the year.
4 We refer to the practice by which the news is reported from the set or by a journalist who is outdoors 
and illustrative images are immediately shown with a voice that repeats the same thing that has al-
ready been said, while the images do not add new information either.
5 Data presented here comes from the reports of the Regulatory Unit of Communications Services of 
Uruguay (Ursec). Its reports contain semi-annual information as of December 2021.

Company Origin 

TCC Uruguay 

Nuevo Siglo Uruguay 

Cablevisión Argentina 

Multiseñal Uruguay 

Montecable Uruguay 

Direct TV USA 
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Direct TV continues to have the largest number of subscribers (30%) and was the 
only company that grew (2.5%) in the year, while the rest suffered a drop in their 
number of subscribers (Ursec, 2021b, p.114).

Chart 3. VoD in Uruguay

Source: Obitel Uruguay

Chart 3 includes the main platforms that were available in Uruguay in 2021. Al-
though it would seem that Netflix continues to be the most used platform, the opaci-
ty of the system made it impossible to access specific data on the number of users on 
each of them. The most important novelty of 2021 was the arrival of new platforms: 
towards the middle of the year HBO Max replaced HBO Go; also Disney + and Star 
+ with adult content and sports. Finally, Paramount + was incorporated.

1.3 Independent production companies of television fiction
Independent production companies in Uruguay are usually committed to the pro-
duction of advertising, entertainment and cinema. However, in 2021 two produc-
tion companies dealt with fiction: Cholo Films, which produced Metro de Montevi-
deo, and La Vorágine Films, which co-produced Temporario with theatre El Galpón. 
In addition to these production companies, it is important to highlight the develop-
ment of international fiction projects, of national execution and that involve several 
production companies, mainly Salado and Cimarrón.

1.4. Sources of funding for the audiovisual sector
The funding of the audiovisual sector in terms of television fiction has remained 
unchanged compared to the last two years, mainly with two types of support with 
public resources: the SeriesUy fund and the Uruguay Audiovisual Program (PUA).

SeriesUy is a fund created at the end of 2016 that had four calls: in 2017 the 
winner was Todos detrás de Momo (Nadador Cine, debuted in 2018); in 2018, Gris 
(Magenta) which was not carried out; in 2019 Metro de Montevideo (Cholo Films, 
aired in 2021) and in 2021 the winning project was ¿Es  el amor? (Coral Cine).

Main active VoD platforms in 2021 

Foreigns: 
Netflix, Amazon Prime, HBO Go/HBO Max, Flow 
(Cablevisión), Movistar+ (Telefónica), Claro Video 
(Telefónica), Disney +, Star +.  Paramount+ 
Mubi (Cinema - feature films)  

Nationals: 
Vera TV (State telecommunications) 
+Cinemateca (Cinema - feature films) 

TOTAL: 11 
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The PUA program consists of a reimbursement of a percentage of the expen-
diture made in the country (cash rebate), which varies according to the size of the 
production and applies to both international film projects and series, in addition to 
maintaining a line for national projects. The program had a pilot version in 2019 
and was later established as a stable policy6.

Another approach to the funding of television fiction refers to advertising invest-
ment. Of the set of media monitored by Kantar Ibope Uruguay (newspapers, maga-
zines, television and public roads advertising), 93% of advertising was concentrated 
on television. According to the data provided by this company, the investment in 
fiction advertising on broadcast television was 1,701,811 seconds in 2021, about 
300,000 seconds more than the previous year. The main advertisers were Genomma 
laboratory, Tele Shopping, L’Oreal Uruguay, Unilever and SC Johnson, in that order. 
The predominance of cosmetic and health-related products, in addition to home 
exercise equipment, continues to be the constant trend.

1.5. Communication policies
From a regulatory point of view, it is necessary to point out that Law No. 19307, 
passed at the end of 2014, is still in force. However, after the new government took 
office in 2020, another Media Law project was presented that has been under dis-
cussion in parliamentary committees for the last two years. The new project makes 
changes to the current regulations, but it is not clear what its final text will be nor if 
it would be voted on by Parliament. 

1.6. Digital and mobile connectivity infrastructure
Digital connectivity continues to depend on the infrastructure provided by the 
state-owned company Antel (Sánchez, Gadea, 2019, p. 379-389). Regarding fixed 
broadband services, of a total of 1,088,513 services, 1,078,472 correspond to Antel. 
88% of these services are to homes where the fiber optic Internet connection pre-
dominates (Ursec, 2021a).

Total mobile services were 5,871,466, 54% provided by Antel, 28% by Movis-
tar and 18% by Claro. One of the aspects under discussion in 2021 referred to the 
right to number portability, which enables the users to change their mobile phone 
provider while keeping their phone number. This issue was included in the Urgent 
Consideration Law promoted by the national government. The critics pointed out 
that the state telephone company Antel would be affected by the private companies. 
The data available for 2021 show that the largest mobile phone provider continued 
to be Antel and increased its market share (Ursec, 2021, p.66).

6 For more details of the funds to stimulate production, see “La ficción en fuga y la industria en alza”,  
Sánchez, Gadea (2021).
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According to data from El Perfil del Internauta Uruguayo 2021, prepared by Gru-
po Radar7, the number of people with mobile phones with Internet connection ex-
ceeds 2,300,000 and this type of device is present in 92% of households. On the 
other hand, its use reaches 90% in low socioeconomic levels and 97% in the highest 
levels. 93% of the population declares to be an Internet user and at the extremes of 
the age ranges, an expansion of use is perceived. Three out of four children under 
5 years of age use the Internet and among people over 65 years of age, 80% claim 
to use the network, according to this survey. The average use of the Internet in the 
population as a whole is about 5.8 hours a day (Búsqueda, 02/22).

According to the same survey, the most used devices are Smart TV, Smartphone 
and notebooks. The percentage of Smart TVs reached 61% while it was 6% in 2014. 
However, 51% use cell phones to watch movies and 47% do so on a Smart TV. Re-
garding the preferences to chat, WhatsApp predominates (98% use it frequently) 
and Instagram (52%) is in second place. However, the most used social network is 
still Facebook (80%), in second place Instagram (70%) and for the first time TikTok 
ranked third (30%) while Twitter is in fourth place with  27%.

7 The survey is not freely available, so the data has been taken from press articles.
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2. Analysis of the Year: National and Ibero-American 
Premiere Fiction on Broadcast TV

Table 1. Fictions aired in 2021

Source: Obitel Uruguay

PREMIERE NATIONAL TITLES – 2 

Saeta Canal 10 – 1 title 

1. Temporario (unitary) 

Canal 5 – 1 title 

2. Metro de Montevideo (series) 

CO-PRODUCTIONS – 0 

 

 PREMIERE IMPORTED TITLES – 12 

Canal 4 – 1 title 

3. La Rosa de los Milagros (series, Mexico) 

  Saeta Canal 10 – 1 title 

4. Jesús (soap opera-Brazil) 

    Teledoce–  9 titles 

5. Acoso (series – Brazil) 

6. Corazón de madre (soap opera– Brazil) 

7. Dulce Ambición (soap opera – Brazil) 

8. El Cazador (miniseries – Brazil)  

9. Final Feliz (series – Brazil) 

10. Isla de Hierro (series – Brazil) 

11. Suerte de Vivir (soap opera – Brazil) 

12. La Usurpadora (soap opera – Mexico) 

13. Rubí (soap opera – Mexico) 

    Canal 5 –  1 title 

14. Inés del Alma Mía (miniseries – Spain) 

 TOTAL OF PREMIERED AIRED 

TITLES: 14  
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Table 1 shows that the main programming channel for Ibero-American fiction 
premieres was Teledoce; Saeta Canal 10 included only two titles in its programming 
and Canal 4 only one. There is once again a decrease in the total number of premieres 
of that origin, however, this year two premieres of national origin are incorporated.

Table 2. Premiere national fiction

8

Source: Obitel Uruguay

Table 3. Formats of premiere national fiction 

Source: Obitel Uruguay

Tables 2 and 3 offer a diachronic look at the last five years. This allows us to observe 
the national production capacity in those years, particularly in terms of the number 
of hours of fiction and also its distribution by format. In this sense, the year that 
showed the largest number of titles was 2017 with four premieres, but the highest 
number of hours and episodes was in 2020, which is explained by the presence of an 
educational fiction, due to the pandemic situation, and it was broadcast daily. The 
series and the miniseries have been the formats with more hours in the period.

8 It was a co-production with Brazil: Ernesto el Exterminador de Monstruos y otras Porquerías.

 
Table 2. Premiere national fiction 
Year Titles Episodes Hours 
2017  4 28  10:82:79 
2018  2 22 15:52:41  
2019  18 9  3:22:30 
2020  1 125   46:52:30  
2021 2 24 12:50:00 

 

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Soap opera 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 

Series 3 0 1 1 1 8:48:49 0:00 3:22:30 46:52:30 8:00:00 
 

Miniseries 1 1 0 0 0 2:34:29 7:33:11 0:00 0:00 0:00 
Sitcom 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 0 0 0 0 1 0:00 0:00 0:00 0:00 4:50:00 

Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
TV movies 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 

Others 0 1 0 0 0 0:00 8:19:30 0:00 0:00 0:00 
 



306

Obitel 2022

Table 4. Premiere fiction aired in 2021: countries of origin

Source: Obitel Uruguay on  Kantar Ibope Uruguay data.

The information systematized in Tables 1 and 4 highlights the low volume of fiction 
of Ibero-American origin. Although the sharp drop occurred in 2020 -with 16 titles 
and a 50% decrease in the amount of screen time compared to 2019- the 14 premiere 
titles in 2021 seem to confirm the trend. In addition, the number of hours of import-
ed Ibero-American fiction fell again by more than 40 hours.

Regarding the origin of the released fiction, the predominance of titles of Brazil-
ian origin is repeated as a trend. Only three titles are Mexican and one Spanish, the 
latter offered by Canal 5, which is the channel that in recent years has kept a constant 
presence of fiction from that origin. In this composition of the offer, it is important 
to highlight a relevant phenomenon in the tradition of the Uruguayan screen: it is 
the first year that no title produced by Argentina is shown, a country that has histor-
ically been a provider of television fiction available to Uruguayan audiences.

The drop in the supply of Ibero-American fiction is correlated to two phenomena 
that we have already pointed out in previous editions: the expansion of international 
entertainment formats -either in an imported version or in national productions 
with the purchase of the format- and the persistent inclusion of Turkish fiction in 
the programming grid. In 2021, nine titles of Turkish origin were released (two less 
than in 2020) by Saeta and Canal 4.

Country Titles % Hours % 
NATIONAL (total) 2 14 12:50:00 3 
 OBITEL COUNTRIES (total) 12 86 423:18:45 97 
Argentina  0 0  00:00:00 0 
Brazil 8 57 383:27:45 88 
Chile  0 0 00:00:00  0 
Colombia  0 0 00:00:00  0 
Ecuador 0  0 00:00:00  0 
Spain 1 7 08:00:00 2 
USA Hispanic 0  0 00:00:00  0 
Mexico 3 21 31:51:00 7 
Peru 0  0 00:00:00  0 
Portugal 0  0 00:00:00  0 
Uruguay 2 14 12:50:00 3 
Venezuela 0  0 00:00:00  0 
COPRODUCTIONS (totals) 0 0 00:00:00 0 
 National Coproductions 0 0 00:00:00 0 
Coproductions of Obitel Countries 0 0 00:00:00 0 
TOTAL 14 100 436:08:45 100 
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A novelty is the premiere of two national titles: Temporario in Saeta -a channel 
that has not broadcast Uruguayan fiction since 2013- and Metro de Montevideo, run 
by the public channels, Canal 5 and TV Ciudad.

Table 5. Formats of national and Obitel fiction exhibited in 2021

Source: Obitel Uruguay

The structure of the offer in terms of formats reveals some relevant transformations. 
In the first place, although the largest number of Ibero-American titles in the Obi-
tel area are categorized as soap operas in Table 5, the volume of hours devoted to 
this genre has dropped in relation to previous years. Thus, taking the year 2020 as a 
reference, a decrease in hours of more than 19% can be seen in this format. On the 
other hand, some of the titles are new versions of old soap operas, but now made 
with a different length standard. Such are the cases of the remakes of Rubí that had 
26 chapters or La Usurpadora with 25 chapters. To this presence of shorter soap 
operas, altering the most classic features of the format, is added that of series and 
miniseries, also with fewer chapters. This is one of the transformations of seriality 
that is the theme of this yearbook and that is present in this structure of the offer.

As for national fiction, the reappearance of a format that had not been used for 
a long time can be observed. The format known as Unitary or Anthology has been 
used sporadically by Uruguayan filmmakers, the last time in 2011 with Adicciones 
(13 episodes).

Format 
Titles Hours 

Nationals % Obitel % Nationals %  Obitel  % 

Soap opera 0 0 6 50 0:00  0 376:29:15 
        
85.99 

Series 1 50 4 33.3 08:00:00 62.35 46:49:30 10.7 
Miniseries 0 0 2 16.7 0:00 0 14:30:00     3.31 
Sitcom 0 0 0 0 0:00  0 0:00  0 
Unitary 1 50 0 0 04:50:00 37.65 0:00  0 
Docudrama 0 0 0 0  0:00 0 0:00  0 
Others 0 0 0 0  0:00 0 0:00  0 
Total 2 100 12 100 12:50:00 100 437:48:45 100 
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Table 6:  The Ten Most Viewed Titles

Source: Obitel Uruguay and Kantar Ibope Uruguay

The ten most watched premiere titles are basically Brazilian fiction, almost all pro-
duced by Globo, except for the case of Jesús. The predominance of Teledoce as broad-
caster of the ten most watched fictions is repeated and it is consistent with the fact 
that the channel programmed the largest number of titles of Ibero-American origin.    

Mostly the titles are soap operas, but the ranking also includes the series and the 
unitary, which shows a willingness of part of the audience to also consume this type 
of shorter formats.

The most relevant novelty shown by this table is the appearance of a national title 
among the ten most watched: Temporario in sixth place with a rating of 6.38 points and 
a share of 12 points. The last year that Uruguayan fiction made the top ten was in 2011. 
That year Adicciones ranked fourth, with 14.9 rating points and just over a 20 share. 
These quantitative data are quite revealing if we compare them with the values   shown 
in Table 6 for all cases. The title that reached first place had only 9.13. Audience values   
are on a downward trend in regard to Ibero-American fiction, but not only in those of 
that origin. If we look at audience measurements for Turkish fiction, most of the nine 
titles achieved lower measurements than they used to get since 2015. Even so, two titles 
reached values   higher than those of the top ten: Y Tú Quién Eres with a rating of 
12.72% and a share of 24.77%, and Tierra Amarga with 10.18% and 21.55%.

 
 
 

Title Channel Producer 
(Country) Format/genre 

Nr. of 
chap/ep 
in 2021 

Time slot Rating Share 

1 Dulce 
Ambición Teledoce Globo (BR) Soap opera/Drama 146 Afternoon 9.13 18.6 

2 Isla de 
Hierro Teledoce Globo (BR) Series/Drama 22 Night 8 14.98 

3 Corazón de 
Madre Teledoce Globo (BR) Soap opera/ 

Melodrama 75 Afternoon 7.89 18.59 

4 Suerte de 
Vivir Teledoce Globo (BR) Soap opera/Drama 56 Afternoon 7.57 16.57 

5 
Rubí Teledoce 

W 
Studios/Televi

sa (MX) 
Soap opera/ 
Melodrama 26 Night 6.84 15.73 

6 Temporario Canal 10 
El Galpón/La 

Vorágine 
Films (UY) 

Unitary/Drama 8 Night 6.38 12.12 

7 Acoso Teledoce Globo (BR) Series/Drama 10 Night 5.72 12.48 

8 El Cazador Teledoce Globo (BR) Series/Drama 10 Night 4.76 11.7 

9 Jesús Canal 10 Record TV 
(BR) 

Soap opera/ 
Biblical 342 Night 4.14 15.86 

10 La 
Usurpadora Teledoce Televisa 

(MX) 
Soap opera/ 
Melodrama 12 Night 4.08 10.68 

Total of national productions: 1 Total of foreign original scripts: 9 
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Table 6a: Most viewed national titles

Source: Obitel Uruguay and Kantar Ibope Uruguay

Table 7: Audience profile of the 10 most watched 
titles: gender, age, socioeconomic status

Source: Kantar Ibope Uruguay

Title Channel Producer 
(Country) 

Format/
genre 

Nr. of 
chap/ep 
in 2021 

Time 
slot Rating Share 

1 Temporario Canal 
10 

El Galpón/ 
La Vorágine 
Films (UY) 

Unitary 8 Night 6.38 12.12 

2 Metro de 
Montevideo Canal 5 Cholo Films 

(UY)  Series 16 Night  No data No data 

 

  
  

   Gender %  Socio-economic status (%)     
Title Channel Women    Men U+U M+ M M-  L+L 

1 Dulce 
Ambición Teledoce     

74.26 25.74 12.15 17.50 23.78 19.59 26.98 

2 Isla de Hierro Teledoce 
63.40 36.60 11.92 15.03 20.09 24.11 28.85 

3 Corazón de 
Madre Teledoce 

73.14 26.86 10.82 17.31 25.13 21.91 24.83 

4 Suerte de Vivir Teledoce 
71.18 28.82 11.74 18.30 27.17 17.01 25.79 

5 Rubi Teledoce 
69.90 30.10 14.37 15.43 31.07 9.87 29.26 

6 Temporario Canal 10 63.99 36.01 22.20 5.92 30.38 13.54 27.96 

7 Acoso Teledoce 
70.86 29.14 16.33 12.98 21.93 12.42 36.33 

8 El Cazador Teledoce 
73.58 26.42 14.96 9.46 21.68 8.97 44.93 

9 Jesús Canal 10 
75.62 24.38 12.21 8.94 30.39 11.96 

      
36.51 

10 La Usurpadora Teledoce 71.43 28.57 8.29 7.49 33.09 29.27 31.86 

        
      

Title Channel 
4 to  
11 

12 to 
17 

18 to 
24 

25 to 
34 

35 to 
49 

50 to 
59 60+ 

1 Dulce 
Ambición Teledoce 

6.58 5.64 4.65 16.95 13.92 11.91 40.36 

2 Isla de Hierro Teledoce 
6.16 6.09 6.28 13.90 22.70 10.30 34.57 

3 Corazón de 
Madre Teledoce 

4.21 2.75 6.73 15.81 12.31 16.25 41.94 

4 Suerte de Vivir Teledoce 
5.68 7.27 4.91 14.47 14.32 8.52 44.83 

5 Rubi Teledoce 
7.40 6.40 4.73 18.22 26.88 11.74 24.62 

6 Temporario Canal 10 1.69 2.23 0.81 2.18 11.84 18.98 62.26 

7 Acoso Teledoce 
9.49 7.79 1.59 16.93 20.36 17.00 26.84 

8 El Cazador Teledoce 
13.13 5.84 4.01 16.92 17.19 16.92 26.00 

9  
Jesús 

 
Canal 10 3.69 3.83 4.49 6.80 17.50 17.96 45.73 

10 La Usurpadora Teledoce       
1.68 3.62 8.48 13.94 15.65 22.41 34.22 
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The audience profile is mainly female, with percentages that exceed 70% in most titles, 
while the male audience ranges between 24% and 36% for these titles. These percent-
ages show a certain growth in the female audience compared to the previous year.

Regarding the audience socio-economic status, the tendency to concentrate in 
levels Lower+ and Lower- is repeated, with a higher percentage recorded in a mini-
series, El Cazador. From its audience, 44.93% corresponded to that level. Middle 
level is the next in audience percentages. Regarding the structure by age, the pre-
dominance of an audience over 60 years of age persists.

The structure of the audience of Temporario, the national fiction title, shows that 
22.20% of its audience corresponds to the upper levels and 30.38% to the middle 
level, exceeding 50%; 27% corresponds to low levels. On the other hand, most of its 
audience was over 60 years old (62.26%) and it maintains the predominance of the 
female public.

3. VoD Monitoring 2021

3.1 VoD Platform Market in 2021
The VoD offer in the country is supported by the platforms that were mentioned 
in Chart 3. As noted above, in 2021 the number of players increased and this could 
show a change in the distribution of consumers. However, in Uruguay, the opacity 
of the information regarding the platforms makes it impossible to have accurate 
data on subscriptions, users, consumption trends, etc. The data presented here were 
taken from the Radar Group surveys for El Perfil del Internauta Uruguayo 2021, 
published in the national press (Búsqueda, February 10-16, 2022). In 2021, the plat-
forms continued to increase subscribers and reached around two hundred thousand 
more users (Grupo Radar, 2021). Netflix got the highest percentage 83%; Amazon 
and HBO grew from 8% to 11% between 2020 and 2021, while Disney + went from 
2% of users to 17%9.

3.2. Offer of local VoD platforms in 2021 (nationals, regionals within the country)
The only local VoD platforms are: Vera TV, a public platform linked to the state-
owned telephone company Antel, and Cinemateca, a platform that offers movies. In 
the case of Vera TV, some contents have free access. It allows access to national and 
local broadcast television channels, as well as other international channels such as 
Deutsche Welle, free of charge. Other contents are offered as a Premium subscrip-
tion at an additional cost.

Vera TV offers contents from the Argentinian platform QubitTv, in addition to 
maintaining access to the Uruguayan platform ClikVeo, that has broadcast Uru-
guayan programs, and Veoflix, which above all offers old Argentine film titles. 

9 Data from Grupo Radar published by Semanario Búsqueda, N° 2161, February 10, 2022.
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Broadcast television channels continue their practice of offering fiction content 
on their website for a short time after it is run, and pay television companies also 
offer some contents from cable channels on demand, as well as access to contents 
from a platform such as HBO Max.

3.3. VoD analysis in 2021: national premiere fiction and co-productions
None of the platforms listed in Chart 3 included premieres of Uruguayan fiction. 
Only Metro de Montevideo was available on demand on TV Ciudad’s YouTube chan-
nel until January 2022 and some episodes of Temporario can still be found on the 
Saeta Canal 10 website.

The two on-demand fiction premieres were produced by YouTube: Encierro de 
Mente, a seven-episode webseries created by Guillermo Trochón and ALGOdRIT-
MO, also a four-episode webseries created by Daniel Landau.

On the other hand, Feriados, a nine-episode series that had been run in Uruguay 
in 2016 on broadcast television channels, Canal 5 and TV Ciudad, premiered on 
UN3, the channel of the Tres de Febrero University in Argentina. Feriados had never 
been available on the Internet.

This panorama would not be complete if we did not include that independent 
Uruguayan production companies work for fictions of the VoD offer on internation-
al platforms available in Uruguay. Of course, these are not Uruguayan fictions, but 
they are part of the increasingly intense and complex process of transnationalization 
experienced by audiovisual production. 

The information provided by the Film and Audiovisual Institute (Incau) shows 
that in 2021, production services worth US$84,383,832 were exported, including au-
diovisual content (US$61,921,991) and advertising (US$22,461,841), which meant 
almost tripling the amount of 202010. The relevance of these projects lies in the fact 
that they have given a boost to the development of the local audiovisual industry 
in the last three years, with national professional resources in varied and numerous 
roles and a progressive advance of original ideas arising from Uruguayan produc-
tion companies. As an overview: between 2019 and 2021, 68 productions were com-
pleted, mainly with Argentina, but also with Brazil and Spain, among others.

3.4. Narrative features of VoD in 2021
Encierro de Mente is a pandemic fiction. Not only because it arises from the Quaran-
tine Art call promoted by the Municipality of Montevideo in 2020, but also because 
its creator, Guillermo Trochón, forced to be in quarantine upon his return to the 
10 The information comes from the zero VAT certificates issued by Incau in compliance with incen-
tive policies, mainly from the Uruguay Audiovisual Program (PUA). The total increase in exports 
of goods from Uruguay in 2021 was 43%, 11.5 billion dollars. As for services, the decrease was gen-
eralized, especially due to the global drop in tourism; non-traditional services showed a moderate 
increase. See: https://medios.presidencia.gub.uy/tav_portal/2022/noticias/AI_856/informe_uru-
guay_xxi_exportaciones_2021.pdf

https://medios.presidencia.gub.uy/tav_portal/2022/noticias/AI_856/informe_uruguay_xxi_exportaciones_2021.pdf
https://medios.presidencia.gub.uy/tav_portal/2022/noticias/AI_856/informe_uruguay_xxi_exportaciones_2021.pdf
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country, explores six characters who are actually the six Guillermos that are in him, 
with very different features. One of them is murdered and this will trigger a police 
investigation. Absurdity and humour are the tone of this narrative.

ALGOdRITMO can also be considered linked to the pandemic. Shot in a single 
place, a living room, due to budget and protocol restrictions, with rehearsals by 
Zoom and six characters. The story refers to a group that intends to go against the 
harmful use of social networks. In the words of one of the characters and the direc-
tor himself, Landau, it is a kind of  “poor Black Mirror”.

Both fictions were shot in 2020 and debuted in 2021 on their respective YouTube 
channels.

4. Interactivity and audience participation
The selected case for the study of this topic is the Metro de Montevideo series. Ac-
cording to the definitions adopted in the Obitel methodological protocol, interac-
tivity is a dimension established from the design of those who produce fiction with 
the purpose of capturing attention and stimulating engagement with the product. 
Participation, on the other hand, although closely linked to interactivity, depends 
on the action and initiative of the viewer. In national fictions, this second dimension 
has had historically very low presence and this has not changed for Metro de Mon-
tevideo. Our analysis, then, will focus on studying interactivity and we will refer to 
some specific participation that is shown from the design of interactivity.

Having Metro de Montevideo in the offer has the peculiarity of presenting 
quite distant antecedents. In fact, its creator, Marco Caltieri, began to work on the 
central idea of   the fiction -a Metro in the city of Montevideo- creating graphic pieces 
such as postcards: in 2005 a map of the metro lines was published and in 2010 some 
postcards of the Metro passing through emblematic places of the city, on the occa-
sion of the celebration of its fictitious inauguration.

As a closing to these actions, the book Metro de Montevideo was published in 2011. 
In December 2012, the Twitter account was created with regular posts that looked 
like notices from the Montevideo Metro company. Finally, the idea turned out as a 
script that won funds from the third call (2019) of SeriesUy. The series debuted in 
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October 2021 and concluded by the end of November of that year. In other words, 
at the time of the broadcast, a series of actions had been carried out that could affect 
the engagement of the potential public of the series. However, none of these pre-
vious actions seemed to have the purpose of ending in a television fiction. In fact, 
Caltieri has said that at some point he thought of making a film11.

Once the series was completed, the work on audience expectations was spread 
through several press, radio and television releases, but mainly through the official 
Twitter account created in 201212, in which -now redirected towards television fic-
tion- a photo of the series was added and those scattered actions since 2005 were 
brought together under a subtitle: “A fiction project that includes a poster, two books 
and a television series”. The account has 2,159 followers and remained active in April 
2022, with announcements of the series’ nomination for Platinum Awards and the 
promise to return, revealing the intention to maintain contact with its followers and 
leave the door open to a new season.

In general terms, Metro de Montevideo created a strategy based on the spread-
ing of “closed” statements, that is, that neither appeal to the recipient’s action as a 
constituent part of the statement, nor require his participation or cooperation to be 
completed.

However, at the end of the television cycle, an engagement activity was imple-
mented through the official Twitter account, called “reviews”. There, the followers 
of the account were invited to participate in a review contest of the series. This type 
of transmedia television content can be characterized as ludic length experiential 
content typical of an expansion strategy of the narrative universe (Fechine, 2013). 
In its ludic function, these strategies promote the involvement of the audiences by 
inviting them to enter a “make believe” game, through content that takes some ele-
ment from the narrative, such as the characters or situations of the plot.

Official Twitter account. Interactivity strategy. 

11 Interview in “De Taquito”, Radio Universal.
12 https://twitter.com/metromontevideo

 

https://twitter.com/metromontevideo
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What characterizes the ludic length contents, particularly those that are called ex-
perience ludic length, is that they serve to stimulate the public to enter the fictional 
universe, but they necessarily depend on the direct and active action of the recipient 
to be completed13. In the case of Metro de Montevideo, participation in the writing of 
reviews is what promotes some kind of familiarity or experience with the fictional 
universe. The following images illustrate this type of participation, which in any case 
had a small number that reached about twelve reviews.

Ludic length. Image of the official account.

The same type of interactivity and content was displayed on the Instagram account 
that had 230 posts and 1,209 followers.

Another of the initiatives created from the production was the publication of a 
new book How to conduct the Metro de Montevideo. 33 management lessons by engi-
neer Estero Bellaco. The book simulates the authorship of the leading character, who 
flaunts his management skills and corporate strategies. The post generated  com-
ments and photos of participants showing the book.

13 Examples of this type of content are diverse: games and contests that involve knowledge of the plot, 
as in the case of reviews of Metro de Montevideo, surveys on character preferences based on a certain 
outcome or entanglement, and hobbies or entertainment from the narrative universe. (Fechine, 2013).
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In the case of this fiction, although there was a display of varied actions over time 
and a certain expansion of the narrative universe fundamentally through the books, 
they do not seem to respond to a planning final objective that was centered on the se-
ries, but that its achievement is a derivation of an idea that could have had other goals.

On the other hand, one of the problems in studying this production is 
that the chapters are no longer available (they were removed from Tevé Ci-
udad’s YouTube channel on January 31, 2022) and the audience measure-
ments are not known either. The only data published is in a Twitter post that 
shows that the series had 180,000 views on TV Ciudad’s YouTube channel.  

5. Highlights of the Year
Two facts stand out in the year 2021: on the one hand, after seven years of absence, 
a national television fiction, Temporario, is broadcast on a commercial channel; on 
the other, it is the first time that Argentine fiction disappears from the offer.

Stated in this way, these facts could lead to misinterpretations: it is not a regres-
sion of imported fiction due to the resurgence of national production. The first of 
these events is an isolated and circumstantial phenomenon. This fiction arises from 
the need of the theatrical institution El Galpón14 looking for a way out to the closed 
theaters. Channel 10, which had been the main producer of television fiction be-
tween 2009 and 2013, had not broadcast national fiction since then. Temporario’s 
access to this screen is achieved by the link that the channel established with El 
Galpón as a result of using that theater for the reality show Got Talent, as stated by 
Iván Ibarra, the channel’s programming manager (Lauber, 2022). In this circum-
stance does not seem to have established a continuous line of action. However, the 
fact that Temporario has occupied a mid-table position in the top ten, is undoubtedly 
a relevant fact in the year.

The second fact, the absence of Argentine fiction, shows the consolidation of a 
deep change in Uruguayan broadcast television. The relationship between Uruguay-
an television and Argentine fiction is historical: since the 1960s, the images of the 
Nené Cascallar’s or Alberto Migré’s soap operas accompanied the lives of successive 
generations. From the 1990s onwards, Telefé’s fictions, fundamentally those pro-
duced by Cris Morena, and Pol-Ka’s fictions, were a central part of the fiction offer 
(Sánchez Vilela, 2016). Fictions from other origins could increase or decrease, but 
Argentine fiction was always there. Its absence marks a milestone in the history of 
Uruguayan television programming.

It is possible to venture some explanations. In the last two years there has been 
fewer production of television fiction in Argentina15. The offer was less abundant 

14 El Galpón is a theatrical institution founded in 1949 and which was part of the long-standing inde-
pendent theater movement in Uruguay
15 See the chapters on Argentina in the latest yearbooks, especially in the Obitel 2021 Yearbook 
(Kircheimer & Rivero, 2021, p. 65-99).
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and probably less attractive for Uruguayan channels, which decided to purchase 
television fiction of Turkish origin. Channel 4, that traditionally broadcast in Uru-
guay the Argentine fictions run by Telefé, did not offer any fiction of that origin, and 
instead broadcast Turkish fiction. Another explanation refers to the dissolution of 
the agreement that linked Teledoce with Grupo Clarín and Canal 13 in particular. 
With this, the usual practice by which the main Pol-ka fictions were almost always 
broadcast by Teledoce was interrupted, especially after Adrián Suar, creator of Pol-
ka, became the programming manager of Canal 13 in 2001. The last Argentine title 
ran by Teledoce was Las Estrellas in 2018.

This absence of Argentine television fiction represents a radical change. The 
screens of the three private channels resemble each other, mimicking the aesthetics, 
sound and color of the large international formats, this time made in Uruguay, with 
local participants: Got Talent, Master Chef Celebrity, 8 escalones, Pasapalabra, among 
others. An exacerbation of this trend is announced for 2022 with the addition of El 
juego de la Oca, Quién es la Máscara, La Voz, Ahora Caigo and Bake Off. The reality 
show, the game show, occupies the prime time slots, after the news. Fiction is pushed 
to the margins of the night or to a brief period of the afternoon. Television fiction 
is peripheral, it is on the edge, surrounding the central programs, filling in what is 
not occupied by entertainment. But it is also in relation to audience data. No top ten 
television fiction titles in 2021 equaled or exceeded the ratings and shares achieved 
by programmes such as Got Talent (17.08% and 28.52%) or Master Chef Celebrity 
(13.29% and 22.63%) and the rest of these entertainment programmes.

As a hypothesis, we could anticipate that the commitment to produce these large 
international formats and living room entertainment programs seems to respond to 
the intention of offering a type of product that connects with family consumption, 
that brings together the whole family as in traditional television. At the same time, it 
exploits programs adjusted to the logic of direct or false direct, as in game shows (the 
public participates either directly or vicariously, playing at home). In other words: 
the way commercial channels react to the challenge of streaming and platforms is to 
bet on what is not on the platforms. The audience data seems to accompany these 
decisions, but the share percentages also reveal that the televisions are turned on to 
see other things rather than broadcast television.

6. Transformations in television seriality and its impact 
on Ibero-American television fiction formats in streaming times
Seriality in Ibero-American television fiction has maintained a certain stability 
throughout its history, especially due to the importance that the soap opera format 
has had in it. However, in the context of the redefinition of the media ecosystem there 
have been fractures and transformations, some of them formal, others of content. 
One of these transformations is that of the extension of these serial narratives. The 
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purpose of this section will be to analyze the two Uruguayan productions released in 
2021, Temporario and Metro de Montevideo, to study their seriality, in particular the 
dimension of their length, and identify possible continuities and transformations.

The trends of contemporary fiction towards shorter narratives, made up of less 
chapters or episodes, although almost always with several seasons, can be explained 
by the short attention span, that is, by the tendency of the audience to maintain 
attention for short periods (Lacalle , Mateos-Pérez & Piñón, 2021). According to 
this line of argument, the expansion of streaming and platforms would have con-
figured a context of overabundance of supply and stimuli that would accelerate the 
times and rhythms of consumption. The viewer -thus required- would seem to pre-
fer shorter narratives. However, in the case of Uruguayan productions, briefness has 
been a historical constant, which does not seem to be explained by these reasons.

The two cases that we will study, Temporario and Metro de Montevideo, adopt 
different forms of seriality, although in both cases they are short narratives. Before 
analyzing this, it is worth remembering the distinction between series and serial as 
two different forms of seriality, a distinction that Umberto Eco underlined in “Tip-
ologia della ripetizione” (Eco, 1984). Series and serial are versions of the expanded 
serialized narrative in the 19th century that would later have its version on radio and 
television. Although the first term has been generalized to label all types of audiovi-
sual product where narrative is delivered in a fragmented way, technically the series 
refers to a specific narrative modus operandi: its narrative structure is self-conclu-
sive, so that each episode has a narrative arc that begins and ends in a single episode. 
The narrative structure in serials, on the other hand, supposes the development of 
narrative arcs throughout several episodes. However, in the mid-1980s there was 
a phenomenon of “serialization of the series” (Innocentti & Pescattore, 2011) and 
self-contained series experienced a strong hybridization, approaching the narrative 
structure of the serial. This turn towards serialization produces a type of narrative in 
which there is a story that concludes in each episode (anthology plot) and narrative 
lines that extend through several episodes (running plot).

From this conceptual framework, the analysis of the two national premieres in 
2021 confirms that while Temporario fits the narrative logic of the Metro de Monte-
video  series, it corresponds to the serial structure.

6.1. Temporario
Temporario has eight episodes of around 30 minutes each. Episodes have different 
writers16, although all are under the direction of Guillermo Casanova. It was run 
weekly, on a private broadcast TV channel (Saeta Canal 10), on Fridays at 11 p.m.

16 Screenwriters: Gabriel Calderón, Pablo Stoll, Laura Santullo, Rodolfo Santullo, Carlos Morelli, Fe-
derico Borgia and Marcos Acuña.
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The seriality in this fiction takes the form of the anthology plot. That is, each 
episode contains a narrative arc that begins and ends in a single episode, hence the 
usual use of the term Unitary to refer to this type of format, although the most clas-
sic denomination is Anthology.

However, the anthological modality requires the presence of some element of 
connection between the episodes. In the history of television, the anthology is a 
format that has a long tradition that some link with the first golden age of television 
(Cascajosa, 2016). The classic anthologies used to be built sometimes around the 
same theme and, in other cases, the unity was sustained in the genre (suspense, 
horror)17. In Temporario, the only element of cohesion is the space: a temporary 
accommodation, Airbnb style, where different characters -protagonists of stories, 
of very different themes and tones- appear. Each episode presents a completely dif-
ferent story that never intersects with each other, although it takes place on the set 
of the same apartment. The title thus indicates the anthology nature of this fiction.

The eight episodes go through very different fictional types: from representations 
directed towards a certain dramatic realism to deal with euthanasia (script by Ga-
briel Calderón) to narratives that include the fantastic in “Happy New Year” (script 
by Pablo Stoll). The handling of temporality in these narrations is almost always 
linear with the exception of some small ellipses in “Gerente general” (script Carlos 
Morelli) and more intense alterations in “Happy New Year”. In the latter, the story 
works on the oscillation of the fantastic by which the viewer is suspended in doubt 
as to whether what is happening belongs to the ordinary world, guided by the rules 
of his own everyday world, or whether it is an unreal phenomena. The hallucinatory 
delirium of the characters is integrated into the narration of the story and in some 
sections they function as flashbacks that allow the reconstruction of the past.

Although the series is presented as a television fiction, at the end of each episode, 
the shot opens up to show the space of the theater, the stage, the seats, revealing the 
nature of the production and breaking the illusion of the fourth wall.

17 Alfred Hitchcock presents (1955-1962) was one of the landmark anthologies.
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This television fiction production arises from the alliance of the theater institu-
tion El Galpón with the production company La Vorágine Films in the context of 
the pandemic. Given the situation of closed theaters, the Teatro El Galpón institu-
tion sought survival strategies and recovery of contact with the public. After trying 
with online streaming programmes and recorded theater productions, El Galpón set 
out to work on an audiovisual product that would use the resources of the theater 
(actors, space, expertise) added to the know-how of audiovisual production. Thus, 
they turned to the Argentine scriptwriter Esther Feldman, who had the original 
idea for the series and was directed by the filmmaker Guillermo Casanova, from 
La Vorágine Films18. Added to this was the contribution of screenwriters from the 
theater, as in the case of Gabriel Calderón, and from the cinema, as in the case of 
Pablo Stoll.

Completely carried out during the pandemic, the proposal is thought based 
on the need that it should be a production with a limited budget, using the the-
atre´s existing capacity of material and human resources. The decision to use a 
single location set on the theater stage responds to this. Telling different stories 
from a single place, implies the support of fiction on the strength of the story and 
the script, without the need for a large deployment of locations or number of ac-
tors. The final result of the episodes, although it presents some script weakness-
es, reveals that this is a format that would be worth exploring further. Only with 
the continuity of these productions will it be possible to develop the skills and 
fine-tune the quality and possibilities of circulation on international platforms. 

6.2. Metro de Montevideo  
This is also a short series. With 16 chapters of about 30 minutes each, it debuted in 
October 2021 on two public channels, TV Ciudad and Canal 5. On the first it was 
run twice a week (Tuesday and Thursday at 8:30 p.m.) and on the second once a 
week (Monday at 11 p.m.).

In this fiction, the narrative logic is that of the serial: the chapters are intercon-
nected by a central narrative arc, so that an accumulative modality prevails. The 
production of a documentary celebrating the 25th anniversary of the Metro de Mon-
tevideo is the thread that unites the story. Although the leading role tends to be 
choral, one character stands out, the engineer Estero Bellaco, at the center of the sto-
ry. However, an intense fragmentation interferes with the logic of the serial: scenes 
and situations that are not always interconnected follow one another, so that the 
accumulative dynamics of the serial narrative are not specified. At the same time, 
the systematic entry of artists or figures from the Uruguayan media, who generally 
pretend to be themselves and then disappear, contribute to a logic of fragmentation 

18 The alliance is also manifested in the integration of the production: Héctor Guido, director of  El 
Galpón, and Natacha López of  La Vorágine.
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rather than continuity. A stable group of characters sustains the unity of the fiction, 
although they are flat characters (Ducrot & Todorov, 1985, p. 262) and do not expe-
rience changes throughout the plot.

From the point of view of the genre, this fiction is a mockumentary, both for its 
expressive features and content. The production of the institutional piece justifies 
the presentation of the Metro employees and other characters speaking to the cam-
era, in a succession of interview fragments. In addition to these elements typical 
of the genre, fragments of archive images of not real television news programs and 
audiovisual announcements of the Metro company to its users or images of some 
passenger traveling in a car, are introduced. All this is a documentary rhetoric that 
functions on a fictional universe. The city of Montevideo with the Metro is the cen-
tral artifice: Montevideo does not have and never had a Metro, neither tunnels, nor 
stations.

Humour and absurdity are the tone in which this fiction is developed, especially 
parodying the language of business leadership and organizational rhetoric. To this are 
added some nods to local political circumstances (references to the plebiscite against a 
law of the Uruguayan government that would take place in 2022, for example).

Humour in a local key is the dominant tone in such a way that a large part of the 
humorous twists would be difficult to understand for a non-Montevidean viewer. 
The reference to a Metro in Montevideo and its 25 years works only if the absence of 
the Metro is known, the cyclical conversations about the possibility or not of build-
ing a Metro in this city, the legendary argument that the land of Montevideo would 
not allow its construction, or the discussions about a skytrain from the center of the 
city to the East. For the humour to work, it is also necessary to recognize in the imag-
es the places in the city where the fictitious stations were located (for example, in the 
Plaza Independencia where the remains of Artigas, the national hero, are located). 
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6.3. Final considerations
In the production of national television fiction, seriality has not undergone relevant 
transformations due to the effect of streaming. A quick retrospective look shows that 
long narratives have not been the norm in Uruguayan productions. In the last two 
decades, two moments of greater productivity can be identified: one between 1999 
and 2004 and another between 2009 and 2013. In the first one, the longer fiction 
was the soap opera Constructores (2003) with 35 episodes, followed by Mañana será 
otro día (2002) with 24 episodes on Canal 4. The second one corresponds to the 
three longest-running fictions of the last 23 years: Dance (2011) with 80 episodes, 
the second season of Porque te quiero así (2011) with 40 and the sitcom Bienes Ga-
nanciales (2012) that came to have 66 episodes, from Saeta Canal 10. Of a total of 
37 titles, only these five had a relatively extended seriality. Instead, the usual serial 
model has been between 13 and five chapters or episodes. The explanation for this 
trend of making short narratives is basically due to production costs and limited fi-
nancing resources. Private investments have been sporadic, trying different business 
models, without finding a formula that would make them sustainable. On the other 
hand, the television fictions of the last seven years have been produced with a small 
amount of public funds, affecting both the number of chapters and the duration of 
each one. The exhibition screens have been public television stations, without sub-
sequent commercialization, which closed the way to a certain recovery for reinvest-
ment in new projects.

The forms of seriality adopted by the two fictions released in 2021, Temporario 
and Metro de Montevideo, have had similar manifestations before the installation of 
the phenomenon of streaming and video on demand. Thus, the anthology modality 
had precedents such as 8x8 (2004, Detaquito, Canal 4) with eight chapters, Diez 
Mandamientos (2004 Canal 10), Adicciones (2011, Canal 12).

As for Metro de Montevideo, the short mockumentary has had a constant pres-
ence in fictions produced with public funds in the last ten years and also in some 
webseries (Sánchez Vilela, 2019). The clearest precedents have been REC, Una serie 
casera (2012) with nine chapters and El Mundo de los Videos (2017) with five chap-
ters, both fictions using public funds, as well as the two cases that we analyze here. In 
short, the duration of the chapters and their low number seem to respond to limited 
budgets, rather than to the trends present on the platforms.

The year 2021 was a critical one, the worst, of the covid pandemic in Uruguay. 
There is no study of cultural consumption and entertainment that provide informa-
tion that contextualizes the place of broadcast television in that year.

However -and as a synthesis- we were able to verify that the displacement of tele-
vision fiction to marginal areas in broadcast television for the benefit of other types of 
television consumption is confirmed. Fiction on broadcast television is not only mar-
ginal, but has also lost relevance in terms of audiences to the benefit of other genres.
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A contradiction becomes evident: while the production and co-production of 
content for the world increases (films, series, advertising) and global audiovisual 
management and trade networks are put into operation, national fiction on televi-
sion remains stagnant.
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 Introduction
2021 was characterized by an increment of reruns, especially those of fiction series 
nationally produced in the ‘90s, which evidences, once again, the recession of the 
television industry in Venezuela, and one of the reasons why audiences are migrat-
ing to other platforms. An unprecedented event also occurred in national television, 
the miniseries Carabobo Caminos de Libertad, which was simultaneously broadcast 
by seven TV stations (five state-owned and two private), and through the web page 
www.carabobocaminosdelibertad.com, as part of a government strategy.   Some in-
dependent audiovisual productions stood out, like Vivir y Convivir en Venezuela, 
that, through the narration of the everyday life of a Venezuelan family, sends a mes-
sage of unity and hope for the country.

1. The Audiovisual Context of Venezuela in 2021
Most of the television offers in Venezuela were comprised by open signal channels 
belonging to the public sector, which contrasts with the broadcasting landscape of 
the country from the previous decade, when TV stations from the private sector 
prevailed in quantity and reach. Pay television became one of the main options for 
entertainment in the second year of the pandemic, which was characterized by the 
partial relaxation of the confinement, and the progressive incorporation of in-per-
son activities in private companies, public organizations, the banking sector, and 
others.   There was an increase in the use of streaming platforms that was favored by 
the de facto dollarization process that the Venezuela economy has suffered the last 
few years, and by the help from millions of Venezuelans that have left the country 
in search of a better quality of life, who share their accounts in these platforms with 
their family members that are still in Venezuela.  

*Traslation: Aida Montaño
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1.1 Open Television in Venezuela

Chart 1.  National open television channels and networks in Venezuela

Source: Obitel Venezuela

 
The nationwide open television offers included 22 TV channels, of which 13 corre-
spond to the public sector and nine to the private sector. No new nationwide open 
television stations were created during this year.  TV stations from the public sector 
showed a strong tendency to broadcast ideological and politically partisan contents, 
akin to Nicolás Maduro’s governmental administration.  The main TV station of the 
public sector included broadcasts that disclosed contents that criminalized oppo-
sition leaders, journalists, scholars, human rights activists, non-governmental or-
ganizations, and, in some cases, they culminated in threats to take legal action and 
various forms of intimidation. 

On the other hand, some state-owned TV stations did not comply with the quo-
tas established by the law for broadcasts aimed at children and teenagers.   Some 
TV stations from the public sector, like Ávila TV, broadcasted films and series pro-
duced by streaming platforms, or by film studios, disregarding payment protocols 
for broadcasting reproduction rights.

Graphic 1. Rating and share of TV by station (rating per household)
Graphic 1 was not made as there is no information available. Throughout 2021 the 
situation of opacity that has existed in the country in recent years worsened. Since 
the withdrawal of AGB Nielsen, the company that kept track of the rating and share 
of broadcast television, from the country, and DirecTV’s cessation of operations in 
the country in 2020, company that led the pay television market and had its own 

Private TV 
networks/channels (9) Public TV networks/channels (13) 

Canal I 123 TV 
Globovisión ALBA TV 

La Tele Tuya (TLT) ANTV - Fundación Audiovisual Nacional de 
Televisión 

Meridiano Televisión Ávila TV 
Televen ConCiencia TV 

TV Familia Corazón Llanero 
Vale TV Colombeia La televisora educativa de Venezuela 

Venevisión PDVSA TV 
Vecapo TV Tele Sur -La Nueva Televisión del Sur C.A. 

 TVES - Fundación Televisora Venezolana Social 
 TV FANB 
 Vive TV - Visión Venezolana 
 VTV - Compañía Anónima Venezolana de Televisión 

TOTAL TV NETWORKS = 0 
TOTAL TV CHANNELS = 22 
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audience measurement system, there is no company or institution that performs rat-
ing and share measurements in the country; although some advertising agencies have 
their own methodologies to measure the reach of their products and brand advertise-
ments, nevertheless, their results are reserved for internal use of these companies.

Graphic 2. Genres and hours broadcasted in TV programming

Source: Obitel Venezuela

The data presented in graphic 2 were obtained by analyzing throughout a month 
the TV programming of two private open television channels, Venevisión, and 
Televen, and the state-owned channel TVes. It is evident that serialized fiction in 
2021 (mainly represented by telenovelas and series) still holds significant weight 
within television programming, followed by the broadcasts of programs dedicated 
to entertainment, among which magazines and talk shows stand out, with infor-
mative programs in third place. Regarding the previous year, the topics shown on 
the TV guide of these channels have not undergone considerable changes, but the 
inclusion of more educational programs for children stands out, as a result of the 
confinement caused by COVID-19.

1.2. Venezuelan Pay TV and VoD platforms in 2021
According to the latest report of the National Telecommunications Commission (Co-
natel), which was published in March 20221, for the fourth quarter of 2020, Venezuela’s 
pay TV sector had a reduction in the annual subscriber base of 24.77% in relation to 
the end of 2019, standing at 3,270,352 subscribers. This is mainly due to the cessa-
tion of DirecTV’s operations in the country in 2020, the company was a subscrip-
tion television that was the market leader, and although SimpleTV took over a large 
part of their former subscribers, it did not manage to capture all of its subscrib-
ers. Thus, the market distribution of pay TV companies that operate in the country 

1 Conatel’s report was published in 2022 but data is from 2020, that is, the report is two years late and 
is the most recent information on pay TV and VoD platforms, which shows the delay in publishing 
statistics on the telecommunications sector and the agency’s refusal to transparently publish infor-
mation on the granting of licenses for the exploitation of radio spectrum.

Genres broadcasted   % 
Informational 12.7 

Fiction 34.4 
Entertainment 32.6 

Religious 1.1 
Sports 1.3 

Educational 6.1 
Political 4.6 

Other 7.2 
TOTAL 100 
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was distributed as follows: SimpleTV 34.81%; CANTV 15.60%; Intercable 15.28%; 
Telefónica 7.93%; Netuno 5.58%; and others 22.81%, 59.55% being for service pro-
vided by satellite, and 40.45% for cable.

On the other hand, at the beginning of 2021, the government launched, with the 
help of Conatel, the Open Satellite Television (FTA) project, with the objective of 
offering Venezuelans satellite television free of charge. In the beginning, this service 
had 43 TV channels, mostly state-owned, and 12 radio stations.  Even though the 
FTA service is free of charge, in order to enjoy it, it is necessary to acquire a kit, 
which, at the time it launched, had a price of $63.35, a relatively high price if we take 
into consideration the country’s minimum wage at the time, which was $1.5, and for 
the second quarter of 2022 it reached an amount of approximately $25. Although 
the different subscription-based TV services offer a wide range of national and in-
ternational channels and varied programming, it is not possible to determine which 
of the channels offered by the different pay TV companies are the most watched, due 
to the lack of measurement companies in the country.

Chart 2. Pay TV channels in Venezuela

Source: Obitel Venezuela

Chart 3. VoD in Venezuela

Source: Obitel Venezuela

10 most watched pay TV channels in Venezuela 

Channel Genre Origin Household 
rating 

VePlus Entertainment Venezuela - 

IVC Entertainment Venezuela - 

Sun Channel Tourism Venezuela - 

 

Main active VoD platforms in 2021 

Netflix (Capital Group Companies), 
Amazon Prime Video (Amazon), 

Disney+ (The Walt Disney Company), 
HBO Max (Warner Bros), STAR+ 
(The Walt Disney Company), Vivo 

Play (Vivoplay Holding Inc) 

TOTAL: 6 
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Chart 3 shows an increase in streaming services in the country, which was favored 
by the confinement caused by the Covid-19 pandemic, in which these services be-
came an entertainment option. Despite the fact that Venezuela continues to be one 
of the countries with the worst internet connection, many opted to consume content 
from platforms such as Netflix, Amazon Prime Video and Disney+, Netflix being 
the most popular. Some of the most watched series on Netflix in 2021 were: Pablo 
Escobar: El Patrón del Mal (2012), Yo Soy Betty, la Fea (1999); 100 Días Para En-
amorarnos (2020); El Cartel de los Sapos: El Origen (2021); ¿Quién Mató a Sara? 
(2021); Squid Game (2021); New Amsterdam (2018); El Final del Paraíso (2019); 
Lupin (2021), and Sin Senos sí Hay Paraíso (2016). 

1.3. Independent television fiction production companies
Among the positive aspects left by the serious economic crisis that Venezuela is 

going through, we can name the efforts that Venezuelan audiovisual creators have 
made to generate content, although many of their productions are not consumed 
by a large number of people because they do not have the necessary resources for 
adequate advertisement and distribution. The majority of independent production 
companies that were active in 2021, are small initiatives that managed to exhibit 
their productions in apps such as YouTube, Facebook, and Instagram. Among the 
standout producers are La Caja de Fósforos, with two web series: the series Bicho 
Raro -directed by Ricardo Nortier- that’s looking to show the complexities of human 
relationships; and Lockdown -also written and directed by Ricardo Nortier- a dys-
topian comedy with tinges of dark humor and bitter irony that talk about topics 
related to the Venezuelan reality. Another standout producer is Alfonzo Iannucci, 
with the web series Mientras Tanto y por Si Acaso, made up of eight episodes that 
narrate the story of Alonso, a Venezuelan immigrant that, after ten years in Spain, 
he’s not yet established; on the other hand, Weapon Klath Film continued with Deal-
ers, a series that bring light to the experiences of gangs that compete with each other 
for control of drug trafficking, weapons and power. 

In a similar vein, Moisés Escandel and Ronald Ron produce the crime series 
B.R.I., a story that narrates the journey of an Immediate Response Brigade whose 
objective is to fight against a gang of paramilitaries, and, finally, the Laboratorio de 
Cultura Visual y Digital, of the Instituto de Investigaciones de la Comunicación of 
the Central University of Venezuela (UCV), in conjunction with the Observato-
rio Global de Comunicación y Democracia (OGCD), produce the web series Vivir 
y Convivir en Venezuela, a dramatic comedy written by playwright Martin Hahn, 
whose main purpose is to raise a message that allows the reunion and highlight the 
values that unite us as Venezuelans.
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1.4 Sources of Financing for the Audiovisual Sector
During 2021, the governmental agency Conatel, through the Fondo de Responsabil-
idad Social, whose funds come from the contribution of radio and television oper-
ators, kept open the reception of audiovisual production and research projects, to 
opt for funding in order to diversify radio and television content, support Venezue-
lan talent, and promote the values of national culture, according to the agency itself. 
This fund and the Ibermedia Program financed the film Kaporito, a 3D animated 
documentary that addresses the issue of preventing the hunting of the spectacled 
bear, a species that inhabits the Venezuelan Andes. The Fondo de Responsabilidad 
Social also financed the film Operación Orión, which tells the story of an alleged as-
sassination attempt in 2004 by alleged paramilitaries against the late President Hugo 
Chávez. The film premiered in Venezuelan cinemas in November 2021. 

In the same year, the online platform Venezuela Estrena (http://edu.venezuel-
aestrena.com/) launched, promoted by the Universidad Audiovisual de Venezuela, 
a private institution of higher education, that offers training workshops about au-
diovisual production that are supported by the Fondo de Responsabilidad Social 
and Conatel as an initiative to promote national audiovisual productions. Finally, 
one of the most important fiction series shown on TV was Carabobo Caminos de 
Libertad, which was publicly funded, and produced by the state-owned Villa del 
Cine. In contrast to this, we can find the low-cost independent fiction, Vivir y Con-
vivir en Venezuela, which was financed by donations and had the support of the In-
stituto de Investigaciones de la Comunicación (ININCO) of the Central University 
of Venezuela (UCV) and the Observatorio Global de Comunicación y Democracia, 
as well as the participation of UCV students. 

1.5. Communication Policies
At the beginning of the year, the National Assembly of Venezuela (legislative branch) 
announced a Legislative Plan that included a proposal to reform the Law on Social 
Responsibility in Radio, Television, and Electronic Media, in which the addition 
of a chapter about social media and social responsibility on these platforms was 
planned. And, although the Conatel and the Comisión Permanente del Poder Popu-
lar y Comunicación of the National Assembly of Venezuela held working groups to 
discuss the reform of the Law, by the end of the year it had not been finalized. 

The National Assembly approved the Transparency and Access to Information 
of Public Interest Law that came into effect on September 20th, 2021. While the law 
has as an objective to guarantee the right to access public information, it establishes 
restrictions for this law that are contrary to the international standards.  The law 
contemplates the possibility that public officials can deny, totally or partially, the 
information requested (Articles 7 and 11). In spite of the entry into effect of this 
law, the topic of media opacity in public management prevailed and worsened in the 

http://edu.venezuelaestrena.com/
http://edu.venezuelaestrena.com/
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country. Similarly, the reform of the Providencia Administrativa para el Servicio de 
Televisión por Suscripción was promoted, and it has as its objective to define quality 
parameters for this type of service. 

In 2021, the policy of openness and investment undertaken by the executive 
branch to diversify internet access stood out. Conatel granted licenses to private 
companies to offer Internet service (satellite or optical fiber) in some zones of the 
country, which contributed to the diversification of the market. While the state-run 
Compañía Anónima Nacional de Teléfonos de Venezuela (CANTV), the main tele-
phone and landline Internet operator, began a process of technological transition to 
replace copper cables with optical fiber, with the purpose to improve the quality and 
speed of the Internet connection. 

1.6. Digital and Mobile Connectivity Infrastructure
Due to the COVID-19 pandemic, during 2021, consumer practices related to enter-
tainment were marked by prolonged screen usage (TV, smartphones, tablets, Smart 
TV, PC), since they’ve become the ideal space to satisfy entertainment, information-
al and educational needs in a big part of the population; this way, many activities 
that were done in a physical environment began to be done virtually;  however, in 
Venezuela’s case, this reality continued stumbling along the way, that being because 
Venezuela is still on the list of countries with the slowest Internet connections. 

We Are Social and Hootsuite’s annual report (2021) revealed that Internet speed 
in the country fell 10.4%, specifying that download speed is 7.48 megabytes per sec-
ond (Mbps), when the world average is 42.1 Mbps. Without a doubt, this shows that 
the socioeconomic problems and the lack of infrastructure development negatively 
impact the provision of service. Nevertheless, it is interesting to note that, currently, 
the fixed connection is 11.87 Mbps, which represents an increase over the previous 
year, and it is due to an expansion of Internet service options through optical fiber, a 
service that can only be enjoyed by users with high purchasing power.

To the above, it is pertinent to add that the same report indicates that by 2021, 
79.6% (22.73 million users) will have a mobile connection, mainly from the compa-
nies Movistar, Digitel and Movilnet, but there was a 2% drop in users (471,000). It 
is also important to highlight that not all mobile users have an Internet connection 
in their phones. In this sense, Conatel, in its 2020 year-end report, showed that only 
16,543,805 mobile telephone lines were in use, and that the number of smartphones 
(with internet access) was 13,979,091.

In relation to the fixed broadband internet connection in homes, Conatel indi-
cated that, by the end of 2020, the number of subscribers was 2,582,334 (Conatel, 
2022), for an estimated 8,338,635 households according to the population projec-
tion of the Instituto Nacional de Estadística (Ministerio del Poder Popular para la 
Planificación, 2021, p. 63), which implies that only 30% of households in Venezuela 
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have access to fixed internet. On the other hand, according to the We Are Social and 
Hootsuite’s (2021) annual report, 14 million users in Venezuela stayed active on so-
cial media (49% of the population), which represents an increase of 2 million users 
compared to the previous year, and the favorite devices to log into social media were 
mobile; being 12.12 million users (86.6%) who are active through their cell phones, 
and the three most used apps by the users are: YouTube, Facebook e Instagram. In 
regards to YouTube, users mainly log in to watch music videos, reggaeton, salsa, and 
vallenato being the predominant genres. On average, users dedicate seven hours 
to being connected to the Internet: a little more than three hours are dedicated to 
watching series and movies on streaming platforms, two hours and 25 minutes to 
social media, two hours for reading news online, an hour and 31 minutes for lis-
tening to music (on streaming platforms), an hour and 12 minutes to playing video 
games on consoles, an hour for listening to the radio, and 54 minutes for listening to 
podcasts, a type of media that has become stronger in the last few years. 

2. Analysis of the Year: National and Ibero-American Premiere 
Fiction on Broadcast TV

TABLE 1. Premiere fiction shown in 2021 
(national, foreign Obitel titles, and co-productions)

2

Source: Obitel Venezuela
2 Even when the premiere of Carabobo Caminos de Libertad is mentioned seven times, in the following 
tables it will be counted once so as not to alter the results of the investigation.

 
NEW NATIONAL TITLES - 3 

 
NEW FOREIGN TITLES - 14 

Televen 
 
Venevisión 

1. Libres como el viento (Telenovela) 1. Tanto Amor (Telenovela-Mexico) 

2. Angélica Pecado (Telenovela) 
2. Dinastía: Cuando Canta el Corazón 
(Telenovela–Colombia) 

3. Carabobo Caminos de Libertad (Miniseries) 2 3. Amar y Vivir (Telenovela-Mexico) 

Tves 
4. Súbete a mi Moto (Series–United States–Puerto 
Rico) 

4. Carabobo Caminos de Libertad (Miniseries) 5. La Loba (Telenovela–Colombia) 
 
VTV Televen 

5. Carabobo Caminos de Libertad (Miniseries) 
6. UEPA! Un Escenario Para Amar (Telenovela-
Colombia) 

Vive TV 
7. 100 Días para Enamorarnos (Telenovela–
United States) 

6. Carabobo Caminos de Libertad (Miniseries) 8. Esmeralda (Series-Brazil) 
Vecapo TV 9. Los Briceño (Telenovela-Colombia) 

7. Carabobo Caminos de Libertad (Miniseries) 
10. Francisco el Matemático (Telenovela-
Colombia) 

TV FANB 
11. La Venganza de Analía (Telenovela-
Colombia) 

8. Carabobo Caminos de Libertad (Miniseries) 12. Pantanal (Telenovela-Brazil) 
ANTV 13. Pa´quererte (Telenovela-Colombia) 
9. Carabobo Caminos de Libertad (Miniseries) 14. Vencer el Desamor (Telenovela-Mexico) 
CO-PRODUCTIONS - 0 12. Rosario Tijeras (Telenovela-Mexico) 
 CO-PRODUCTIONS - 0 
 TOTAL OF NEW OBITEL TITLES - 17 
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As it was mentioned, the miniseries Carabobo Caminos de Libertad, premiered si-
multaneously on seven TV stations, five state-owned (TVES, VTV, Vive TV, TV 
Fanb, ANTV), and two private (Televen y Vepaco TV), and through their website, 
an event that Monsalve (2021) defines as “a putsch against the cinematographic in-
stitutions of the country […]  renaming it as […] ‘Caminos de esclavitud’” (p.24), 
because the cost of the miniseries “ate the funds […]  that before used to allow the 
conception of at least ten to fifteen films” (p. 25). It should be noted that the tele-
novelas Libres Como el Viento and Angélica Pecado, although they correspond to the 
2021 premieres, were previously released. Ando so, the first mentioned was broad-
casted in 2009 by RCTV International, that broadcasted through pay TV services, 
but ceased their transmissions in the country in 2009 after Conatel tried to force it 
to register upon the agency and to comply to the provisions of the Law on Social 
Responsibility in Radio, Television and Electronic Media, even though it was an 
international channel. As a result, audiences were unable to watch the final episode 
of the telenovela Libres Como el Viento, which was to be broadcast on the same day 
of the closing. 

Angélica Pecado was also a RCTV production, broadcasted by the channel during 
the years 2000 and 2001. Both telenovelas premiered on Televen in 2021, which 
indicated that the production capacity of private television stations has declined to 
such an extent that the only premiere produced this year was in the hands of the 
national government. 

TABLE 1b. Exhibition of new titles during 2021 
(domestic, foreign Obitel titles and co-productions)

Source: Obitel Venezuela

 
RE-RELEASED NATIONAL TITLES – 10  

 
RE-RELEASED FOREIGN TITLES – 12 

Venevisión 
 
Venevisión 

1. Jugando a Ganar (Series) 1. Amor Mío (Telenovela-Mexico) 

2. A Todo Corazón (Series) 
2. Así en el Barrio Como en el Cielo (Telenovela–
Mexico) 

3. Ka Ina (Telenovela) 3. Travesuras del Corazón (Telenovela–Mexico) 
4. Natalia del Mar (Telenovela) 4. Vecinos (Telenovela – Colombia) 
5. ¡Qué Clase de Amor! (Series) 5. Nuevo Rico Nuevo Pobre (Series–Colombia) 
6. De Sol a Sol (Series) 6. Carita de Ángel (Telenovela–Brazil) 
7. El Poder de Géminis (Series) 7. La Reina del Flow (Telenovela - Colombia) 
8. Carolay (Series) Televen 
Televen 8. Lo Imperdonable (Telenovela - Mexico) 
9. Guayoyo Express (Telenovela) 9. Tu Voz Estéreo (Telenovela–Colombia) 

10. Eneamigas (Telenovela) 
10. Diomedes el Cacique de la Junta (Series - 
Colombia) 

 11. La Otra Cara del Alma (Telenovela-Mexico) 
 12. Carrusel (Telenovela-Brazil) 

 
TOTAL OF RE-RELEASED OBITEL 
TITLES: 22 
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This year, re-releases were relevant in Venezuelan television. Motivated by the ab-
sence of national productions, Venevisión resorted to titles more than 20 years old; 
such is the case of Ka Ina (1995), De Sol a Sol (1996), Jugando a Ganar (1998) and El 
Poder de Géminis (1999).  Mine while, Televen rebroadcasted the telenovela Guayoyo 
Express (2005), and Eneamigas (2019), which the rebroadcast year after year. In this 
regard, it should be noted that, through an analysis of social media, it was possible 
to observe constant criticism from audiences to television stations for repeating the 
same programs at different times.

TABLE 2. Premiering National Fiction 

Source: Obitel Venezuela

As it is shown in table 2, the production capacity in Venezuela has decreased in the 
last few years, even when there’s an increase in 2021 of three titles, in reality, only 
one of them is a new production, as it was mentioned.  

TABLE 3. Formats of national fiction premieres

Source: Obitel Venezuela

Telenovelas and series lead the formats for national fiction premieres, nonetheless, 
telenovelas continue processing, throughout a five-year period, the most broad-
casting hours. 

Year Titles Episodes Hours 
2017 4 519 515:00 
2018 1 60 60:00 
2019 2 35 35:00 
2020 1 4 3:00 
2021 3 306 306:00 

 

Format 
Titles Hours 

2017 2018 2019 2020 2021 2017 2018 2019 2020 2021 
Telenovela 2 1 0 0 2 246:00 60:00 0:00 0:00 300:00 
Series 2 0 2 1 0 269:00 0:00 35:00 3:00 0:00 
Miniseries 0 0 0 0 1 0:00 0:00 0:00 0:00 6:00 
Sitcom 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Unitary 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Docudrama 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
Other 0 0 0 0 0 0:00 0:00 0:00 0:00 0:00 
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TABLE 4. Premiering fiction exhibited in 2021: Venezuela

Source: Obitel Venezuela

During 2021, 18 titles were exhibited, three national and 15 foreign. Colombian 
productions lead the number of fictions shown, with 7 titles, followed by Mexico 
with 4 productions, and finally, the United States and Brazil with 2 titles each, i.e., 
79% of the hours of fiction broadcast correspond to foreign productions and only 
21% to national fiction.

TABLE 5. National and Obitel fiction formats exhibited in 2021

Source: Obitel Venezuela

Table 5 shows that a larger number of fictions linked to Obitel titles premiered and 
were exhibited, compared to national titles, this being the result of the socio political 
and economic context that has been negatively affecting the sector for several years.  

 

Country Titles % Hours % 
NATIONAL 3 17 360:00 21 
OBITEL COUNTRIES (total) 15 83 1386:00 79 
Argentina 0 0 0:00 0 
Brazil 2 11 335:00 19 
Chile 0 0 0:00 0 
Colombia 7 39 665:00 38 
Ecuador  0 0 0:00 0 
Spain 0 0 0:00 0 
Hispanic U.S. 2 11 120:00 7 
Mexico 4 22 266:00 15 
Peru 0 0 0:00 0 
Portugal 0 0 0:00 0 
Uruguay 0 0 0:00 0 
Venezuela 3 17 360:00 21 
CO-PRODUCTIONS (total) 0 0 0:00 0 
National co-productions 0 0 0:00 0 
Co-productions Obitel countries 0 0 0:00 0 
TOTAL 18 100 1746:00 100 

 
 

TABLE 5. National and Obitel fiction formats exhibited in 2021 
 
 

Format 
Titles Hours 

National % Obitel titles % National % Obitel titles % 
Telenovela 2 67 12 80 354:00 98.33 1177:00 84.92 
Series 0 0 3 20 0:00 0 209:00 15.08 
Miniseries 1 33 0 0 6:00 1.67 0:00 0 
Sitcom 0 0 0 0 0:00 0 0:00 0 
Unitary 0 0 0 0 0:00 0 0:00 0 
Docudrama 0 0 0 0 0:00 0 0:00 0 
Other 0 0 0 0 0:00 0 0:00 0 
Total 3 100 15 100 360:00 100 1386:00 100 
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On the other hand, it should be noted that, for the second consecutive year -in 
the absence of AGB Nielsen-, Venezuela’s research team designed an online survey 
to draw up the list of the ten most watched titles. This way, 76 people from the states 
of Anzoátegui, Aragua, Cojedes, Guárico, Miranda, and Distrito Capital answered 
the survey, which asked for their age and gender, and presented them, for their rank-
ing, a list comprised of national new releases and re-releases broadcasted during the 
year on open TV. The survey was made in the platform TypeForm and sent through 
different groups and mailing lists via WhatsApp. For the purposes of this analysis, 
50 of the 76 surveys were considered, given that the others responded that they did 
not watch open television.

Those 50 validated surveys were done by 33 women and 17 men, form ages 13 to 
70, whom, with their answers, position Carrusel, the Brazilian re-release broadcast-
ed by Televen, in the first place of the top ten, and placed Natalia del Mar, a national 
re-release on Venevisión, in last place. The other eight titles in this informal ranking 
were, in descending order: Tu Voz Estéreo, Nuevo Rico Nuevo Pobre, Ka Ina, De Sol 
a Sol, Pantanal, Vecinos, La Reina del Flow y Jugando a Ganar.

TABLE 6. 10 Most Viewed Titles

Source: Obitel Venezuela
(*) National production, (**): Started broadcasting in 2020 and through 2021

TABLE 6. 10 Most Viewed Titles 
 
 

Titles Channel Production 
(Country) Format/genre 

No. of 
ch/ep 

in 
2021 

Timeslot Rating Share 

1 Carrusel Televen SBT (BR) Telenovela/Comedy 50 Afternoon - - 

2 Tu Voz 
Estéreo Televen 

Caracol 
Televisión 

(CO) 
Series/Comedy 195 Afternoon - - 

3 

Nuevo 
Rico 

Nuevo 
Pobre 

Venevisión 
Caracol 

Televisión 
(CO) 

Telenovela/Dramatic 
comedy 114 Prime time - - 

4 Ka Ina 
* Venevisión Venevisión 

(VE) Telenovela/Drama 164 Evening - - 

5 
De Sol a 

Sol 
* 

Venevisión Venevisión 
(VE) 

Series/Musical 
Comedy 10 Morning - - 

6 Pantanal Televen Rede TV 
(BR) Telenovela/Drama 105 Evening - - 

7 Vecinos Venevisión 
Caracol 

Televisión 
(CO) 

Telenovela/Comedy 50 Prime time - - 

8 
La Reina 
del Flow 

** 
Venevisión 

Teleset y 
Sony 

Pictures 
Television 

(CO) 

Series/Musical 
comedy 65 Prime time - - 

9 
Jugando a 

Ganar 
* 

Venevisión Venevisión 
(VE) 

Series/Musical 
comedy 17 Morning - - 

10 
Natalia 
del Mar 

** 
Venevisión Venevisión 

(VE) Telenovela/Drama 23 Afternoon - - 

Total of national productions: 4  Foreign original scripts:6 
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Unlike the survey done last year, which showed that the most watched fictions 
during 2020 were foreign titles, in 2021, seven of the 10 most watched titles in the 
country were national re-releases. According to the answers of the survey done by 
the research team, the four leading titles in the top most watched are:  Ka Ina, De 
Sol a Sol, Jugando a Ganar y Natalia del Mar, all from Venevisión, and the majority 
being ‘90s productions.

TABLE 6a: 10 Most Watched National Titles

Source: Obitel Venezuela
(*): Broadcast began in 2020 and moved to 2021.

The miniseries Carabobo Caminos de Libertad was placed last in this national rank-
ing. The other five national titles that made up this list were: Angélica Pecado, A Todo 
Corazón, Qué Clase de Amor, El Amor Las Vuelve Locas y Libres Como El Viento.  
Moreover, seven of the most watched national titles were rebroadcasts from Ven-
evisión, and two from Televen, while only one of them was a new release. It’s quite 
interesting that, for the first time, four national titles that broadcast in the morning 
timeslot ranked in the top ten.  In Venezuela, afternoons and evenings used to be the 
hours of highest viewing of fiction shown on open TV. 

TABLE 6a: 10 Most Watched National Titles 
  

Titles Channel Production 
(Country) Format/genre 

No. of 
ch/ep in 

2021 
Timeslot Rating Share 

1 Ka Ina  Venevisión Venevisión 
(VE) Telenovela/Drama 164 Evening - - 

2 De Sol a Sol Venevisión Venevisión 
(VE) 

Series/Musical 
comedy 10 Morning - - 

3 Jugando a 
Ganar Venevisión Venevisión 

(VE) 
Series/Musical 

comedy 17 Morning - - 

4 Natalia del 
Mar Venevisión Venevisión 

(VE) Telenovela/Drama 23* Afternoon - - 

5 Angélica 
Pecado Televen RCTV (VE) Telenovela/drama 150 Afternoon - - 

6 A Todo 
Corazón Venevisión Venevisión 

(VE) Telenovela/Drama 120* Morning - - 

7 Qué Clase de 
Amor Venevisión 

BCC 
Producciones 
Venevisión 

International 
Productions 

(VE) 

Telenovela/Drama 80* Morning - - 

8 El Amor las 
Vuelve Locas Venevisión Venevisión 

(VE) Telenovela/Drama 150 Afternoon - - 

9 Libres Como el 
Viento Televen RCTV (VE) Telenovela/Drama 118 Afternoon - - 

10 
Carabobo 

Caminos de 
Libertad 

TVES 
Fundación 
Villa del 

Cine (VE) Miniseries/historical 
6 Evening - - 

Total of national productions: 10  Foreign original scripts:6 0 
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TABLE 7. Audience profile of the top 10 most watched titles: 
gender, age, socioeconomic status

Source: Obitel Venezuela

The majority of the people that answered the survey were female, hence, in the re-
sults, the 10 most watched titles of the year were mostly watched by women. Thus, 
the total proportion of surveyed men and women was, in general, similar to the pro-
portions of sexes in each one of the most watched titles. Nevertheless, it is important 
to highlight that Nuevo Rico was the title most watched by men (42%), while Natalia 
del Mar was the most watched by women (74%). These two productions are the ones 
that break the proportionality of sexes trend, as the rest of the titles on the top ten 
were watched between 64% and 69% of women and 31% and 38% of men.

Something similar happened with the age ranges: the majority of the people sur-
veyed belonged to age ranges from 25-34, 35-49, and 50-64, resulting in the top ten 
most watched titles being, overall, by people in those age ranges. The best ranked 
title by the surveyed aged between 18 and 24 years old was Tu Voz Estéreo; Nuevo 
Rico Nuevo Pobre and De Sol a Sol were preferred by people between the ages of 25 
and 34; Ka Ina was positioned in the age ranges of 35-49 and 50-64 and Pantanal 
was the most voted by the age range of 65 and older.

 
 

Titles Channel Sex % GSE% 
Women Men ABC1 C2 C3 D 

1 Carrusel Televen 66 34 - - - - 
2 Tu Voz Estéreo Televen 69 31 - - - - 

3 Nuevo Rico Nuevo 
Pobre Venevisión 58 42 - - - - 

4 Ka Ina Venevisión 67 33 - - - - 
5 De Sol a Sol Venevisión 67 33 - - - - 
6 Pantanal Televen 64 38 - - - - 
7 Vecinos Venevisión 68 32 - - - - 
8 La Reina del Flow Venevisión 68 32 - - - - 
9 Jugando a Ganar Venevisión 67 33 - - - - 
10 Natalia del Mar Venevisión 74 26 - - - - 

Titles 
Age % 

04 - 12 13-17 18-24 25-34 35-
49 50-64 65-+ 

1 Carrusel 0 3 7 24 28 34 3 
2 Tu Voz Estéreo 0 3 10 38 24 21 3 

3 Nuevo Rico Nuevo 
Pobre 0 4 8 46 21 21 0 

4 Kaina 0 0 8 21 33 38 0 
5 De Sol a Sol 0 0 8 46 21 25 0 
6 Pantanal 0 0 8 28 20 32 12 
7 Vecinos 0 5 9 32 18 36 0 
8 La Reina del Flow 0 5 9 36 27 18 5 
9 Jugando a Ganar 0 0 5 38 29 24 5 
10 Natalia del Mar 0 0 11 33 17 39 0 
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3. VoD Monitoring 2021 
Among the different changes that the pandemic brought with it we can find the mi-
gration of audiences to other platforms to enjoy various types of audiovisual content. 
Since 2020, Venezuelans consume more services from streaming platforms more 
and more. Furthermore, the withdrawal of DirecTV (which caused the decrease of 
channels on pay TV services), accelerated this phenomenon, i.e., both the pandemic 
and the cessation of DirecTV’s operations opened up new options in terms of tele-
vision entertainment, with streaming platforms currently being the best option for 
Venezuelans, since they offer users unlimited access to diverse content through a 
monthly subscription.

3.1. Market of VoD platforms
Regarding VoD platforms, there are plenty and varied offers worldwide. In Vene-
zuela’s case, it may be difficult to acquire these services, so users opt for enjoying 
streaming through popular services like Netflix, Disney+, and Amazon Prime Vid-
eo, as they are the platforms that offer the greatest variety and volume of production. 
Netflix leads the ranking with 208 million users and it is followed by Amazon Prime 
Video with 200 million, and, in third place it is Disney+ with 102 million users 
worldwide (Monitor Dólar, 2021). Even though Venezuela has one of the slowest In-
ternet connections in the world, it has not been an impediment for people to enjoy 
VoD platforms.

At least 7 out of 10 Venezuelans own an Internet service provided by “mobile 
operators like Digitel, Movistar, or even Movilnet, through an ISP like Cantv, Inter, 
NetUno, Airtek, Fibex, SuperCable and other companies that provide their Internet 
services” (Arepa Tecnológica, 2021, s.p).  This is interesting because Venezuela had 
been characterized by its fidelity to satellite television for more than 20 years, but 
the streaming revolution has made a strong entrance in the country. Still, to be able 
to enjoy these services, Venezuelan users have to figure out ways to do so, often re-
sorting to multiple alternatives, even though the easiest way is paying for the service 
with a credit card, it is almost impossible for the common citizen, due to regulations 
that limit the operations of these cards.

As a result of these barriers for obtaining memberships directly from the site, an 
informal market emerged that sells accounts and screens that allow some Venezue-
lans to obtain memberships for resale and profit, with certain technical knowledge 
and digital tools. This trend has gained popularity and most of the market for these 
platforms in Venezuela has been outsourced (Contreras, 2021). The truth is that 
there is an evident change in the television consumption of Venezuelans.

Although there is opacity in media and difficulties to access accurate statistics on 
the number of users on the platforms that broadcast content via streaming; the por-
tal Arepa Tecnológica conducted surveys through social media to their followers, 
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to have an approximation; these reveal interesting data: 54% of Venezuelan users 
surveyed through the portal have a Netflix account, followed by Amazon Prime 
Video with 14%, and Disney+ in third place with 6% of users. The 24% left prefer 
using Youtube and/or websites where they can download movies or series illegally 
(Arepa Tecnológica, 2021). These data reveal a growth in the number of users of 
these platforms.

In the particular case of Latin-American streaming platforms, the most popu-
lar is Vivo Play, however, this service, for Venezuelans, is still blocked since April 
2017 by Conatel; it can only be accessed by changing the IP address of the devices 
to be able to enjoy channels such as: Antena 3, Telemundo Internacional, A&E, 
SYFY, WB TV, Sony Channel, RCN Novelas, and others. Serial fiction produc-
tions broadcasted by this platform are primarily international. In addition to be-
ing blocked, to enjoy this service the user also has to pay for a subscription, which 
in 2021 had a price of $5.99.

On the other hand, RCTV Producciones, belonging to Empresa 1BC, bets on 
international streaming services for the broadcasting of its productions, which can 
be found on platforms such as Prende.tv, Tubi, Vix, Canela.tv and Amazon Prime 
Video, although most of these productions are of long standing. In 2021, the plat-
form Cine Mestizo was launched, and it is the only one dedicated to the exhibition 
of important Venezuelan films; thus far it has registered 4,000 monthly visits and has 
80 Venezuelan films, which the most recent are: Un País Llamado el Pez que Fuma, 
Once Upon a Time in Venezuela, Atacama y Los Imperdonables, all from 2020. 

3.2. Analysis of VoD in 2021: Premiering National and Ibero-American Fiction 
The consumption of streaming services continues to rise, but national productions 
on these platforms are scarce. As table 8 shows, there were no national productions 
or co-productions in 2021. The majority of Venezuelan productions offered on VoD 
platforms are from years before 2021 and among them, telenovelas stand out. For 
example, Amazon Prime Video expanded its telenovela catalog with productions 
from the network Venevisión, such as:  Natalia del Mar (2011-2012), Un Esposo Para 
Estela (2009-2010), Válgame Dios (2012) and Las Amazonas (1985). Other Venezu-
elan productions that were already on the platform are:  Para Verte Mejor (2017), 
Amor Secreto (2016), Los Secretos de Lucía (2014), Corazón Esmeralda (2014) and 
Ka Ina (1995). We can also find from the production company RCTV the telenovela 
Ellas Aman, Ellos Mienten (2018) and the series Almas en Pena (2020).
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Table 8. National fiction and co-productions exhibited 
in 2021 on VoD platforms

Source: Obitel Venezuela

Regarding the relationship of Venezuelans with streaming platforms, 2021 included 
Venezuelan filmmaker Joel Novoa in the direction of two chapters of the famous 
Netflix series: Cobra Kai. Novoa was in charge of directing episode 5: Match Point, 
and episode 6: Kicks Get Chicks, both from the fourth season. Moreover, several Ven-
ezuelan actors participated in various Netflix productions. Alejandro Nones starred 
in the Mexican production ¿Quién Mató a Sara? (2021); Gian Franco Rodrígues 
played Victor Hugo, designer Roen Halston’s boyfriend, in the series Halston (2021); 
Natasha Pérez played Yolanda Saldívar in Selena: la Serie (2020), and Edgar Ramírez 
starred alongside American actress Jennifer Garner in the family comedy Yes Day 
(2021), he also participated in the film Jungle Cruise (2021) of Disney+, where he 
played evil Spanish conqueror Lope de Aguirre. This shows that Venezuelan talent is 
still active in various audiovisual productions, even if they are from other latitudes.

Table 9. Premiere Fiction in VoD in 2021: Venezuela

Source: Obitel Venezuela

PREMIERING 
NATIONAL TITLES CO-PRODUCTIONS  

There were no national 
productions 

There were no co-
productions  

Total: 0 Total: 0 

 

Country Titles % 

NATIONAL (total) 0 0 
OBITEL COUNTRIES (total) 53 100 
Argentina 8 15 
Brazil 8 15 
Chile 4 7.5 
Colombia 4 7.5 
Spain 17 32 
U.S. (Hispanic production) 1 2 
Mexico 11 21 
Peru 0 0 
Portugal 0 0 
Uruguay 0 0 
Venezuela * 0 0 
Co-Productions 0 0 
Venezuela co-productions ** 0 0 
CO-PRODUCTIONS among OBITEL 
countries 0 0 
GRAND TOTAL: 53 100 
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 Although Venezuela in 2021 did not premiere any serialized fiction production on 
VoD platforms, several of the countries that make up Obitel had a noticeable partic-
ipation in Netflix, Amazon Prime Video, Disney+, HBO Max and STAR+. As table 9 
shows, Spain has the majority of titles exhibited in said platforms during 2021, with 
17 productions in total (32%), followed by Mexico with 11 productions (21%), and 
in third place Argentina and Brazil with a total of eight productions each (which 
equals 15% for each country).

Out of all the productions that premiered in 2021, the series ¿Quién Mató a Sara? 
(Mexico) and El Cartel de los Sapos: El Origen (Colombia), both broadcast on Net-
flix, ranked in Venezuela’s annual top ten (FlixPatrol, 2021). It is important to note 
that other productions that were released in years prior to 2021 were also among the 
favorites of Venezuelans, among them: Pablo Escobar: El Patrón del Mal (Colombia, 
2012); Yo Soy Betty, la Fea (Colombia, 1999); 100 Días Para Enamorarnos (United 
States, 2020) y Sin Senos Sí Hay Paraíso (United States, 2016).

4. Fiction, Interactivity, and Participation from Audiences
In Venezuela, there is a sort of established pattern when it comes to audience par-
ticipation in digital platforms: television channels invite the public to participate 
and to comment and share their content on social media (Instagram and Twitter, 
the most common), especially regarding their own productions, that generally are 
non-fiction. This is the case with morning talk shows, entertainment programs, and 
some news programs.

 In a situation in which the main national television stations do not produce fic-
tion titles, this genre has no major movement on digital platforms, not even national 
re-release titles. All this can be understood in an environment in which nation-
al television is less and less taken into account as a communicational reference by 
Venezuelans, due to censorship and self-censorship, the emigration of talents, and 
the lack of investment in the television industry, which causes the loss of quality in 
the products exhibited. If we add to this the phenomenon of audiences migrating 
to digital environments of international productions, from which Venezuela cannot 
escape due to the constant electrical outages and the low speed of Internet con-
nection, it is understandable why more than 35% of the people who answered the 
survey done by the research team to elaborate the top ten for the year answered that 
they could not watch open TV in the country during the entirety of 2021.

It is important to mention that this year a proposal for interconnectivity with the 
audiences was launched.  The only national title that premiered this year3,  Carabobo 
Caminos de Libertad, had its own website, YouTube channel, and accounts on social 
media like Facebook and Instagram. The first season of the series was promoted 
3 As it was mentioned, the other two fictions registered as a 2021 new release, correspond to fictions 
that were broadcast years ago by the vanished open TV station RCTV and were re-released in 2021 
by Televen.
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on all these platforms, publicity videos, behind-the-scenes photos, and videos were 
shared, as well as invitations from the actors to tune in to the series on the digital 
platforms and on the television stations that broadcast it. In fact, the so-called pre-
miere was done on a stream on their website. Beyond the treatment that this pro-
duction has had on the social media accounts of Tves and Televen -the two main 
networks that broadcast it open signal, it is necessary to point out that it is not 
common for a production to have its own direct platforms to promote itself and for 
the audience to interact.

The interconnectivity that the web page of the series allows with audiences is 
that they can access more details of the story, the making of on YouTube, and the 
incidental music of the production, which can be played on the site, where there 
is also the announcement that it will soon be available also in mobile applications. 
Furthermore, the website contains details of the historical figures of the plot, linked 
with the historical event of the Battle of Carabobo, one of the most important in 
the Venezuelan Independence process. It also invites users to subscribe to content 
updates via email.

On their part, the production implemented different tactics through Instagram 
to encourage movement and audience participation in the account @carabobocami-
nosdelibertad; for example, on one of the posts from September 17th they gave away 
a replica of one of the weapons used as a prop in the production.  To win, users had 
to tag a friend who would like to win the prize in the comments. They also raffled 
off a backpack in the style of the 19th century, the period of the series’ plot. This was 
also to promote the release of the making of via digital platforms. This post (a video) 
passed 4 thousand views and 300 comments.

5. Highlights of the year
In a country where the production of serialized fiction under the models imposed 
by the big industry has decreased, we have noticed in the last year some efforts 
to climb up the slope. Two proposals stand out, one done with public funding, to 
commemorate 200 years of the Battle of Carabobo, and the other, produced by the 
Universidad Central de Venezuela, along with the civil society. The first, Carabo-
bo Caminos de Libertad, highlights several aspects inside its plot: military heroism, 
warmongering, exaltation of martyrs, cult of personality, and conflict, among oth-
ers, which have been present in official audiovisual productions of a propagandistic 
nature, 4 as well as the underlying message of the necessary “civic-military union”. 
The plot, inscribed in the drama, is built through seven characters that represent 
different views on power. It was made not “just to remember an epic battle but to 
remain in the collective imagination for future generations” (Longo, 2021).

4 The use of fiction and humor as a base for government propaganda can be found in the animated 
series Super Bigote, released in December of 2021.
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Image 1. Advertisement for the miniseries Carabobo Caminos de Libertad, in: https://www.face-
book.com/miniseriecarabobocaminosdelibertad/ 

(Text in image: Pre-release June 23rd)

The series highlights the visibility of social and ethnic groups that represent the com-
position of Venezuelan society at the time, and the role of African Americans; some 
recreate historical characters and others are fictional, among them Pedro Camejo 
“Negro Primero”, Jonás Capote, Juan José Rondón, Mindola and Juana Andrea Sol-
orzano and, among the female characters, the so-called “women in uniform” such as 
Corporal Capote, who represents women who dressed up as soldiers to participate 
in the confrontations.5 It is worth noting that there is a need to include divergent 
perspectives on war, to look critically at messianic heroes, and, above all, to remem-
ber that every confrontation leaves victims and deep wounds.

The second is the original series by Martin Hahn: Vivir y Convivir en Venezuela, 
where he makes content for genres such as Edutainment to social marketing.  Fac-
ing the grand Carabobo Caminos de Libertad, this seven-episode series premiered 
at the end of the year, the first season of which was recorded in the first quarter of 
2021. It was created with the objective of generating low-cost content that is easy 
to disseminate through social and digital media. Hanh, supported by the Instituto 
de Investigaciones de la Comunicación (ININCO-UCV), the Observatorio Global 
de Comunicación y Democracia, and students from the Arts degree, UCV’s cin-
ematographic mention, he bet for a different type of content that talks about the 
Venezuelan family and its daily life, to highlight as a transversal axis the exercise of 
citizen values under the perspective of Human Rights.  

5 “The story of Corporal Capote is one of the elements of fiction that we added to the story. We de-
cided on doing it because in the field of Carabobo, 14 bodies of women who fought as soldiers were 
retrieved.  No one knew they were actually women.   And so, she represents them” (Longo, 2021). 

 

https://www.facebook.com/miniseriecarabobocaminosdelibertad/
https://www.facebook.com/miniseriecarabobocaminosdelibertad/
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Image 2. Episode 1 “Escogiendo futuros”, Web series Vivir y Convivir en Venezuela.  Source: https://
intervez.com/vivir-y-convivir-en-venezuela-un-seriado-para-la-ciudadania/ 

Photography:  Luis Rodríguez

From humor to drama, the series seeks to sow hope and maintain unity.  The starting 
point is the academic research for the development of Hahn’s own doctoral thesis, to 
which was added the work of students, journalists, filmmakers, researchers, and au-
diovisual professionals. This was done upon the lack of national productions, that goes 
further than the plots that revolve around criminal life and narco culture as a model.6 
Among the topics included were: polarization and its consequences, disbelief in elec-
toral processes and the value of voting, the role of politicians and political parties, dis-
information, hatred, forgiveness, and reconciliation, as well as the need to incorporate 
dialogue for conflict resolution. The web series was filmed with cell phones and using 
minimal resources, with the Universidad Central de Venezuela as a pivot. It is about 
the Hernández family and “their everyday life stories that tell us about coexistence 
in democracy and the resilience of our people’’. (Altuve, 2021).  Finally, during 2021, 
the promotion of the series Bloque 8 began, under the supervision of Lisandro Javier 
Aguilar (La Viuda Millonaria, 2017), which is in pre-production and is presented as a 
sitcom that has as its epicenter the life of a group of neighbors.

Image 3. Promotional material for “Bloque 8”. Source: Lisandro Aguilar
(Text in image: Original by Lisandro Aguilar)

6 During 2021, the following series were exhibited and started circulating: Dealers by LRuz WKF TV; 
No es Mentira y Así Nací by Producciones The Ken; Hijo del Diablo @PlateadoFilms - Jackson Guti-
érrez; El Complot, “Entre Dos Mundos and Campeones de Jackson Gutiérrez (as workshop products); 
El Patrón de Liosmar Vargas and Freilker Nelo (Co-production Perú-Venezuela).

 

 

https://intervez.com/vivir-y-convivir-en-venezuela-un-seriado-para-la-ciudadania/
https://intervez.com/vivir-y-convivir-en-venezuela-un-seriado-para-la-ciudadania/
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6. Theme of the Year
The format is understood as the set of invariable elements that characterize each 
series, its episodes, and the way it is produced and aired. Formats are not about the 
content but about the number of broadcasts needed to tell the story of the content. 
The genre comprises a set of formal elements that are repeated, characterizing the 
narratology of the contents.  Fiction is understood as a discourse dedicated to enter-
tainment and with situations that are the product of imagination. Fiction and genre 
share the conception of the serialized episode because they complement each other.  
This feature distinguishes and differentiates the length of the narrative of the series 
and defines its position in dayparting. 

Contrast is what defines two of the formats of the national fiction series that pre-
miered during 2021. The first, Carabobo Caminos de Libertad, is a historical saga, 
of continuous narration, with episodes linked by content and divided into 3 sea-
sons, and, since it is presented with a closed ending, it is a miniseries, although the 
division of the installments by seasons corresponds to the logic of the series. The 
second series, Vivir y Convivir en Venezuela, is based on an episodic structure of 
independent content that is linked by the same characters or themes and has no plot 
continuity.

Carabobo Caminos de Libertad has 6 episodes in the first season with 43-to-45-
minute broadcasts, and it is presented as a historical biography with fictional over-
tones format. In the case of Vivir y Convivir en Venezuela, it is framed within a 
fictionalized serial format, with an indefinite number of episodic chapters that close 
with each broadcast and the duration depends on the channel through which it is 
broadcast (YouTube, Instagram). The first season has 7 episodes that have a duration 
of between 5 to 9 minutes. 

Both productions are distinguished by the genre. In Carabobo Caminos de Lib-
ertad, its narrative construction is defined as a hybrid between fiction and the his-
torical content originating from the Battle of Carabobo, which means, there is a 
difference between the source material and the final result of the miniseries. The 
group of scriptwriters faced the difficulty of deciding the beginning of the plot and 
the conclusive moment of the selected historical segment. And although the histori-
cal facts provide enough material to narrate the episodes, it does not escape from the 
addition of the subplots, which are usually fictionalized, based on a historical fact or 
character that served as inspiration.

This dramaturgical phenomenon was described by Rodolfo Usigli (1905-1979) 
in the prologue of his play Corona de Luz (1963), as anti-historical, which translates 
into fictionalized segments of the historical narrative that respond to the laws of 
audiovisual dramaturgy with the purpose of making the original story more in-
teresting and comprehensible. This is nothing other than the narrative flexibility 
between the parts made by the historians and the fiction written by the audiovisual 
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playwrights so that the representation has a serial structure. In the case of Carabo-
bo Caminos de Libertad, we find an example in the flashback used to tell a subplot 
about Pedro Camejo or Negro Primero’s childhood.

The series Vivir y Convivir en Venezuela is framed in fiction through stories that, 
due to their format, allow them to be broadcasted through different channels or 
screens. It is considered a dramedy, a hybrid genre between drama and comedy, 
used to generate in the public a disposition to hear about topics of social importance 
through humor. This genre seeks to minimize the risks of rejection by maximizing 
the elements that have been widely proven to be a factor in the success of any se-
ries. This hybridization of genres allows us to work with edutainment as a narrative 
strategy. In this case, fragments of reality are combined with emotions and humor 
that are characteristic of Venezuelans. The audience’s attention is attracted through 
the use of melodramatic elements that seek to affect the receiver’s feelings deeply; 
furthermore, the constituent dramaturgical elements are solidly amalgamated in a 
product circumscribed to the cultural, political, and social situation of present-day 
Venezuela. The educational purpose persists in coexisting. A series of family, social 
and cultural conflicts arise that lead to a peaceful solution of understanding between 
the parties. The affectation of the spectator pursues a change of attitude driven by 
the example of the characters’ experiences.

The linguistic diversity between the two cases is notorious. Carabobo Caminos 
de Libertad starts with perfectly understandable language, with few localisms and 
without presumptions of emulating the language of the time. This formal modality 
includes sayings of the environment where the characters come from and their so-
cio-cultural level, in which the dialogues are interwoven in a traditional contempo-
rary Spanish; moreover, the oral interaction of the characters is limited to written 
speech, which affects the naturalness of the interpretation and lends a certain artifi-
ciality to the scene. Oral communication in the series lacks organicity because they 
were written under a perfect syntax that detracts from the truth of the dialogues 
and monologues of the characters. The difference between characters from different 
socioeconomic classes lies on the modulation that makes clear the type of interac-
tion so that the parliaments, despite the similarity, intertwine the linguistic varieties, 
seeming more like a history lesson than a historical fiction.

In the case of Vivir y Convivir en Venezuela, the dynamic interaction between the 
characters projects an everyday language full of colloquial expressions. The orality 
of the characters is marked by the interaction closer to the intervention of the actors 
and the detachment from the lines of the script.  This happens because the actors 
are given a range of improvisation about the topic without changing the content and 
sense of the scene. The writer does not have full control over the dialogues, but the 
result is manifested in the naturalness and organicity of the characters’ orality, and, 
since artificiality is broken by everyday life, it gives the series spontaneous conversa-
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tions, breaking the molds of a hard text. The series’ dialogue evokes the sociocultur-
al reality of the society represented therein and, as in the previous case, characters 
from different socioeconomic ranks interact to emphasize the concept of coexis-
tence. The characters speak in a Spanish slightly contaminated by the omission of 
the last letters where the phoneme disappears, this is typical of Venezuelan speech.

In the aforementioned series, everyday life is emphasized from a social realist 
perspective, almost always by characters close to the less favored social stratus.  This 
way of speaking impoverishes academic Spanish and restricts its comprehension 
to Venezuelan territory, which could be a limitation. The fictionality of the stories 
allows the syncretization of visions, values, and ways of opposing personalities that 
coexist under the same roof. The tones usually have the same complexion and some 
words are said with more than one meaning. Phonetics are interrupted to continue 
with another sentence whose phenomenon describes the free speech of the correct 
syntax proper to good Spanish. It is a language that mimics real conversation and 
appeals to persuasion in order to change the audience’s attitudes. This impression of 
reality given to the characters comes from the fragmentation of the oral form in the 
construction of the discourse. Dialogues are interrupted in incomplete sentences, 
they are mounted on top of others by increasing the volume, autocorrections and 
repetition are used as means of insistence. The lexicon used is far from complex 
words and is closer to vulgarisms common to the expression of intense emotions.

The format is circumscribed to a hegemonic structure that describes the charac-
teristics of the elements that make up a script in its external formal structure. This is, 
narrative forms subject to the number of broadcasts that are independent of content. 
Series, miniseries, and serials also maintain certain dramaturgical elements closer 
to the genre than to the format, but, in any case, the format and genre, although 
different, their dialectic does not feed the content, but the narrative structure and 
the language used.
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TECHNICAL DATA SHEETS FOR THE TOP TEN
ARGENTINA

1. La 1-5/18. Somos Uno
Production: Pol-ka (Argentina) 
Direction: Jorge Nisco, Alejandro Ibáñez
Script: Lily Ann Martin, Marcelo Nacci, Jessica Valls
Cast: Gonzalo Heredia, Agustina Cherri, Esteban Lamothe 
Exhibit date (in 2021): 04/01 to 25/03

2. Apache. La Vida de Carlos Tévez
Production: Torneos para Netflix (Argentina)
Direction: Israel Adrián Caetano,
Nicolás Goldar Parodi
Script: Israel Adrián Caetano, Marcos Osorio Vidal, Diego Alonso
Cast: Balthazar Murillo, Vanesa González, Alberto Ajaka, Sofía Gala Castiglione
Exhibit date (in 2021): 08/02 to 17/02

3. Dulce Ambición
Production: Globo (Brasil) 
Direction: Luciano Sabino
Script: Márcio Haiduck, Nelson Nadotti, Vinícius Vianna
Cast: Juliana Paes, Marcos Palmeira, Paolla Oliveira, Sérgio Guizé 
Exhibit date (in 2021): 26/07 to 31/12

4. Pequeñas Victorias
Production: VIS y Oficina Burman para Prime Video
Direction: Juan Taratuto
Script: Juan Taratuto, Matías Scartascini, Mara Pescio, Victoria Galardi
Cast: Julieta Díaz, Natalie Pérez, Mariana Genesio Peña, Facundo Arana, 
Alan Sabbagh
Exhibit date (in 2021): 13/09 to 24/09

5. Maradona Sueño Bendito
Production: BTF Media
Dhana Media Latin We para Prime (Argentina).
Direction: Alejandro Aimetta, Roger Gual, Edoardo de Angelis
Script: Alejandro Aimetta, Guillermo Salmerón, Silvina Olschansky
Cast: Juan Cruz Romero, Juan Palomino, Nazareno Casero, Nicolás Goldschmidt, 
Julieta Cardinali
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Exhibit date (in 2021): 28/10

6. Monzón
Production: Buena Vista Original Productions, Pampa Films (Argentina)
Direction: Jesús Braceras
Script: Francisco Varone, Leandro Custo, Gabriela Larralde, Gabriel Nicoli
Cast: Jorge Román, Mauricio Paniagua, Carla Quevedo, Paloma Ker, Soledad 
Silveyra
Exhibit date (in 2021): 18/01 to 03/02

7. Terapia Alternativa
Production: Kapow, Star + (Argentina)
Direction: Ana Katz, Jazmín Stuart
Script: Ana Katz, Daniel Katz, Alejandro Jovic
Cast: Carla Peterson, Benjamín Vicuña, Eugenia Suárez, Fernán Mirás, Julieta 
Cardinali
Exhibit date (in 2021): 13/12 to 14/12

8. Te Doy La Vida
Production: Televisa  (México)
Direction: Sergio Cataño, Rubén Nelhiño Acosta
Script: Carmen Sepúlveda, Luis Reynoso, Luisa Fernanda Gutiérrez
Cast: José Ron, Eva Cedeño, César Évora, Erika Buenfil, Nuria Bages
Exhibit date (in 2021): 19/01 to 12/04

9. El Tigre Verón  2
Production: Pol-ka, Turner (Argentina)
Direction: Daniel Barone
Script: Marcos Osorio Vidal, Germán Maggiori
Cast: Julio Chávez, Andrea Pietra
Marco Antonio Caponi, Manuel Callau, Muriel Santa Ana 
Exhibit date (in 2021): 17/10 to 12/12

10. Club 57
Production: Rainbow SpA (Italia), Nickelodeon (USA hispano)
Direction: Otto Rodríguez
Script: Catharina Ledeboer, Diego Vago
Cast: Evaluna Montaner, Isabella Castillo, Andrés Mercado, Martín Barba, 
Sebastián Silva
Exhibit date (in 2021): 19/06 to 22/10
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TOP TEN TV FICTION IN OBITEL COUNTRIES
BRAZIL

1. Amor de Mãe 
Production: Globo
Direction: José Luiz Villamarim
Script: Manuela Dias
Cast: Regina Casé, Adriana Esteves, Taís Araújo, Murilo Benício, Vladimir Brichta, 
Irandhir Santos, Chay Suede, Jéssica Ellen
Exibition date (in 2021): March 15th to April 9th

2.  A Força do Querer Special Edition
Production: Globo
Direction: Rogério Gomes, Pedro Vasconcelos 
Script: Glória Perez 
Cast: Juliana Paes, Isis Valverde, Paolla Oliveira, Marco Pigossi, Emilio Dantas, 
Carol Duarte, Maria Fernanda Cândido, Dan Stulbach
Exibition date (in 2021): January 1st to March 13th

3. Império Special Edition
Production: Globo
Direction: Rogério Gomes
Script: Aguinaldo Silva
Cast: Alexandre Nero, Lília Cabral, Leandra Leal, Drica Moraes, Marjorie Estiano, 
José Mayer, Paulo Betti, Caio Blat
Exibition date (in 2021): April 12th to December 5th

4. Salve-se Quem Puder
Production: Globo
Direction: Marcelo Travesso, Fred Mayrink
Script: Daniel Ortiz
Cast: Deborah Secco, Juliana Paiva, Vitória Strada, Rafael Cardoso, João Baldasserini, 
Felipe Simas, Thiago Fragoso, Guilhermina Guinle, Flávia Alessandra
Exibition date (in 2021): May 17th to July 16th
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5. Haja Coração Special Edition
Production: Globo
Direction: Fred Mayrink 
Script: Daniel Ortiz 
Cast: Mariana Ximenes, Malvino Salvador, João Baldasserini, Cleo Pires, Alexandre 
Borges, Malu Mader, Sabrina Petráglia, Marcos Pitombo
Exibition date (in 2021): January 1st to March 19th

6. Pega-Pega Special Edition
Production: Globo
Direction: Marcus Figueiredo, Luiz Henrique Rios
Script: Claudia Souto
Cast: Mateus Solano, Camila Queiroz, Marcelo Serrado, Mariana Santos, Irene 
Ravache, Marcos Caruso, Elizabeth Savalla, Vanessa Giácomo
Exibition date (in 2021): July 19th to November 19th

7. Um Lugar ao Sol
Production: Globo
Direction: André Câmara, Maurício Farias
Script: Lícia Manzo
Cast: Cauã Reymond, Alinne Moraes, Andréia Horta, Juan Paiva, Andrea Beltrão, 
Gabriel Leone, Marieta Severo, Daniel Dantas
Exibition date (in 2021): November 8th to December 31st

8. A Vida da Gente Special Edition
Production:Globo
Direction: Jayme Monjardim e Fabrício Mamberti 
Script: Lícia Manzo 
Cast: Fernanda Vasconcellos, Marjorie Estiano, Rafael Cardoso, Thiago Lacerda, 
Ana Beatriz Nogueira, Paulo Betti, Regiane Alves, Maria Eduarda de Carvalho
Exibition date (in 2021): March 1st to August 6th

9. Flor do Caribe Special Edition
Production: Globo
Direction: Leonardo Nogueira
Script:  Walther Negrão
Cast: Henri Scriptelli, Grazi Massafera, Igor Rickli, Sérgio Mamberti, Duda 
Mamberti, Suzana Pires, Cláudia Netto, Cacá Amaral 
Exibition date (in 2021): January 1st to February 26th
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10. Laços de Família Rerun
Production: Globo
Direction: Ricardo Waddington 
Script: Manoel Carlos
Cast: Vera Fischer, Tony Ramos, Carolina Dieckmann, Reynaldo Gianecchini, 
Marieta Severo, José Mayer, Deborah Secco, Lília Cabral
Exibition date (in 2021): January 1st to April 2nd 
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TOP TEN – CHILE 2021

1. Pobre Novio
Production:  Quena Rencoret (Mega), Daniela Demicheli (Mega), Vania Portilla 
(Chilefilms)
Direction: Matías Stagnaro, Bárbara Della Schiava
Script:  Alejandro Cabrera (creador), Larissa Contreras, José Fonseca y Valeria 
Vargas.
Cast: Etienne Bobenrieth, Montserrat Ballarin, Diego Muñoz, Francisca Walker, 
Hector Noguera, Luz Valdivieso, Sigrid Alegría, Carolina Arregui, Claudio 
Arredondo, Claudio Castellón
Exhibition date (2021): 08/09 to 12/30

2. Edificio Corona
Production:  Quena Rencoret (Mega), Daniela Demicheli (Mega), Pablo Díaz 
(DDRío)
Direction: Nicolás Alemparte, Víctor Huerta
Script: Daniella Castagno, Rodrigo Bastidas, Elena Muñoz, Milena Bastidas
Cast:  Paola Volpato, Francisco Melo, María Gracia Omegna, Nicolás Oyarzún, 
Fernando Godoy, Mario Horton
Exhibition date (2021): 01/11 to 08/09

3. Amar Profundo
Production: Quena Rencoret, Patricio López, Pablo Díaz, Patricia Encina (Mega), 
Verónica Brañes (DDRío)
Direction: Víctor Huerta, Nicolás Alemparte, María Belen Arenas
Script: Sergio Díaz, Marcelo Castañón, Valentina Pollarolo, Fernanda Vivado
Cast: María Gracia Omegna, Nicolás Oyarzún, Josefina Montané, Pedro Campos, 
Elisa Zulueta, Jorge Arecheta
Exhibition date (2021): 11/23 to 12/30

4. Mea Culpa El Regreso
Production:  Patricia Godoy y Jackeline Gaete (Dupla), Joana Otondo, y Paula 
Ovalle (TVN)
Direction: Carlos Pinto, Sebastián Araya
Script: Carlos Pinto
Cast: Juan Cano, Regildo Castro, Lucas Mosquera, Natalia Reddersen, María Teresa 
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Carreño, Claudio Riveros. Víctor Hugo Ojeda, José Miguel Calle, Ursula Achtenberg, 
Rodrigo Peralta (Varía según episodio)
Exhibition date (2021): 10/21 to 12/14

5. Verdades Ocultas
Production: Chilefilms (Chile)
Direction: Felipe Arratia, Manuel Buch,Pablo Aedo, Víctor Huerta, Claudio López 
de Lérida
Script: Carlos Oporto, Sebastián Arrau, Fernando Delgado, Marianela Fuenzalida, 
Felipe Montero
Cast: Camila Hirane, Carmen Zabala, Matías Oviedo, Cristián Arriagada, Javiera 
Díaz de Valdés 
Exhibition date (2021): 01/01 to 12/31

6. Demente
Production: Quena Rencoret (Mega), Patricio López (Mega), Pablo Díaz (DDRío), 
Verónica Brañes (DDRío)
Direction: Patricio González, María Belén Arenas
Script: Pablo Illanes, Josefina Fernández, Mauricio López, Simón Soto, Fernanda 
Lema
Cast:  Paz Bascuñán, Benjamín Vicuña, Francisco Pérez-Bannen, Íngrid Cruz, 
Andrés Velasco, Patricia Rivadeneira, Gonzalo Valenzuela, Alejandra Araya, Paulo 
Brunetti, Lorena Capetillo
Exhibition date (2021): 03/15 to 11/23

7. 100 Días para Enamorarse
Production: Mega + DDRío Estudios (Chile)
Direction: Enrique Bravo, Ticoy Rodríguez
Script: Rodrigo Bastidas, Elena Muñoz, Milena Bastidas, Nicolás Mena
Cast: María Elena Swett, Diego Muñoz, Luz Valdivieso, Marcelo Alonso, Fernando 
Larrain, Celine Reymond, Sebastián Layseca
Exhibition date (2021): Until 03/14

8. No nos Quieren Ver
Production: Susana Espinoza, Jaime Sepúlveda, Tomás Macan / AltiroSapiens para 
Mega y HBO Max.
Direction: Guillermo Helo Juan-Oliver
Script: Vladimir Rivera, Bárbara Zemelman, Lorenzo Galindo, Dante Valdez
Cast: Tamara Acosta, Paulina Urrutia, Francisca Lewin
Exhibition date (2021): 11/08 to 12/28
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9. Isabel
Production: Tomás Macan, Macarena Silva (Megamedia)
Direction: Rodrigo Bazaes
Script: Jonathan Cuchacovich
Cast: Daniela Ramírez, Néstor Cantillana, Rodolfo Pulgar, Paola Volpato, Rosario 
Zamora.
Exhibition date (2021): 06/03 to 06/17

10. Dulce Ambición
Production: Rede Globo
Direction: Luciano Sabino, Amora Mautner
Script: Márcio Haiduck, Nelson Nadotti, Vinícius Vianna
Cast: Juliana Paes, Marcos Palmeira, Agatha Moreira, Paolla Oliveira, Nathalia Dill, 
Sérgio Guizé, Caio Castro
Exhibition date (2021): 08/23 to 12/31
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Fichas Técnicas de los Top Ten
COLOMBIA

1. Pasión de Gavilanes 
Production: RTI Televisión (Colombia)
Direction: Rodrigo Triana, Mauricio Cruz
Script: Iván Martínez  
Cast: Mario Cimarro, Danna García, Paola Rey, Jorge Cao
Exhibition Date (in 2021): 11/01 a 02/02

2. La Reina del Flow 2 
Production: Caracol (Colombia)
Direction: Rodrigo Lalinde, Liliana Bocanegra, Klych López, Andrés López
Script: Claudia Sánchez, Said Chamie
Cast: Carolina Ramírez, Carlos Torres, Andrés Sandoval 
Exhibition Date (in 2021):  26/04 a 10/09

3. Pedro el Escamoso  
Production: Caracol (Colombia)
Direction: Juan Carlos Villamizar 
Script: Luis Felipe Salamanca, Dago García
Cast: Miguel Varoni, Sandra Reyes, Fernando Solórzano
Exhibition Date (in 2021): 11/ 01 a 17/08

4. Nuevo Rico, Nuevo Pobre   
Production: Caracol (Colombia)
Direction: Andrés Marroquín
Script: Jörg Hiller; Claudia Sánchez; Rafael Rojas
Cast: John Alex Toro, Martín Karpan, Carolina Acevedo,
Exhibition Date (in 2021):   18/08 a 10/12

5. Yo Soy Betty, la Fea 
Production: RCN (Colombia)
Direction: Mario Ribero
Script: Fernando Gaitán

Cast: Ana María Orozco, Jorge Enrique Abello, Natalia Ramírez, Lorna Paz

Exhibition Date (in 2021): 11/01 a 05/04
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6. Enfermeras
Production: RCN (Colombia)
Direction: Víctor Cantillo, Luis Carlos Sierra 
Script: Patricia Ramírez, Carolina López, Catalina Palomino
Cast: Diana Hoyos, Sebastián Carvajal, Nina Caicedo, Julián Trujillo, Viña Machado
Exhibition Date (in 2021): 12/01 a 10/12

7. Pá Quererte  
Production: RCN (Colombia)
Direction: Catalina Hernández, Israel Sánchez 
Script: Jorge Elkim Ospina, Juan Carlos Troncoso, Liliana Guzmán
Cast: Sebastián Martínez, Juliette Pardau, Hanny Vizcaino, Variel Sánchez
Exhibition Date (in 2021): 12/01 a 07/05

8. El Hijo del Cacique   
Production: Caracol (Colombia)
Direction: Andrés Bierman, Rodolfo Hoyos
Script: Arleth Castillo  
Cast: Milciades Cantillo, Rafael Santos
Exhibition Date (in 2021): 13/09 a 10/12

9. La Nieta Elegida 
Production: RCN (Colombia)
Direction: Rodrigo Lalinde, Consuelo González
Script: Julio Jiménez e Iván Martínez
Cast: Francisca Estévez, Carlos Torres, Juliette Pardau, Consuelo Luzardo
Exhibition Date (in 2021): 27/09 a 10/12

10. Café, con Aroma de Mujer 
Production: RCN (Colombia)
Direction: Mauricio Cruz, Olga Lucía Rodríguez
Script: Javier Giraldo, Paola Cazares, Cecilia Percy
Cast:  Laura Londoño, William Levy
Exhibition Date (in 2021): 10/05 a 24/09
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Top Ten
MÉXICO

1.La desalmada
Production: Televisa
Direction:  Salvador Gacini
Script: Julián Aguilar 
Isabel de Sara,  Janely Lee 
Fabiola López Neri
Cast: Livia Brito, José Ron, Eduardo Santamarina, Marjorie de Souza, Marlene Fa-
vela.
Exhibition date: 07/05 to 10/29 from Monday to Friday

2. Vencer el pasado
Production: Televisa
Direction: Diego Lascuráin
Script: Humberto Robles, Gerardo Pérez Zermeño, Luis Gamboa, Cecilia Oviedo, 
Claudia Caro Cabello.
Cast: Angelique Boyer, Sebastian Rulli, Érika Buenfil, África Zavala, Leticia Perdi-
gón, Manuel “Flaco” Ibáñez, Fernando Valencia, Leonardo Daniel.
Exhibition date: 07/12 to 11/05 from Monday to Friday

3. Mi fortuna es amarte
Production: Televisa
Direction: Ernesto Esteva
Script: Alberto Díaz
Cast: Susana González, David Zepeda, Sergio Sendel, Chantal Andere.
Exhibición date: 11/08/21 to 03/13/22 from Monday to Friday

4. Si nos Dejan
Production: Televisa/W Studios
Direction: Luis Manzo, Carlos Cock
Script: Vicente Albarracín, Carlos Eloy Castro, Valentina Sequera, Karla Sáinz.
Cast: Mayrín Villanueva, Marcus Ornelas, Alexis Ayala, Scarlet Gruber, Isabel Burr.
Exhibition  date: 11/01/21 to 20/02/22

5. Qué le pasa a mi familia
Production: Televisa
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Direction: Aurelio Ávila, Azela Robinson 
Script: Jaime Sierra, Hugo Moreno, Martha Jurado.
Cast: Diana Bracho, César Évora, Gabriela Platas, Julián Gil, Emilio Osorio.
Exhibition date: 02/22 to 07/11 from Monday to Friday

6. La Rosa de Guadalupe
Production: Televisa
Direction: Ricardo de la Parra, Eduarzo Said, Lorena Maza, José Ángel García +
Script: Carlos Mercado
Cast: Several actors from the CEA.
Exhibition date: 01/01 to 12/31 from Monday to Friday

7. Como dice el Dicho
Production: Televisa
Direction: Emmanuel Duprez
Script: Vittoria Zarattini, José Antonio Olvera.
Cast: Sergio Corona, Brisa Carrillo, Benny Emmanuel and Fernanda Sasse
Exhibition date: 01/01 to 12/31 from Monday to Friday

8. Te acuerdas de mí
Production: Televisa
Direction: Francisco Franco, Rubén Nelhiño 
Script:  Paulina Barros, Pablo Aramendi, Gabriela Rodríguez, Larissa Andrade, Fer-
nando Ábrego.
Cast: Gabriel Soto, Fátima Molina, Guillermo García Cantú, Marisol del Olmo.
Exhibition date: 01/18 to 05/03 from Monday to Friday

9. S.O.S. Me estoy enamorando
Production: Televisa
Direction: Juan Pablo Blanco
Script:  Carmen Sepúlveda, Luis Reynoso, María de Jesús Íñiguez.
Cast: Irán Castillo, Daniel Arenas, César Évora, Nuria Bages, Marcelo Córdoba, 
Ana Patricia Rojo,  Yolanda Ventura. 
Exhibition date: 09/06/21  to 01/16/22 from Monday to Friday

10. Diseñando tu amor
Production: Televisa
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Direction: Juan Carlos Muñoz
Script: Gabriel Rojas, Romy Díaz, Ricardo Tejeda, Claudia Vázquez, Miguel Cane, 
Ana Granados.
Cast: Gala Montes, Juan Diego Covarrubias, Sergio Goyri, Ana Belena, Osvaldo de 
León, María Sorté.
Exhibition date: 04/26 to 10/08 from Monday to Friday
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Top Ten
PERÚ

1. Luz de Luna
Production: Del Barrio Producciones (Peru)
Direction: Michelle Alexander
Script: Yashim Bahamonde
Cast: André Silva, Vanessa Silva, Naima Luna, Nicolás Galindo
Exhibition date (in 2021): 07/12 to 12/31

2. Princesas
Production: ProTV Producciones (Peru)
Direction: Luis Barrios
Script: Augusto Cabada
Cast: Fiorella Pennano, Tatiana Calmell, Priscila Espinoza, Flavia Laos
Exhibition date (in 2021): 01/04 to 02/26

3. De Vuelta al Barrio
Production: América Televisión (Peru)
Direction: Jorge Tapia, Toño Vega
Script: Efraín Aguilar, Gigio Aranda
Cast: Mónica Sánchez, Paul Martin, Adolfo Chuiman, Ivonne Frayssinet, Melania 
Urbina, Lucho Cáceres, Diego Bertie, Ana María Jordán, Tatiana Astengo
Exhibition date (in 2021): 01/04 to 12/17

4. Dos Hermanas
Production: Del Barrio Producciones (Peru)
Direction: Francisco Álvarez, Aldo Salvini, Sandro Méndez
Script: Rita Solf, Abel Enríquez, Tito Céliz
Cast: Melissa Paredes, Mayela Lloclla, Sebastián Monteghirfo, Yaco Eskenazi, 
Julián Legaspi
Exhibition date (in 2021): 03/01 to 07/09

5. Junta de Vecinos
Production: ProTV Producciones (Peru)
Direction: Miguel Zuloaga y Mariana Ramírez del Villar
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Script: Mariana Silva, Jesús Álvarez Betancourt, José Luis Varela, Ítalo Cordano
Cast: Cynthia Klitbo, Bárbara Torres, Miguel Iza, Sergio Galliani, Nacho Di Marco, 
Priscila Espinoza, Karina Jordán, Bernando Scerpella, Ximena Palomino
Exhibition date (in 2021): 12/13 to 12/31

6. Los Otros Libertadores
Production: Ningún Creativo, Pelícano Films y Latina Televisión (Peru)
Direction: Agustín Restrepo
Script: Diego de León 
Cast: Cristhian Esquivel, Giovanni Arce, José Luis Ruiz, Magaly Solier, Pietro 
Sibille, Francesca Vargas
Exhibition date (in 2021): 09/26 to 11/14

7. Llauca
Production: GV Producciones, Espíritu (Peru)
Direction: Jorge Carmona, Rodrigo Moreno
Script: Carlos Galiano y Rasec Barragán, Julio Larrabure
Cast: Miluska Eskenazi, Diego Sakuray, Alejandro Vargas, Pietro Sibille, Miguel 
Iza, Ernesto Pimentel, Billy Bell Taylor, Norka Ramírez, Carolina Cano 
Exhibition date (in 2021): 10/18 to 11/05

8. Yo Perdí el Corazón 
Production: Tercer Ojo Producciones (Peru)
Direction: Enrique Chimoy Sierra
Script: Enrique Chimoy Sierra, Alfredo Ortiz de Zevallos, Pamela Limo, Marcela 
Hinostroza
Cast: Karely Maza, Adriana Quevedo, Ingrid Altamirano, Tatiana Espinoza, 
Fernando Pasco, Ricardo Cabrera, Milagros López Arias, Francisco Bazán
Exhibition date (in 2021): 01/04 
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Top Tem Portugal 
2021

1. Amor, Amor
Production: SP Televisão (Portugal)
Direction: Jorge Cardoso
Script: Ana Casaca
Cast: Ricardo Pereira, Joana Santos, Paulo Rocha, Maria João Bastos, Filipa 
Nascimento, Ivo Lucas
Exhibition date (in 2021): 4/1 to 31/12

2. Terra Brava
Production: SP Televisão (Portugal)
Direction: Jorge Queiroga
Guião: Inês Gomes
Elenco: Mariana Monteiro, João Catarré, Maria João Luís, Renato Godinho, João 
Jesus, Fernando Luís
Data de exibição (em 2021): 3/1 a 7/3

3. Bem me Quer
Production: Plural Entertainment (Portugal)
Direction: Manuel Amaro da Costa
Script: Maria João Mira
Cast: Kelly Bailey, José Condessa, Bárbara Branco, Pêpê Rapazote, São José Correia, 
Joaquim Horta
Exhibition date (in 2021): 3/1 to 12/11

4. Amor, Amor – Vol. 2
Production: SP Televisão (Portugal)
Direction: Jorge Cardoso
Script: Ana Casaca
Cast: Ricardo Pereira, Joana Santos, Filipa Nascimento, Ivo Cruz, Joana Aguiar, 
Luísa Cruz
Exhibition date (in 2021): 4/10 to 31/12

5. A Serra
Production: SP Televisão (Portugal)
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Direction: Jorge Queiroga
Script: Inês Gomes
Cast: Júlia Palha, José Mata, Sofia Alves, Carolina Carvalho, João Jesus, Vítor Silva 
Costa 
Exhibition date (in 2021): 22/2 to 31/12 

6. Festa é Festa
Production: Plural Entertainment (Portugal)
Direction: Ana Antunes
Script: Roberto Pereira
Cast: Maria do Céu Guerra, Pedro Teixeira, Ana Guiomar, Pedro Alves, Beatriz 
Barosa
Exhibition date (in 2021): 26/4 to 31/12

7. Nazaré
Production: SP Televisão (Portugal)
Direction: Jorge Cardoso
Script: Sandra Santos
Cast: Carolina Loureiro, José Mata, Afonso Pimentel, Albano Jerónimo, Sandra 
Barata Belo, Inês Castel-Branco
Exhibition date (in 2021): 3/1 to 8/1

8. Patrões Fora
Production: Coral Europa (Portugal)
Direction: Carlos Dante
Script: Vera Sacramento, Roberto Pereira, Sérgio Henrique
Cast: João Baião, Maria João Abreu, José Raposo, Natalina José, Noémia Costa, 
Carlos Areia, Tiago Aldeia, Sofia Arruda
Exhibition date (in 2021): 3/1 to 31/12

9. Amar Demais 
Production: Plural Entertainment (Portugal)
Direction: António Borges Correia
Script: Maria João Costa
Cast: Graciano Dias, Ana Varela, Fernanda Serrano, Sérgio Praia, Sofia Ribeiro, 
Joaquim Nicolau
Exhibition date (in 2021): 3/1 to 24/9
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10. Pecado
Production: Maria & Mayer e Plural Entertainment (Portugal)
Direction: António Borges Correia
Script: Maria João Costa
Cast: Daniela Melchior, Pedro Lamares, Lourenço Ortigão, Dalila Carmo, Diogo 
Infante, Fernando Luís
Exhibition date (in 2021): 25/9 to 30/10
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Top ten tv fiction in 
Spain

1. Los hombres de Paco
Production: Globomedia (Spain)
Direction: Alejandro Bazzano, Sandra Gallego and Víctor García León
Script: Daniel Écija, Álex Pina, Marc Cistaré, José Javier Reguilón, Abraham Sastre 
and Tom Fernández
Cast: Paco Tous, Pepón Nieto, Neus Sanz, Carlos Santos, Amaia Sagasti and Ampa-
ro Larrañaga 
Exhibition date (in 2021): 05/10 to 12/09

2. Cuéntame cómo pasó
Production: Grupo Ganga Producciones and RTVE (Spain)
Direction: Agustín Crespi, Antonio Cano and Irene Arzuaga
Script: Sergio Barrejón, Jacobo Delgado, Sonia Sánchez and Laura León Varea
Cast: Ana Duato, Imanol Arias, María Galiana, Irene Visedo, Pablo Rivero, Paloma 
Bloyd and Carmen Climent 
Exhibition date (in 2021): 01/14 to 05/27

3. Amar es para siempre
Production: Diagonal TV (Spain)
Direction: Eduardo Casanova
Script: Ángel Agudo, Bárbara Alpuente, Julia Altares, Tirso Conde
Cast: Manuel Baqueiro, Itziar Miranda, José Antonio Sayagués, Jon Plazaola, Carles 
Francino and Carlota Baró
Exhibition date (in 2021): 04/04 to 12/31

4. La caza. Tramuntana
Production: DLO Producciones (Spain)
Direction: Álvaro Ron and Salvador García Ruiz
Script: Luis Moya, Agustín Martínez, Jorge Díaz, Antonio Mercero and Miguel Sáez 
Carral
Cast: Megan Montaner, Alain Hernández, Francis Lorenzo and Félix Gómez
Exhibition date (in 2021): 01/13 to 03/03

5. El Pueblo 
Production: Contubernio (Spain)
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Direction: Alberto Caballero, Laura Caballero and Roberto Monge
Script: Daniel Deorador, Araceli Álvarez de Sotomayor and Carla Nigra
Cast: Ruth Díaz, Carlos Areces, Raúl Fernández, María Hervás, Santi Millán, Ruth 
Díaz, Daniel Pérez Prada and Íngrid Rubio
Exhibition date (in 2021): 09/13 to 09/13

6. Mercado central
Production: Diagonal TV (Spain)
Direction: Joan Noguera
Script: Eva Baeza, David Plana, Verónica Viñe and Eulalia Carrillo
Cast: Lola Marceli, Antonio Garrido, Jesús Olmedo, Marta Poveda, César Sánchez 
and Miriam Montilla
Exhibition date (in 2021): 01/04 to 01/22

7. Hit
Production: Grupo Ganga Producciones and RTVE (Spain)
Direction: Joaquín Oristrell, Álvaro Fernández Armero and Elena Trapé
Script: Joaquín Oristrell. Yolanda García Serrano, Pablo Bartolomé and Jacobo Del-
gado 
Cast: Daniel Grao, Luisa Vides, Olaya Caldera, Rebeca Sala, Marta Larralde and 
Nourin Batan
Exhibition date (in 2021): 10/21 to 12/23

8. Leonardo
Production: Rai Fiction, Lux Vide, Sony Pictures Entertainment, Big Light Produc-
tions, Alfresco Pictures, France TV and RTVE (Italy, France, Spain, United King-
dom and U.S.A.)
Direction: Dan Percival and Alexis Sweet
Script: Frank Spotnitz and Steve Thompson
Cast: Aidan Turner, Giancarlo Giannini, Matilda De Angelis, Freddie Highmore 
and James D’Arcy
Exhibition date (in 2021): 06/03 to 07/15

9. Estoy vivo
Production: Globomedia (Spain)
Direction: Jesús Rodrigo, Miguel Alcantud, Oriol Ferrer and David Molina Encinas, 
Script: Jesús Mesas Silva, Guillem Clua, Jon de la Cuesta and Andrés Marín Soto
Cast: Javier Gutiérrez, Alejo Sauras, Cristina Plazas, Goizalde Núñez, Lucía Cara-
ballo, Laia Manzanares and Jesús Castejón
Exhibition date (in 2021): 03/10 to 06/09
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10. Ana Tramel. El juego
Production: RTVE, Tornasol Media, DeAPlaneta, Ana Tramel. La serie A.I.E and 
ZDF Enterprises (Spain and Germany)
Direction: Salvador García Ruiz and Gracia Querejeta 
Script: Roberto Santiago and Ángela Armero 
Cast: Maribel Verdú, Natalia Verbeke, Israel Elejalde, Luis Bermejo, Unax Ugalde 
and María Zabala
Exhibition date (in 2021): 09/02 to 10/19
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Technical Sheets of the Top Ten
ESTADOS UNIDOS

1. La Desalmada
Production: Televisa (Mexico)
Director: Salvador García, Fez Noriega 
Screenplay:  Alejandro Torres, Guido Jacome, Felipe Forero
Cast: Livia Brito, José Ron, Eduardo Santamarina, Marjorie de Sousa, Marlene 
Favela
Exhibition dates (in 2021): (08/23 to 12/23)

2. Vencer al Desamor
Production: Televisa (Mexico)
Director: Benjamín Cann, Fernando Nesme  
Screenplay: Pedro Amando Rodríguez, Claudia Velazco, Humberto Robles, 
Alejandra Romero
Cast: Claudia Álvarez, David Zepeda, Daniela Romo, Altair Jarabo, Juan Diego 
Covarrubias
Exhibition dates (in 2021): (01/01 to 03/30) 

3. Si Nos Dejan
Production: Televisa, W Studios (Mexico, USA)
Director: Luis Manzo, Carlos Cock Marín, Pável Vázquez
Screenplay: Bernardo Romero, Mónica Agudelo, Vicente Albarracín, Carlos Eloy 
Castro
Cast: Mayrín Villanueva, Marcus Ornellas, Alexis Ayala, Scarlet Gruber, Isabel 
Burr
Exhibition dates (in 2021): (06/01 to 10/08)

4. Vencer el Pasado
Production: Televisa (Mexico)
Director: Benjamín Cann, Fernando Nesme
Screenplay: Pedro Amando Rodríguez, Alejandra Romero, Humberto Robles, 
Gerardo Pérez, Luis Gamboa
Cast: Angelique Boyer, Sebastián Rulli, Erika Buenfil, África Zavala
Exhibition dates (in 2021): (10/12 to 12/23)

5. Te Acuerdas de Mi
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Production: Televisa (Mexico)
Director: Francisco Franco, Rubén Nelhiño Acosta
Screenplay: Zaria Abreu, Tania Tinajero, Luis Gamboa, Paulina Barros, Pablo 
Arizmendi, Gabriela Rodríguez 
Cast: Gabriel Soto, Fátima Molina, Guillermo García Cantú, Juan Carlos Barreto  
Exhibition dates (in 2021): (02/08 to 05/25)

6. Imperio de Mentiras
Production: Televisa (Mexico)
Director: Walter Doehner, Juan Pablo Blanco
Screenplay:  Eylem Canbolat, Sema Ergenekon
Cast:  Angelique Boyer, Andrés Palacios, Alejandro Camacho
Exhibition dates (in 2021): (01/01 a 02/05)

7. Dulce Ambición 
Production: TV Globo (Brazil)
Director: Luciano Sabino 
Screenplay: Walcyr Carrasco, Márcio Haiduck, Nelson Nadotti, Vinícius Vianna
Cast: Juliana Paes, Marcos Palmeira, Agatha Moreira, Reynaldo Gianecchini, 
Paolla Oliveira
Exhibition dates (in 2021): (01/01 to 03/01)

8. Diseñando tu Amor 
Production: Televisa (Mexico)
Director: Juan Carlos Muñoz, Guido Sánchez, José Manuel Fernández
Screenplay: Guillermo Quezada, José Enrique Jiménez, Oscar Ortiz de Pinedo, 
Gabriel Rojas Carrillo 
Cast: Gala Montes, Juan Diego Covarrubias, Sergio Goyri, Ana Belena, Osvaldo de 
León, María Sorté 
Exhibition dates (in 2021): (04/26 to 10/19)

9. La Rosa de Guadalupe
Production: Televisa (Mexico)
Director: José Ángel García, Marta Luna, Ricardo de la Parra, Eduardo Said, 
Lorena Maza 
Screenplay: Carlos Mercado Orduña 
Cast: Helena Rojo  
Exhibition dates (in 2021): (01/01 to 12/24)
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10. ¿Qué le Pasa a mi Familia?
Production: Televisa (México)
Director: Azela Robinson, Bonnie Cartas, Aurelio Ávila 
Screenplay: Pablo Ferrer, Santiago Pineda
Cast: Diana Bracho, César Evola, Julián Gil, Gabriel Platas, Emilio Osorio   
Exhibition dates (in 2021): (08/30 to 12/23)
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Technical Sheets of the Top Ten
URUGUAY

1. Dulce Ambición
Production: Globo (Brazil)
Direction: Luciano Sabino
Script: Márcio Haiduck, Nelson Nadotti, Vinícius Vianna
Cast: Juliana Paes, Marcos Palmeira, Agatha Moreira, Reynaldo Gianecchini, Paola 
Oliveira, Nathalia Dill
Exhibition date (in 2021): 03/03 to 09/23

2. Isla de Hierro
Production: Globo (Brazil)
Direction: Alfonso Poyart
Script: Adriana Lunardi, Max Mallmann
Cast: María Casadevall, Caua Reymond, Herbert Richards Jr, Taumaturgo Ferreira, 
Klebber Toledo, Sophie Charlotte
Exhibition date (in 2021): 01/04  to 02/09

3. Corazón de Madre
Production: Globo (Brazil)
Direction: José Luiz Villamarím
Script:  Mariana Mesquita, Roberto Vitorino, Walter Daguerre
Cast: Regina Casé, Adriana Esteves, Taís Araújo, Isis Valverde, Humberto Carrau, 
Chay Suede
Exhibition date (in 2021): 09/20 to 12/31

4. Suerte de Vivir
Production: Globo (Brazil)
Direction: Luis Henrique Rios
Script: Charles Peixoto, Claudia Sardinha, Fabrício Santiago
Cast: Grazi Massafera, Antonio Fagundes, Rómulo Estrela, David Jr, Ingrid 
Guimaraes, Fabiula Nascimiento
Exhibition date (in 2021): 01/01 to 03/23 

5. Rubí
Production: W Estudios, Televisa (Mexico)
Direction: Benjamín Cann, Eric Morales
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Script: Ximena Suárez, Virginia Quintana
Cast: Bárbara Mori, Eduardo Santamarina, Jacqueline Bracamontes, Sebastián Rulli, 
Ana Martín, Yadhira Carrillo
Exhibition date (in 2021): 02/10 to 03/25

6. Temporario
Production: El Galpón, La Vorágine Films (Uruguay)
Direction: Guillermo Casanova
Script: Gabriel Calderón, Pablo Stoll, Laura Santullo, Rodolfo Santullo 
Cast: Marcos Zarzaj, Solange Tanreiro, Guadalupe Pimienta, Camila Durán, Héctor 
Guido
Exhibition date (in 2021): 10/15 to 12/03

7. Acoso
Production: Globo (Brazil)
Direction: Amora Mautner
Script: María Camargo
Cast: Antonio Calloni, Adriana Esteves, Paolla Oliveira, Mariana Lima, Jéssica 
Ellen, Hermila Guedes
Exhibition date (in 2021): 04/05 to 04/04

8. El Cazador
Production: Globo (Brazil)
Direction: José Alvarenga Jr., Heitor Dhalia
Script: Fernando Bonassi, Martzal Aquino
Cast: Caua Reymond, Cléo Pires, Nanda Costa, Aílton Graza, Alejandro Claveaux, 
Jackson Antunes
Exhibition date (in 2021): 04/21 to 05/06

9. Jesús
Production: Record TV (Brazil)
Direction: Edgard Miranda
Script: Joaquim de Asis, Larissa de Oliveira
Cast: Dudu Azevedo, Dayanne Mezquita, Mayana Moura, Vanessa Gervelli, Marcos 
Winter, Guilherme Winter, Petronio Gontijo
Exhibición date (in 2021): 01/04 to 10/22
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10. La Usurpadora
Production: Televisa (Mexico)
Direction: Beatriz Sheridan
Script: Carlos Romero, Dolores Ortega, 
Cast: Gabriela Spanic, Fernando Colunga, Libertad Lamarque, Shantal Andere, 
Marcelo Buquet, Dominika Paleta
Exhibition date (in 2021): 12/13 to 12/30
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Top ten
 Venezuela

1. Carrusel 
Production: SBT (Brazil)
Direction: Del Rangel, Reynaldo Boury
Screenplay: Íris Abravanel 
Cast: Rosanne Mulholland, Maisa Silva, Larissa Manoela, Jean Paulo Campos, 
Guilherme Seta, Nicholas Torres, Thomaz Costa, Ana Zimerman, Lucas Santos, 
Gustavo Daneluz
Exhibition date: 10/25/2021 - present

2. Tu Voz Estéreo
Production: Caracol Televisión (Colombia)
Direction: Alfonso Peña
Screenplay: Ricardo Saldarriaga y Julio Castañeda
Cast: Catalina Aristizábal, Juan Pablo Espinosa, María José Martínez, Ítalo 
Londeros, Alejandro Estrada, Pedro Falla, Michelle Rouillard, Alejandra Buitrago, 
Lucas Buelvas, y Tania Valencia
Exhibition date: 05/06/2021 – 12/27/2021

3. Nuevo Rico Nuevo Pobre
Production: Caracol Televisión (Colombia)
Direction: Andrés Marroquín
Screenplay: Jörg Hiller, Claudia Sánchez y Rafael Rojas.
Cast: Martín Karpan, Carolina Acevedo, John Alex Toro, María Cecilia Botero, 
Andrés Toro, Andrea Nocetti, Diana Neira, Hugo Gómez, Rosemary Bohórquez y 
Saín Castro.
Exhibition date: 07/27/2021 - present

4. Ka Ina
Production: Venevisión
Direction: Manuel De Pedro, Carlos Izquierdo
Screenplay: César Miguel Rondón
Cast: Jean Carlo Simancas, Viviana Gibelli, Hilda Abrahamz
Exhibition date: 01/20/2021 – 09/20/2021
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5. De Sol a Sol
Production: Venevisión
Direction: Gustavo González
Screenplay: Vladimir Pérez
Cast: Roxana Chacón, Servando Primera, Yorgelis Delgado, Florentino Primera
Exhibition date: 10/02/2021 – 10/30/2021

6. Pantanal 
Production: Rede TV (Brazil)
Direction: Jayme Monjardim, Carlos Magalhães, Marcelo de Barreto y Roberto 
Naar.
Screenplay: Benedito Ruy Barbosa
Cast: Cláudio Marzo, Cristiana Oliveira, Marcos Winter, Jussara Freire, Marcos 
Palmeira, Paulo Gorgulho, Rômulo Arantes y Cássia Kis.
Exhibition date: 08/09/2021 - present

7.  Vecinos
Production: Caracol Televisión (Colombia)
Direction: German Porras
Screenplay: Ana Fernanda Martínez, Carlos Fernández de Soto, Andrea López 
Jaramillo y Fernando Pérez
Cast: Róbinson Díaz, Flora Martínez, Luis Mesa, Sara Corrales, Fernando 
Solórzano, Alexandra Restrepo, María Margarita Giraldo y Alberto Saavedra
Exhibition date: 10/19/2021 – 07/26/2021

8. La Reina del Flow
Production: Teleset y Sony Pictures Television (Colombia)
Direction: Rodrigo Lalinde, Liliana Bocanegra, Klych López y Andrés López
Screenplay: Said Chamie y Claudia Sánchez
Cast: Carolina Ramírez, Carlos Torres, Andrés Sandoval
Exhibition date: 10/04/2021 - present

9. Jugando a Ganar
Production: Venevisión
Direction: Julio Iglesias
Screenplay: Carolina Mata
Cast: Maria Alejandra Colón, Zandra D’Abreu, Juan Carlos Garcia, Mauricio 
González, Estefania Lopez, Jesus Alberto Ochoa, Julio Pereira, Eliseo Perera, 
Jimmy Quijano, Tyanny Santos y José Torres 
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Exhibition date: 29/05/2021 – 07/24/2021

10. Natalia del Mar 
Production: Venevisión
Direction: Carlos Izquierdo
Screenplay: Alberto Gómez y Omaira Rivero
Cast: Sabrina Salvador, Manuel Sosa, Adrián Delgado, Juliet Lima, Fedra López, 
Víctor Cámara, Eduardo Serrano, Dora Mazzone y Rosalinda Serfaty
Exhibition date: 09/27/2021 – 06/19/2021
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