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Abstract
Starting January 1, 2024, a new Dutch investment obligation requires that streaming services with annual
revenues exceeding 10 million euros allocate 5% of their turnover to Dutch content production. This policy
aligns with similar obligations in countries like France, Germany, and Italy, which introduced tax‐based
investment obligations for streaming platforms before the 2018 revision of the EU’s Audiovisual Media
Service Directive (AVMSD). The AVMSD established a 30% European content quota for subscription
video‐on‐demand (SVoD) platforms and permitted member states to implement revenue‐based investment
obligations to support local industries. Our article situates the Netherlands as a small‐screen media industry
and the base of Netflix’s first European headquarters. We contextualise the Dutch investment obligation
within the evolving European media landscape, examining shifts in diversity and inclusion in Dutch VoD
fiction productions from 2013 to 2023. We assess production trends by type and genre by critically
analysing policy frameworks and production data from international SVoD platforms (e.g., Netflix, Amazon
Prime, Disney+) and domestic steaming services (Videoland, NPO Start/Plus). Our findings reveal significant
gaps in genre diversity and underinvestment in high‐cost historical dramas and fantasy/horror/sci‐fi series,
highlighting a decade‐long reliance on mainstream‐oriented genres, including drama and crime series. This
context underscores the importance of the new regulation in addressing these disparities and critically
examines the requirements of the new regulation. Our article contributes to understanding the state of
Dutch VoD production and evaluates the potential of the investment obligation to foster cultural and genre
diversity in Dutch VoD fiction.
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1. Introduction

Since January 1, 2024, a new Dutch law requires commercial streaming services with more than 10 million
euros in annual revenue to invest 5% of that amount in local content production. This investment regulation
is based on the 2018 update of the EU’s Audiovisual Media Service Directive (AVMSD), which set a 30%
quota for European audiovisual content for subscription video‐on‐demand (SVoD) streaming platforms and
allows national regulations on revenue‐based investment obligations for international SVoDs to support local
industries (Directive of 14 November 2018, 2018; Hinke, 2023a, 2023b).

Our article provides a critical analysis of policy and regulation documents and production data (Hagedoorn &
Agterberg, 2016; Havens & Lotz, 2016; Havens et al., 2009; Paterson et al., 2016) in terms of numbers,
genres, and representation of Dutch societal and cultural diversity in local fiction content produced by
international SVoDs for the 10 years leading up to the introduction of the Dutch investment quota. Findings
are read against the backdrop of key changes in European audiovisual media policy (Komorowski et al., 2021;
Ranaivoson et al., 2023), the European VoD market(s) (Bengesser, 2024), broader SVoD production trends
(Koljonen, 2023; Krauss, 2023; Mikos, 2024), and the Dutch media industries recent focus on diversity and
equality in gender representation on and off the screen (Crone et al., 2023; Sanders, 2022). We investigate
the relationship between diversity (on‐screen and genre) and the Dutch investment obligation by analysing
longer‐running trends in SVoD production in the Netherlands alongside newly established Dutch initiatives
such as Vrouwen in Beeld (Women in the Picture, established 2020) and Kleur (Colour, established 2020),
who conducted fundamental research on‐ and off‐screen diversity in the Dutch screen industry funded by
the Dutch Ministry of Education, Culture, and Science (Crone et al., 2023; Sanders, 2022).

Our research, first and foremost, aims to provide insights into the under‐researched Dutch VoD market
(Esser et al., 2024; Idiz et al., 2021) and thus contributes to the expanding body of literature on national
adaptations of the AVMSD. Secondly, our objective is to contribute to the existing research on diversity in
television genres and on‐screen representation in fiction telefilms (or “single plays”) and series (including
web series). Television fiction has historically been a significant platform for promoting cultural diversity and
pluralism in the Netherlands and beyond (De Leeuw, 2003, among others). Likewise, Idiz et al. (2021,
pp. 426, 428–429) underline how the EU founding principle underlies the “respect for cultural diversity” and
the EU’s ratification of UNESCO’s 2005 Convention on the Protection and Promotion of the Diversity of Cultural
Expressions further emphasises the EU’s commitment to promoting cultural diversity and its mediated
expressions. In dialogue with this previous research, we examine how Dutch VoD fiction reflects local stories
and cultural diversity over the 10 years leading up to the introduction of the investment obligation. Thirdly
and finally, we aim to lay the groundwork for future changes to the Dutch investment obligation and suggest
ways to revise cultural requirements to ensure representations of diversity in Dutch society and Dutch VoD
fiction content. Kostovska et al. (2023, p. 171) argue that AVMSD‐based investment obligations are often
reassessed soon after implementation (as in France, Italy, and Flanders). Therefore, enhancing transparency
on production numbers and local trends previous to its implementation can aid in evaluating the
effectiveness of the investment obligation for international SVoDs.

In this context, our primary research question is: What trends in diversity representation and fiction genre
production in local Dutch VoD content from 2013 to 2023 highlight the opportunities and challenges of the
2024 investment obligation?
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Our study of advancements in local fiction content production in theNetherlands before theDutch investment
obligation’s implementation is intended to contextualise the policy in actual production data and patterns.
Our article examines the Netherlands as a small market, defined by a limited number of investors and a limited
domestic market, which results in reduced funding for original domestic production (Raats & Jensen, 2021,
p. 836). Additionally, it is considered a country of origin for multinational SVoD platforms such as Netflix and
Disney+ (Idiz et al., 2021, p. 427). Section 2 will contextualise the Dutch investment obligation within the
evolving European VoD market and analyse the diverse adaptations of the AVMSD investment obligation
across EU member states concerning their local screen industries. In Section 3, we will present the findings
of our two‐part analysis of Dutch policy papers and production data of fictional VoD content (2013–2023),
including qualitative analysis of policy papers and quantitative analysis of production numbers. Section 4 will
address the Dutch discourse regarding the adaptation of the AVMSD, with a specific focus on implementing a
Dutch investment obligation post‐2021 (for earlier discussions, see Idiz et al., 2021). The underlying discourses
and objectives related to the Dutch investment obligation are analysed, and the broader aim of the AVMSD
is to promote cultural diversity. Section 5 analyses production data concerning local fiction content across
various (S)VoD platforms, focusing on genre distributions and diversity representation from 2013 to 2023,
with particular attention to genre diversity and the presence of Dutch original productions on international
SVoDs before the implementation of the Dutch investment obligation.

2. Theoretical Framework

2.1. AVMSD Adaptations Across EUMember States

Current research and discussions regarding European audiovisual media policy, especially concerning Netflix
and local language productions, highlight the notable advancements in content quotas and investment
obligations following the 2018 enactment of the revised AVMSD (Directive of 14 November 2018, 2018).
The amendment to the AVMSD allows member states to impose investment obligations on foreign
non‐linear audiovisual media services aimed at the EU market (Raats et al., 2023) and establishes a
mandatory 30% quota for European works within their catalogues. Obligations known as “Netflix taxes”
have arisen from regulatory measures in countries such as France (2009) and Germany (2014). These
obligations may manifest as direct investments in content, payments to national film institutes, or a
combination of both (Komorowski et al., 2021, pp. 12–13; Kostovska et al., 2023). Nine additional European
countries, including Belgium, the Czech Republic, Germany, Denmark, Spain, Greece, Croatia, Portugal,
Poland, Romania, and the Netherlands, have established quotas for investments in local productions for
international SVoDs. The newly instituted Dutch investment obligation, which mandates a 5% investment to
promote local audiovisual content production, aligns with the average European requirement for direct or
indirect investment ranging from 1–5% (Bengesser, 2024, p. 207). France and Italy are the only countries
that significantly deviate from this range, imposing investment obligations of 20 to 25% based on annual
revenues (Bengesser, 2024, p. 206).

The revised AVMSD (Directive of 14 November 2018, 2018) hence has two goals given the rise of global
SVoD platforms like Netflix, Amazon Prime, and Disney+: first, ensuring cultural diversity by including
European works on these platforms, and second, adding funding to strengthen the local screen industries.
According to Idiz et al. (2021, p. 241), cultural diversity and exchange between European countries are the
EU’s priorities. The definition of “cultural diversity” is based on UNESCO’s 2005 Convention on the Protection
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and Promotion of the Diversity of Cultural Expressions, which defines it as the “variety of cultural
expressions…[and] diverse modes of artistic creation, production, dissemination, distribution, and enjoyment,
whatever the means and technologies used” (UNESCO, 2005). AVMSD and its precursor, the 1989
Television without Frontiers Directive, aim to protect European markets from US content imports and help
promote European production and content flow across borders. The original push for cultural diversity is
hence related to the 1970s discourse on US “cultural imperialism” (Dorfman & Mattelart, 1978), according to
which “cultural expressions [are being] potentially threatened by globalisation, trade liberalisation, and the
expansionist ambitions of the main industrial players in the culture and communications sectors” (Thuillas &
Wiart, 2024, p. 292). The Television without Frontiers Directive helped secure European audiovisual
production and small‐screen industries and enabled European works to travel across borders to balance the
heavy influx of US television shows (Broughton Micova, 2023, p. 19). The latest Television without Frontiers
Directive’s 30% content quota for VoDs is based on the Television without Frontiers Directive’s requirement
for linear broadcasters to offer European works 50% of their transmission time, including 10% independent
production (Broughton Micova, 2023, p. 20). The percentage of independent works is now often secured by
investment obligations, which provide financial support either in the form of an indirect levy paid to national
film institutions, a direct investment with respective cultural requirements, or a mix of both (Kostovska et al.,
2023, p. 161). Like the content quota, the investment obligation is based on “different forms” of investment
obligations that “broadcasters, distributors, theatres, and video industries were subject[ed] to” before
(Kostovska et al., 2023, p. 161).

The necessity of the financial support stems from the intensified request for high‐budget drama production
caused by the market dominance of international SVoDs and the decreasing investment of broadcasters,
which long served as a “key financing source of European audiovisual content” (Kostovska et al., 2023,
p. 157). While differing in market size and international reach, as Ivana Kostovska et al. (2023, p. 158)
underline, most national markets in the EU consist of “small audiences, limited budgets, and dependence on
public funding.” All of these characteristics apply to the Netherlands, which not only qualifies as a “small
market” country (Raats & Jensen, 2021, p. 836) with a limited domestic audience, number of investors, and
funding bodies but is also characterised by “below average public funding” for public service media (PSM;
Bengesser, 2024, p. 207), which in return is needed to sustain high‐end drama production. It is, therefore,
surprising that the Dutch government adopted the 30% content quota into its Media Act (in Dutch:
Mediawet) from 2008, only in the year 2020 (Idiz et al., 2021, p. 430; Iordache et al., 2023, p. 189). Since
Amsterdam became the home of Netflix’s first European headquarters in 2015, the Dutch government has
long refrained from imposing an investment quota (Idiz et al., 2021, p. 248). According to Idiz et al. (2021,
p. 430), Dutch decision‐makers were concerned about the bureaucratic burden on both global SVoDs and
the Dutch Media Authority (Commissariaat voor de Media), as well as limiting the innovative potential of
streaming services in a rapidly changing market. More recent developments of international SVoDs
retracting investments in European local drama productions (Koljonen, 2023; Krauss, 2023; Mikos, 2024)
seem to have informed the Dutch government’s decision to introduce the investment obligation.
The required 5% investment by commercial SVoD services is intended to be directly invested in “Dutch
cultural audiovisual products” as outlined in the Law Invoeren investeringsverplichting ten behoeve van
Nederlands cultureel audiovisueel product (introducing an investment obligation for a Dutch cultural
audiovisual product; Eerste Kamer der Staten‐Generaal, 2023).
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2.2. Cultural Diversity in Perspective: The Dutch Streaming Market and PSM

Diversity has become a buzzword in governmental and media industry discourses since the 2010s
(Bengesser & Sørensen, 2024, p. 1367). However, the term can have many different meanings in the context
of VoD platforms, their content offers, and PSM. As Bengesser and Sørensen (2024, p. 1368) highlight in
their contribution to the special issue of Convergence on “Streaming Diversity,” the term is often understood
synonymously with the “US‐American inflexion of identity‐based promotional diversity discourses,” which
cannot directly be transferred to the European context and its VoD markets. Particularly in the context of
globally acting streaming giant Netflix, diversity on and off the screen must be understood as a central
element of the company’s “branding strategy” and vehicle for its transnational expansion (Asmar et al., 2022,
p. 25; Jenner, 2024, p. 1474). By promoting diverse content regarding race, ethnicity, sexuality, age, and
language, Netflix simultaneously generates content with a “grammar of transnationalism” (Jenner, 2024) that
speaks to a broad heterogeneous audience and stages itself as a “global curator of progressive and culturally
diverse content” (Asmar et al., 2022, pp. 26, 29–30).

International SVoDs have increasingly expanded into European markets, contributing significantly to local
content production, including genres like historical drama or science fiction that often require high costs for
elements such as special effects and intricate production designs (Afilipoaie et al., 2021; Szostak, 2023). This
reflects a strategic localisation approach characterised by a “grammar of transnationalism” aimed at balancing
global‐local appeal (Jenner, 2018, p. 225; see also Idiz et al., 2024). Netflix, for instance, has emphasised
thematic and genre diversity while addressing environmental issues, climate change, and “artistic diversity”
by facilitating expanded distribution channels and production resources for European local fiction production
(Meir, 2024, p. 108; Szostak, 2023). These efforts are particularly significant in smaller European markets,
where local productions have historically faced financial constraints.

Diversity can also be understood in terms of the range of content accessible to audiences, which is shaped by
the level of VoD service availability. This reflects what Napoli (1999) describes as “source diversity.” The variety
of national and international (S)VoD services listed in Table 1 shows that the Netherlands has (a) a large variety
of streaming services available and (b) subscription numbers approach or surpass the number of households,
indicating a tendency towards multiple subscriptions’ (Bengesser, 2024, p. 203).

According to subscription numbers for Q4 2022 listed by Esser et al. (2024), Netflix is the largest SVoD
service in the Netherlands with 3.2 million subscribers, followed by the two Dutch PSB SVoD services NPO
Start/Plus with 1.8 million and the commercial Videoland with 1.3 million subscribers. The Dutch PSB
streaming offer comprises a FVoD service (NPO Start) and a subscription‐based version NPO Plus, which
offers early access to new content for a subscription rate of 2,95€ per month. The last four services listed
individually by Esser et al. (2024) are Disney+ (1.1 million subscribers), Amazon Prime (1 million subscribers),
HBO Max (0.9 million subscribers), and Viaplay (0.6 million subscribers). With subscription costs for
international streaming services ranging between 4,99€ and 17,99€ (as of Q3 2024), all listed international
SVoD services (excluding Sky Showtime and Canal+ due to lack of information on subscription numbers)
would fall under the new investment obligation since they make more than 10 million euros based on
subscription fees. Considering this latter diversity of SVoD offers and high subscription numbers per
household in the Netherlands is important when discussing the potential investment obligations for more
diverse Dutch cultural fiction productions.
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Table 1. Overview of (S)VoD streaming services available in the Netherlands.

Year DVD Service Country Price

2003 NPO Start (since 2017, before “Uitzending Gemist”; free video on demand) NL Free
2013 Netflix US 8,99€
2014 NPO Plus (SVoD) NL 2,95€
2015 Videoland NL 10,99€
2016 Amazon Prime US 4,99€
2019 Disney+ US 10,99€
2019 Apple TV+ US 9,99€
2022 Viaplay SE 17,99€
2022 HBO Max US 4,99€
2023 SkyShowtime US 5,99€
2023 Canal+ F 14,95€

Notes: Data include the year of entry into the market, country of origin of the service, and subscription prices for basic
packages (without advertisement) based on data on respective streaming websites for Q3 2024; the bundled streaming
service of Dutch public service broadcaster (PSB) NPO is listed twice since it is both available as an SVoD (NPO Plus) and
as a free video on demand (FVoD; NPO Start).

Table 1 only lists Dutch (S)VoD services with a higher number of subscriptions and services that produce
their content and thus highlights once more the small size of the Dutch content‐producing streaming market.
The list of named services by Idiz et al. (2021, p. 428), for example, also includes Pathé Thuis, NLZiet, and
Ziggo Go, services that fall into the category “other” in the study by Esser et al. (2024, p. 10). Pathé Thuis
is a streaming service by the cinema chain Pathé, which operates, among others, in France, Belgium, and
The Netherlands. They offer mainly blockbuster movies for home entertainment. Ziggo Go is the streaming
service based on the Dutch cable operator Ziggo; its rival company KPN (Royal KPN N.V.), which developed
out of the governmental postal and telecommunication service, produced content for its digital TV channel
KPN Presenteert between 2015 and 2018. The paid subscription service NLZiet is a bundled streaming offer
of NPO Plus, RTL XL, and Kijk (NPO 2013) and includes BBC First since September 2024 (Kriek, 2024). Due to
these channels not being relevant in the context of the investment obligation or content production, they will
not be further considered. Nevertheless, their existence shows the diversity of the Dutch streaming market.
In contrast, their lack of production shows the reliance on Dutch VoD fiction content on the commercial
platform Videoland and the Dutch PSB NPO. At the same time, NPO receives significantly less funding than
other European small‐market PSBs (Bengesser, 2024, p. 208) and face new cuts of more than 150 euros in
the coming years (Beukers, 2024).

Whereas diversity is a branding strategy for internationally acting SVoD services like Netflix, diversity has
traditionally been a “key issue” for European public service broadcasting, with its double focus on the
universality of reaching a broad audience and representing pluralism of voices and opinions on topics
(Bengesser & Sørensen, 2024, p. 1366). This is also the case for the Dutch PSB (or PSM), which since the
early 2000s has been summarised and centrally administered by the Dutch Foundation for Broadcasting
NPO (Nederlandse Publieke Omroep). Before this restructuring of the Dutch PSB sector, the pluralism of the
Dutch society was addressed in a unique Dutch pillarisation system with different PSBs serving religious
(catholic/protestant), political (liberal/conservative), and ethnically diverse immigration audience groups
(Veerbeek et al., 2022, pp. 422–423). In their analysis of PSBs DR (DK), ARD (GER), and BBC (UK), Bengesser
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and Sørensen (2024, 1369–1370) found that the difference in the approach to diversity was their definition
of “public value” in their mission statement and yearly reports. Since this article includes NPO Start/Plus and
content produced for these PSB streaming platforms and diverse representation in productions on‐ and
off‐screen representation, it is important to take a closer look at NPO’s specific approach to diversity.

Next to “universality” (verbreding bereik) and “pluralism” (pluriformiteit), NPO has been addressing “diversity”
regularly in all their yearly reports since 2006. One would assume that the centralisation of all small PSBs from
the pillar system under NPO and the subsequent merging of PSB channels after the Media Law in 2016 from
21 to eight (Veerbeek et al., 2022, p. 423) would lead to a heightened need to address diversity within and
beyond NPO’s claims about universality and pluralism. In the annual report of 2006, the term appears both in
synonymous use with the first two notions but is also mentioned as having a singular aim to “be a reflection
of society both in programming and in the workforce” (NPO Jaarverslag, 2006, p. 10). They, therefore, set
the goal to have a “diverse workforce (on and off screen) by age, gender, and ethnicity,” which reflects the
“multicultural society in the Netherlands’ and features a balanced distribution of male/female ratio” across
different positions and job levels (NPO Jaarverslag, 2006, p. 48). The diversity of NPO employees—particularly
off the screen—remains a recurring point on their yearly agenda over the next 17 years. This ambition clearly
contrasts the critical findings of the non‐profit organisations Kleur and Vrouwen in Beeld, who both confirm a
persisting lack of diversity in the Dutch audiovisual sector (Crone et al., 2023; Sanders, 2022). Genre diversity,
in contrast to other small market PSM (Bengesser & Sørensen, 2024, p. 1370), is not considered by NPO:
In order to reach a large audience also via its streaming service, NPO sporadically highlights in their yearly
reports “strengthening on‐demand offerings” via “extra [investment] in drama, a genre that lends itself well to
this type of viewing” (NPO Jaarverslag, 2016, p. 27), but there is no genre strategy recognisable.

Public value, which first appears in NPO’s year report of 2006, has been transferred into a tool for measuring
whether NPO fulfils its service to the public in delivering diverse content. The respective tool is called Public
Value Monitor Television (in Dutch: PubliekeWaarde Monitor Televisie) and was introduced after the merging
and restructuring of theDutch PSB landscape in 2016. Its eight categories (reliability, diversity, variety, political
and commercial independence, pluralism, personal relevance to the audience, and social relevance) are thereby
transferred into numerical data based on the evaluation of a representative panel of 9,000 people (13 years
and older) and an audience panel‐based ranking of productions that takes place twice per year (NPO, 2022).
This public value is more closely linked to justifying the NPO’s existence and state financing and public opinion
rather than helping tomonitor and address genre and on‐screen diversity. Given that the investment obligation
features clear definitions of aspects that need to be fulfilled in order for an international SVoDproduction to be
considered culturally representative and relevant, it would be good if the lack of diversity considerationswithin
Dutch local audiovisual production were counterbalanced and categories like genre and diverse on‐screen
representation taken into account in the phrasing of the Dutch investment obligation.

3. Method and Data Collection

First, for our critical analysis of policy and regulation, which focuses on the Dutch investment obligation and
its regulations regarding the definition of a “Dutch cultural audiovisual product,” we collected the 58 Dutch
senate documents related to the Law Invoeren investeringsverplichting ten behoeve van Nederlands cultureel
audiovisueel product (introducing an investment obligation for a Dutch cultural audiovisual product; Eerste
Kamer der Staten‐Generaal, 2022) and we contextualise the Dutch investment obligation through studies
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on media regulation, cultural policy, and VoD investment, comparing it within European regulatory trends.
We refer readers to the Supplementary Material file in our article for the additional reference materials we
explored during our research process.

Second, in our production data analysis, we concentrated on production numbers of television fiction genres,
including series, web series, and telefilms (or “single plays”), and subsequently compiled a dataset
encompassing 372 Dutch fiction series and telefilms released from January 2013 to December 2023 for
(S)VoD platforms. This dataset includes production numbers from international streamers (Netflix, Amazon
Prime, Disney+, HBO Max, Viaplay), national PSBs (NPO Start/NPO Plus), and RTL Netherlands’ commercial
streaming service, Videoland. Most production data was provided by the Dutch foundation Vrouwen in
Beeld. For the report Beter is Nog Niet Goed (Sanders, 2022), detailed production data for 2,469 Dutch films
for theatrical release and television productions from 2011 to 2020 had been collected. This data had been
sourced from the selected production lists of the Netherlands Film Festival and International Documentary
Film Festival Amsterdam and overviews of titles by the Dutch PSB NPO for the period 2010–2020. IMDb,
producer websites, Wikipedia, the NPO Fund, the Cobo Fund, filmvandaag.nl, tvserieskijken.nl, RTL,
Videoland, SBS, Talpa, and Netherlands Film Fund budget data had also been consulted (Sanders, 2022,
p. 52). We concentrated on television fiction series (including web series) and telefilms during the data
selection process, and we excluded films that were initially released theatrically from our analysis. Like
Iordache et al. (2023), we furthermore excluded documentaries, animation, or reality content.

As Sanders observes, much production data concerning length, budget, involved broadcasters, distributors,
and genre is not publicly accessible in the Netherlands (Sanders, 2022, p. 52). With Vrouwen in Beeld’s help,
we were able to obtain data from the Netwerk Scenarioschrijvers (Network Screenwriters) and their Zilveren
Krulstraat (screenwriting award) production titles for the missing years: 2021–2023. One challenge in
compiling the complete dataset for the 10 years from 2013 to 2023 was that the titles in the latter‐obtained
productions are listed per production year. In contrast, the Vrouwen in Beeld dataset is entirely based on the
year each title was released. Another significant limitation to note is the inconsistency in information on
“broadcasters and distributors involved and about the genre,” which, as Sanders (2022, p. 6) notes, “was
unfeasible for th[eir] report to clean up…and include in the analyses.” We also collected production data from
NPO for telefilms, television series, and web series for the period 2021–2023 to ensure that no PSB
productions were overlooked. This further complicates the distinction between program types set out in the
original dataset by Vrouwen in Beeld, which only distinguished between single play (telefilm) and series and
does not mention web series.

Genre categories, therefore, required recoding, which was based on information from the respective
producing channels/VoDs and IMDb. Despite debates on the relevance of genre categories in times of
algorithmic recommendation systems, both industry and researchers—particularly in the context of the
adaptation of the AVMSD’s 30% quota for European content—have turned to it to structure and categorise
the vast amount of content available on VoD platforms (Bengesser & Sørensen, 2024; Berliner & Cohn,
2023, p. 479; Iordache et al., 2023). Although genre classifications based on principles of similarity and
difference (topic/theme, characters, setting, narrative form, etc.) and their cultural function (see Feuer, 1992)
can be understood across cultural contexts, there are cultural and industry‐specific variations. In the Dutch
television context, this is especially the case with the genre “drama,” which a variety of formats can be
categorised under, including telefilms or “single plays” of less than 120 min., several‐part telefilms or “single
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plays” released as part of a more extensive, recurring thematic series, as well as miniseries with one season
with a maximum of six episodes, and series with at least six episodes per season. This differentiation of
formats within the genre bares similarities to the German format variety in the genre (see Becker &
Hagedoorn, 2022, p. 113–114), but also features unique cases such as the yearly released NPO telefilm
series One Night Stand (2006–2018), consisting of up to eight “single plays” by upcoming directors and
screenwriters. In order to give an indication of the diversity of formats and the hours of content in the genre
“drama” and its sub‐genres, we use the categories “single play” (originating from the dataset by Vrouwen in
Beeld) as well as miniseries and series alongside the genre in our analysis of local Dutch fiction production
from 2013 to 2023.

4. Policy Analysis: The Dutch Investment Obligation for Audiovisual Cultural Productions

As laid out in Sections 1 and 2, the Dutch investment obligation introduced on 1 January 2024, is a policy
designed to add funding to local screen productions by requiring VoD platforms that generate over
10€ million annually in the Dutch market to reinvest 5% of their revenue (Eerste Kamer der Staten‐Generaal,
2022). This amendment to the 2008 Media Law applies to all the major international streaming services like
Netflix, Disney+, Amazon Prime, and HBO Max. Crucially, 60% of these investments must go towards
independent productions, while the remaining 40% can be used for in‐house projects, allowing platforms
some flexibility. The investment obligation originated from the 2018 recommendations of the Council for
Culture (in Dutch: Raad van Cultuur) to address concerns in the media landscape, particularly the dominance
of international platforms and the lack of investment in local productions. The Dutch Senate (in Dutch:
Eerste Kamer der Staten‐Generaal) views this measure as a necessary response to the changing media
landscape and the increasing influence of international streaming services. Research on small markets and
their strategies for engaging with SVoD services further highlights the need for this policy intervention
(Domazetovikj et al., 2024).

Between 2021 and mid‐2023, Dutch policymakers discussed the introduction of an investment obligation
for VoD providers to strengthen the domestic audiovisual industry. These discussions were driven by
concerns over the dominance of international streaming platforms and the insufficient investment in Dutch
cultural content (Idiz et al., 2021). While adapting the AVMSD, policymakers debated how effective such an
obligation would be. The Dutch Ministry of Education, Culture, and Science initially advocated for less
prescriptive regulations to prevent excessive administrative burdens before the AVMSD’s 30% content
quota for European works was implemented in September 2021 (Idiz et al., 2021, p. 430). Despite
commissioning research from the Council for Culture (Raad voor Cultuur, 2018) and Dialogic (Maltha et al.,
2019), the Dutch Ministry did not use production data to assess ways of increasing investment in Dutch
cultural content. Dialogic’s study raised concerns over the lack of empirical data and the difficulty obtaining
information from industry stakeholders due to privacy, competition, and the high workload involved. Their
research in the end solely included desk studies, interviews, literature reviews, and economic‐theoretical
analysis and no actual numbers on productions and related costs (Maltha et al., 2019, p. 13).

A key part of the investment obligation is how it defines a “Dutch cultural audiovisual product.”
The regulation aligns with the Netherlands’ broader cultural policy objectives, as seen in PSB requirements
to offer diverse perspectives on societal issues (Veerbeek et al., 2022, p. 423). According to Iordache et al.
(2023), the Netherlands also imposes a 50% investment obligation on linear television, with a separate
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production quota in Dutch and Frisian. The newly introduced VoD obligation extends this regulatory
framework to streaming platforms, reinforcing measures to support cultural production. A Dutch cultural
audiovisual product is defined in the 2024 investment obligation as a European production that meets at
least one of the following criteria (Eerste Kamer der Staten‐Generaal, 2023, pp. 2‐3):

1. The original screenplay is mainly (at least 75%) in Dutch or Frisian.
2. The main characters primarily speak Dutch or Frisian.
3. The script is based on a Dutch or Frisian literary work.
4. The central theme relates to Dutch culture, history, society, or politics.

By applying these criteria, the policy ensures that audiovisual productions reflect and contribute to Dutch
cultural heritage. It also specifies key content categories, including documentary films, drama series, and
feature films. A drama series, for instance, must be a fiction‐based audiovisual production with a continuous
storyline and a total running time of no less than 120 minutes, divided into episodes of at least 20 minutes
each (Eerste Kamer der Staten‐Generaal, 2023, p. 2). However, changes to the legislation with its
acceptance in June 2023, introduced that for “half of the investment obligation, the aforementioned genres
should be deleted and all genres with the exception of sports, be covered by this law.” This amendment was
justified in the name of allowing for responses “to innovations” (Inhoudelijke Ondersteuning, 2023, p. 2)

The new law that requests international VoDs to invest 5% of their annual turnover in local Dutch content
production, is overall promising but does not come without potential flaws. The revenue from commercial
on‐demand media services is not limited to subscription, but likewise includes revenue generated through
advertising, user in‐app transactions, sponsorships, and product placement (Eerste Kamer der Staten‐Generaal,
2023). According to Telecompaper, streaming services made 1,2 billion Euros in revenues in 2024, 5% of this
total amount would lead to about 60 million reinvestment into the Dutch screen industry (“Streamingdiensten
passeren grens,” 2025). Dutch screen industry representatives like Doreen Boonekamp, former CEO of the
Netherlands Film Fund, therefore also showed themselves content with the Dutch measures as a “first step to
boost local production” and create a circular ecosystemwhere those at the end of the value chain reinvest in its
beginning (Dams, 2023). She, however, wishes to see an expansion of the financial obligations on streamers
in the form of a mix of a levy and direct investment to ensure the “levelling [of] the playing field with the
countries surrounding us, especially for independent film production” (Dams, 2023). The 2024 version of the
Dutch investment obligation thus far solely includes direct investments and leaves a lot of room to streamers
to decide on the type of production they want to invest in since all programming except for sports could
count as “Dutch cultural audiovisual product” (if the above listed requirements are fulfilled) with only half
of the investment being required to go to key content categories like documentary films, drama series, and
feature films. Furthermore, 40% of the investments are allowed to be used for in‐house productions, which
in case of the leading SVoD service Netflix could also mean a production in its European production hub in
Spain or completely outside of Europe as long as the spoken language is Dutch or Frisian or the production is
based on a Dutch or Frisian literary work.

While the Dutch investment obligation aligns with similar regulations in larger European markets, the
Netherlands have taken a more flexible approach, allowing VoD providers to decide how they invest within
the boundaries set by the law. Equivalent investment obligation laws in Spain and France, in contrast, impose
stricter direct investment requirements (Hinke, 2023a, 2023b). The height of the required reinvestment in
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local productions similarly differs: France requires an investment obligation of between 5.15% and 15% of
annual turnover, while Italy has a similar scheme focused on domestic content (Bengesser, 2024). The Dutch
approach is also less rigid than policies in Belgium, where investment obligations are more narrowly defined
and closely monitored (Kostovska et al., 2023). The Dutch Media Authority (Commissariaat van de Media) will
oversee compliance and evaluate the regulation’s impact on production diversity, industry stability, and
cultural representation, but their assessment takes place retrospectively based on production numbers that
commercial VoD services are asked to hand in for the first time in 2027.

The Dutch investment obligation is a meaningful measure to protect and promote Dutch audiovisual cultural
productions in an increasingly globalised media environment (Dams, 2023). By requiring domestic and
international VoD providers to contribute financially, the law seeks to build a sustainable and diverse media
sector. While challenges persist—particularly in compliance, enforcement, and the evolving streaming
landscape—the policy marks an important first step in balancing national cultural interests with international
market forces. Future assessments will reveal its effectiveness in meeting cultural and economic objectives.
To better facilitate this assessment, we will in the following present the outcome of our analysis of
production data for Dutch fiction productions from the 10 years leading up to the introduction of the
investment obligation in the Netherlands.

5. Production Data Analysis: Trends in Production Numbers, Genres, and Diversity in
Dutch VoD Fiction (2013–2023)

In the context of the Dutch market, we examine the interplay between diversity and the Dutch investment
obligation by analysing trends in SVoD productions from 2013 to 2023, focusing on how these trends
highlight gaps in cultural diversity and genre representation before implementing the investment obligation.
By contextualising these trends alongside newly established Dutch initiatives such as Vrouwen in Beeld and
Kleur, as well as research funded by the Dutch Ministry of Education, Culture, and Science regarding
diversity both on and off the screen in the Netherlands (Crone et al., 2023; Sanders, 2022), we demonstrate
how the observed underrepresentation of diverse narratives and high‐cost genres informed the
development of the investment obligation. This discussion explicitly frames the analysed titles as trends that
predate the introduction of the investment obligations to provide a more apparent baseline for
understanding and reflecting on the regulation’s objectives. In the following, we present the trends we found
in fiction series (including web series) and telefilms (or “single plays”) from the local public broadcaster
(NPO), the local commercial broadcaster (RTL/Videoland), and international streaming services (Netflix,
Disney+, Amazon Prime, HBO Max, Viaplay) from Netflix’s Dutch market entry 2013 to 2023: Figure 1
depicts the production numbers of local Dutch SVoD fiction content (2013–2023); Figure 2 shows the genre
diversity of local Dutch SVoD fiction content (2013–2023); Figure 3 shows the genre diversity of 259 local
Dutch VoD fiction series excluding single play and web series; and Figure 4, illustrates the genre diversity in
Dutch local language content exclusively produced by national and international commercial VoDs.

Our empirical production data analysis focuses on two key aspects of diversity: genre diversity and on‐screen
representation of diversity in Dutch VoD fiction productions from 2013 to 2023. Genre diversity examines
the variety of production types, particularly underrepresented high‐cost genres such as historical drama and
science fiction. On‐screen representation of diversity addresses the diversity of characters regarding gender,
cultural, and ethnic background in Dutch‐language fiction content (see Crone et al., 2023).
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The review of production data helps to give an overview of Dutch fiction productions in the age of
streaming, but has limitations: First, given that production data is already not publicly accessible in the
Netherlands (Sanders, 2022, p. 52), the analysis does not cover economic information on diversity in
production budgets which companies have been reluctant to share in the past with researchers (Maltha
et al., 2019). Second, while we highlight some regional and linguistic aspects, we do not provide a
comprehensive analysis of diversity across all demographic categories, as this falls beyond the scope of our
dataset. On‐screen diversity will hence only be addressed when discussing exemplary production titles.
Third, audience reception and discoverability—important dimensions when considering content diversity in
the age of streaming—are not included, as they require separate methodological approaches. These
omissions are necessary to focus our analysis on trends in production diversity (genre and on‐screen)
relevant to contextualise and critically evaluate the investment obligation’s proclaimed goal to produce
Dutch cultural content for a broad Dutch audience.

Whereas the dip in production in 2020 due to the Covid‐19 pandemic is the most striking at first glance,
Figure 1’s overview of 10 years of Dutch fiction production for VoD services shows a slight increase in Dutch
local language original productions by international SVoDs after 2018. Fall 2018 marks the revision of the
AVMSD and the introduction of the 30% content quota for European works as well as the end of the fifth year
of Netflix operating in the Netherlands. The increase becomes particularly visible in 2021 and 2022, with both
years featuring twoNetflix productions and oneAmazonPrime production. As Idiz et al. (2021, p. 431)mention
in the context of the 30% quota for European works, “first reporting for 2021/2022 [was only] due in 2023.”
This trend could hence be read as aligning with research indicating that platforms increasingly shift to original
productions to comply with quotas and enhance market presence (Kostovska et al., 2023). It likewise indicates
the little effort invested in local language original content production in a small market like the Dutch. While
this reading of the increase of Netflix’s investment in Dutch local language original production might have
been motivated by the AVMSD, this is more questionable in the case of Amazon Prime since the productions
in 2021 and 2022 directly followed its Dutch market rollout in 2020. It is therefore also possible that both
Netflix and Amazon Prime solely invested in local content to broaden their streaming libraries and attract
new subscribers.

Before 2018, Figure 1 only featured one drama miniseries, namely the four‐part Tokyo Trial (2016), which
was counted as a Dutch production. It is important to underline, however, that this is a co‐production by the
Japanese PSB NHK, the Amsterdam‐based production company FAAT Productions, and Netflix. Tokyo Trial, in
many regards, stands out from other local Dutch original content by international SVoDs: It is not a Dutch local
language original production shot in Dutch, but in English. It is a co‐production directed by an American‐Dutch
director duo: RobW. King and Pieter Verhoeff. It is a four‐part miniseries that centres its storyline around the
Dutch judge Bert Röling (played byDutch actorMarcel Hensema). Theminiseries premiered at the 37th edition
of theDutch Film Festival in 2017 and is referred to by theDutch press as Verhoeff’s “film” (van der Laan, 2017),
a testament to the Dutch understanding of formats including several parts comprising telefilms (or “single
plays”). Based on how Verhoeff frames the production in an interview with the Dutch film magazine Filmkrant,
the miniseries was, moreover, in its first instance, a production promoted by the Japanese PSB NHK: “I was
asked by producer Hans de Weers, who in turn was approached by Japanese public broadcaster NHK to
co‐produce Tokyo Trial” (Graveland, 2017). Nevertheless, given that the miniseries touches on real‐life Dutch
historic characters, an argument could be made that Tokyo Trial is a “Dutch cultural audiovisual product,” since
it fulfils requirement four in that “the central theme relates toDutch culture, history, society, or politics” (Eerste

Media and Communication • 2025 • Volume 13 • Article 9593 12

https://www.cogitatiopress.com


60

40

20

2013 2014 2015 2016 2017 2018 2019 2020 2021 2022 2023

0

18 18
19

9

36

45

31
32

23

25

22

4

8

11
8

2

3

6

8

2

7

2

2

5

3

6

5

2

2

2

Dutch PSB Dutch Commercial Broadcaster Videoland Amazon Prime Ne lix

Figure 1. Production numbers of local Dutch SVoD fiction content (2013–2023). Note: If no number is
mentioned in the figure, then there was only one production (see Amazon Prime in 2021 and 2022 and Netflix
in 2016, 2019, and 2023).

Kamer der Staten‐Generaal, 2023, p. 3; see Section 3.29f). Being an odd one out in the trends for local SVoD
content production by international streamers up to the introduction of the Dutch investment obligation in
2024, it showcases how much room the requirements would leave for global streamers to showcase their
compliance with the new law.

Between 2018 and 2023, Netflix produced between one and two Dutch local language originals. However,
most of these Netflix productions are related to the crime series Undercover and its various seasons and

Media and Communication • 2025 • Volume 13 • Article 9593 13

https://www.cogitatiopress.com


spin‐off series, which are likewise co‐productions by Netflix, the Flemish PSB streaming service VRT Max,
and the Dutch commercial broadcaster SBS6. What needs to be clarified in the context of both of these
co‐productions is that titles like Tokyo Trial and Undercover, as well as its spin‐off series Ferry, are counted as
Dutch productions despite having been co‐produced and, in the latter case, are also originally filmed in
Dutch. The Dutch‐Flemish crime drama franchise Undercover would also fulfil the requirements of the Dutch
investment obligation since it is not just 75% but entirely in Dutch (see Section 4). As Eduard Cuelenaere
and Alexander De Man (2025) show, there is a history of Flemish‐Dutch co‐productions long before
streaming, mainly motivated by ideological reasons (e.g., the strengthening of Flemish culture in Dutch in
Belgium) or for commercial reasons, such as higher production budgets and speaking to a larger audience.
A combined commercial and policy reason could also motivate international VoDs to invest in Flemish‐Dutch
coproductions to fulfil direct investment obligations in Flanders (Belgium) and the Netherlands. If these
co‐productions were not counted as Dutch productions, Netflix’s number of Dutch productions since the
streamer’s rollout in the Dutch market in the fall of 2013 would be down to solely three series: Ares (2020),
Misfit: De Serie (2021), and Dirty Lines (2022).

Next to Netflix, our dataset only featured two fiction productions by Amazon Prime (see 2021 and 2022).
Whereas NPO and the Dutch commercial SVoD platform Videoland doubled or tripled their production
numbers following the Covid‐19 pandemic in 2020, which saw a worldwide, dramatic increase in VoD
consumption (Johnson & Dempsey, 2024), international streamers’ investments in Dutch cultural audiovisual
fiction content remained limited. What becomes apparent in the overview of empirical production data for
the Dutch VoD market in Figure 1 in comparison to subscriber numbers to international services in Table 1
(Section 2.2) is that an additional regulation, such as the new Dutch investment obligation, is relevant to
channel revenues from international SVoDs into the local screen industries to secure local fiction production
long term.

As Figure 2 shows, the three most popular genres in the full dataset of local SVoD content (2013–2023)
are drama (133 productions), crime (67 productions), and comedy (54 productions), with fewer productions
in more expensive genres like fantasy/horror/sci‐fi, thriller, and historical drama. Due to the high production
costs of genres such as historical dramas and fantasy/horror/sci‐fi, which frequently explore diverse narratives,
Dutch SVoD primarily consists of affordable genres such as drama, crime, and comedy (including telefilms
(or “single plays”) and web series), which typically cater to a broad audience by featuring universal themes and
narratives that appeal to a mainstream audience and frequently feature a predominantly white cast (Afilipoaie
et al., 2021; Crone et al., 2023). Drama can hence also feature highly among NPO productions in the dataset,
but it is limited to family‐oriented (inter‐)generational narratives with a mainly white cast (see Crone et al.,
2023, who likewise worked with the dataset by Vrouwen in Beeld). Recent NPO drama series that were able
to attract a large audience according to report viewer numbers in the Dutch press, likeOogappels (BNNVARA,
2019–2024) andDertigers (BNNVARA, 2020–present), have though also started to incorporate amore diverse
Dutch cast with family roots in Suriname,Marocco, and theDutch Antilles, featuring actors and actressesMike
Lianon, Ciraj Amalal (both in Oogappels), Joy Wielkins and Sabri Saddik (both in Dertigers; “Dertigers keert in
2025,” 2024; “Oogappels is online knaller,” 2024).

Whereas Figure 2 features an overview of genre diversity across 372 productions over the 10 years after
Netflix entered the Dutch market, Figure 3 only shows genre diversity across full‐length series. Excluding
shorter fiction productions categorised as single plays (telefilm), miniseries, or (web)series, the number of
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fiction productions over the analysed ten‐year period drops from 372 to 259 productions. The genre
distribution is particularly affected in the case of historical drama series, which now come in last place with
four titles only behind the genre fantasy/horror/sci‐fi.

Figure 4 shows a close‐up of the genre diversity across fictional Dutch local language original series produced
by commercial SVoDs. The added genre diversity argued for in previous studies on other European screen
media markets and local language original production (Meir, 2024, p. 108; Szostak, 2023) cannot be found in
production data from national and international commercial SVoDs in the Netherlands. The Dutch PSB NPO
infrequently addresses costly genres such as fantasy/horror/sci‐fi, thriller, and historical drama. As illustrated
in Figure 4, these genres are similarly scarce in Dutch local language productions by national commercial
entities and international SVoD platforms. The least number of productions and genre diversity can be found
in the productions by Amazon Prime, limited to two productions only: the drama series Modern Love (2021)
and the (satire) comedy series TRECX (2022). Although Netflix’s local Dutch language originals include more
productions and exhibit increased genre diversity, crime remains the predominant genre. This circumstance
is related to the popular first Dutch‐language original series Undercover, which has three seasons and four
productions in this genre (episodes 7 and 8 of season 3 have been listed as separate productions in the dataset
based on them being released separately in consecutive years). As discussed earlier, although a Dutch local
language production,Undercover is a Flemish‐DutchNetflix local language original co‐production. The spin‐off
Ferry: The Series (2023–present) accounts for the sixth Netflix production in this genre.
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Figure 4. Genre diversity in Dutch local language content produced by commercial SVoDs (2013–2023).
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Rather than enhancing genre diversity among Dutch VoD productions, Netflix contributes to cast and
on‐screen diversity through a limited number of productions in genres other than crime. This circumstance
correlates with the streamer’s visible diversity branding strategy (Asmar et al., 2022; Jenner, 2024):
The historical drama Dirty Lines (2022), for example, features the Dutch actress Joy Delima as its leading
female protagonist, who has Curaçaoan/Surinamese roots. Similarly, the Dutch fantasy/horror/sci‐fi series
Ares (2020) on Netflix features the Dutch actress Jade Olieberg among its main cast, whose family has roots
in Suriname, Trinidad, and China (Wiegman, 2022).

In contrast to this highlighting of the diverse cultural influences in Dutch society and the country’s colonial
past, the setting of both of these Netflix Dutch local language productions, as well as Amazon Prime’sModern
Love, is Amsterdam, which is easily recognisable to a global, non‐Dutch audience. The geographic localisation
strategies in these Dutch local language originals support Idiz et al.’s (2024) argument about localisationmainly
functioning as “window dressing” that pays little attention to the larger Kingdom of the Netherlands. It is
striking that Dutch‐language content that does address the Netherlands’ colonial past in Indonesia, such as
the (initially theatrically released) film De Oost (in English: The East, 2020), are more often Dutch productions
that Netflix bought for its catalogue.

Suppose the investment obligation introduced in 2024 aims to do more than facilitate local content to
preserve the Dutch screen industry, it is necessary to consider in how far Dutch national language, culture,
and society in all its diversity is promoted in local content production by international VoDs. The discussed
examples of earlier Dutch local language productions by international VoD platforms show that “Dutch
cultural audiovisual products,” even when they feature main characters who speak Dutch or Frisian and are
set in the Netherlands, can be limited in their promotion of Dutch cultural diversity and identities beyond
Amsterdam. In short, because (a) the law is broadly phrased to afford streamers flexibility in their production,
and (b) the specific Dutch cultural elements are not checked before productions are issued but rely on
retrospectively self‐reported data by the respective international VoDs, the use of strategies like “window
dressing” can easily be overlooked.

Even though the first round of self‐reporting by international VoDs on their compliance with the 5%
investment quota in Dutch productions is only due in 2027, a look at empirical production data from the
10 years leading up to the introduction of this new AVMSD‐based law highlights that a revision of the
phrasing of the law would be preferable to direct foreign VoDs’ investments more precisely towards fictional
productions of rare, costly genres and productions who pay attention to more varied representation of the
Kingdom of the Netherlands’ diverse society, history, and geography beyond Amsterdam.

6. Conclusion

Due to the limited regulatory pressure to support diverse, local productions, Dutch SVoD content before
2024 tends to reflect traditional genres. It has limited diversity regarding on‐screen representation (see also
Crone et al., 2023). An important change that could increase diversity in Dutch fiction is the new investment
obligation, which mandates a 5% turnover investment from commercial and foreign platforms into Dutch
content. Future research should examine the regulation’s numerical impact on Dutch fiction production
across genres as well as the diversity in its representation of Dutch culture and society. This is particularly
uncertain because the 2024 investment obligation is neither prescriptive nor precisely defined. According to
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the law, a “Dutch cultural audiovisual product” is a production with Dutch or Frisian main characters, that is
based on a Dutch or Frisian language script or novel, and/or based on a Dutch culturally, historically, or
politically related theme. The law allows streamers to produce freely and is checked afterwards based on
self‐reporting. Given the earlier observed trends in local productions by international streamers in the
Netherlands since 2013, it is likely that these commercial VoD services opt for shorter miniseries or telefilms
over full‐length series, Flemish‐Dutch co‐productions, cheaper non‐fiction content like reality TV
programming around Dutch celebrities, and a simple “window dressing” strategy (Idiz et al., 2024) in local
fiction productions regarding location, character, and language that are easily recognizable to a wider
European and/or global audience. Netflix’s announcement of its new Dutch local production slate including
the reality show about the Spanish‐Dutch actress Yolanthe Cabau and her new life in Los Angeles, or the film
iHostage, based on the hostage‐taking at the Apple store in Amsterdam in 2022, seem to indicate this
tendency (“Netflix komt met realityprogramma,” 2024). Our article hence aims to offer a background against
which to reassess the Dutch investment obligation and to examine developments in the VoD market
following its implementation in January 2024.

Acknowledgments
We wish to thank our colleagues at the ECREA Television Studies section, Streaming Media NL network,
CresCine project, and Commissariaat voor de Media for fruitful discussions. We thank Vrouwen in Beeld
research and NPO for data access. This research is our own. We have used AI tools (Grammerly, QuillBot,
ChatGPT4o) during the editing process, especially to experiment with finding alternative sentences in
paraphrasing and summarising and improve language use and spelling. We have thoroughly checked and
take full responsibility for the content of our research article.

Funding
Publication of this article in open access was made possible through the institutional membership agreement
between the University of Groningen and Cogitatio Press.

Conflict of Interests
The authors declare no conflict of interests.

Supplementary Material
Supplementary material for this article is available online in the format provided by the author (unedited).

References
Afilipoaie, A., Iordache, C., & Raats, T. (2021). The ‘Netflix Original’ and what it means for producing European
television content. Critical Studies in Television, 16(3), 304–325.

Asmar, A., Raats, T., & Van Audenhove, L. (2022). Streaming difference(s): Netflix and the branding of diversity.
Critical Studies in Television, 18(1), 24–40. https://doi.org/10.1177/17496020221129516

Becker, S., &Hagedoorn, B. (2022). ‘All things new?’ The female‐centred historical miniseriesDieNeue Zeit and
German high‐end series production. In J. F. Gutiérrez Lozano, S. Eichner, B. Hagedoorn, & A. Cuartero (Eds.),
New challenges in European television series: National experiences in a transnational context (pp. 107–129).
Comares.

Bengesser, C. (2024). Four types of video‐on‐demandmarkets: Comparing the development of European VoD.
Journal of Digital Media & Policy, 15(2), 193–212. https://doi.org/10.1386/jdmp_00146_1

Media and Communication • 2025 • Volume 13 • Article 9593 18

https://www.cogitatiopress.com
https://doi.org/10.1177/17496020221129516
https://doi.org/10.1386/jdmp_00146_1


Bengesser, C., & Sørensen, J. K. (2024). Different diversities: Policies and practices at three European public
service VoD services. Convergence, 30(4), 1365–1387. https://doi.org/10.1177/13548565241270897

Berliner, L. S., & Cohn, J. (2023). Introduction to the special issue genre after media. Television & New Media,
24(5), 479–487. https://doi.org/10.1177/15274764231171061

Beukers, G. (2024, December 13). ‘Extra bezuiniging van 50 miljoen euro op NPO is ‘onbegrijpelijk’ en
‘onverantwoord,’ zegt voorzitter Leeflang. de Volkskrant. https://www.volkskrant.nl/binnenland/extra‐
bezuiniging‐van‐50‐miljoen‐euro‐op‐npo‐is‐onbegrijpelijk‐en‐onverantwoord‐zegt‐voorzitter‐leeflang∼
bc349f61

BroughtonMicova, S. (2023). From the television without frontiers directive to the audiovisual media services
directive. In H. Ranaivoson, S. Broughton Micova, & T. Raats (Eds.), European audiovisual policy in transition
(pp. 18–32). Routledge.

Crone, V., Jacobs, J., Nauta, O., Nijboer, R., Pital, V., & Petersen, A. (2023). Je kunt niet zijn wat je niet kunt
zien: Diversiteit en inclusiviteit in de AV‐sector. DSP‐groep. https://www.rijksoverheid.nl/documenten/
rapporten/2023/03/24/onderzoek‐je‐kunt‐niet‐zijn‐wat‐je‐niet‐kunt‐zien‐diversiteit‐en‐inclusiviteit‐
in‐de‐film‐en‐av‐sector

Cuelenaere, E., & De Man, A. (2025, March 26). Vlaanderen en Nederland werken audiovisueel enkel samen
als de kassa rinkelt of de politiek aandringt. De Lage Landen. https://www.de‐lage‐landen.com/article/
vlaanderen‐en‐nederland‐werken‐audiovisueel‐enkel‐samen‐als‐de‐kassa‐rinkelt‐of‐de‐politiek‐
aandringt

Dams, T. (2023, September 13). The US streamer squeeze: Why Europe is taking on the SVoDs. Screen Daily.
https://www.screendaily.com/features/the‐us‐streamer‐squeeze‐why‐europe‐is‐taking‐on‐the‐svods/
5185829.article

De Leeuw, J. S. (2003).Hoe komen wij in beeld?: Cultuurhistorische aspecten van de Nederlandse televisie [Speech
transcript]. Utrecht University. https://dspace.library.uu.nl/bitstream/handle/1874/23567/Leeuw_
Sonja_de_oratie.pdf?sequence=1

Dertigers keert in 2025 terug met zesde seizoen. (2024, August 18). Broadcast Magazine. https://www.
broadcastmagazine.nl/in‐productie/dertigers‐keert‐in‐2025‐terug‐met‐zesde‐seizoen

Directive (EU) 2018/1808 of the European Parliament and of the Council of 14 November 2018
amending Directive 2010/13/EU on the coordination of certain provisions laid down by law, regulation
or administrative action in Member States concerning the provision of audiovisual media services
(Audiovisual Media Services Directive) in view of changing market realities. (2018). Official Journal of the
European Union, L 303/69. https://eur‐lex.europa.eu/eli/dir/2018/1808/oj/eng

Domazetovikj, N., Raats, T., & Donders, K. (2024). Global SVoD services in small audio‐visual market contexts:
Commissioning patterns in Flanders, Ireland and Norway. Journal of Digital Media & Policy, 15(2), 213–235.

Dorfman, A., & Mattelart, A. (1978). Para leer al Pato Donald. Siglo XXI.
Eerste Kamer der Staten‐Generaal. (2022). Invoeren investeringsverplichting ten behoeve van Nederlands

cultureel audiovisueel product (36.176). Eerste Kamer Der Staten‐Generaal. https://www.eerstekamer.nl/
wetsvoorstel/36176_invoeren

Eerste Kamer der Staten‐Generaal. (2023). Wet van 1 november 2023 tot wijziging van de Mediawet 2008
in verband met het invoeren van een investeringsverplichting ten behoeve van Nederlands cultureel
audiovisueel product. Staatsblad van het Koninkrijk der Nederlanden, 2023(382). https://www.eerstekamer.
nl/behandeling/20231108/publicatie_wet/document3/f=/vm7zci6178z3.pdf

Esser, A., Hilborn, M., & Steemers, J. (2024). Screen encounters with Britain—Interim report Netherlands: What
do young Europeans make of Britain and its digital screen culture? King’s College London. https://doi.org/
10.18742/pub01‐177

Media and Communication • 2025 • Volume 13 • Article 9593 19

https://www.cogitatiopress.com
https://doi.org/10.1177/13548565241270897
https://doi.org/10.1177/15274764231171061
https://www.volkskrant.nl/binnenland/extra-bezuiniging-van-50-miljoen-euro-op-npo-is-onbegrijpelijk-en-onverantwoord-zegt-voorzitter-leeflang~bc349f61
https://www.volkskrant.nl/binnenland/extra-bezuiniging-van-50-miljoen-euro-op-npo-is-onbegrijpelijk-en-onverantwoord-zegt-voorzitter-leeflang~bc349f61
https://www.volkskrant.nl/binnenland/extra-bezuiniging-van-50-miljoen-euro-op-npo-is-onbegrijpelijk-en-onverantwoord-zegt-voorzitter-leeflang~bc349f61
https://www.rijksoverheid.nl/documenten/rapporten/2023/03/24/onderzoek-je-kunt-niet-zijn-wat-je-niet-kunt-zien-diversiteit-en-inclusiviteit-in-de-film-en-av-sector
https://www.rijksoverheid.nl/documenten/rapporten/2023/03/24/onderzoek-je-kunt-niet-zijn-wat-je-niet-kunt-zien-diversiteit-en-inclusiviteit-in-de-film-en-av-sector
https://www.rijksoverheid.nl/documenten/rapporten/2023/03/24/onderzoek-je-kunt-niet-zijn-wat-je-niet-kunt-zien-diversiteit-en-inclusiviteit-in-de-film-en-av-sector
https://www.de-lage-landen.com/article/vlaanderen-en-nederland-werken-audiovisueel-enkel-samen-als-de-kassa-rinkelt-of-de-politiek-aandringt
https://www.de-lage-landen.com/article/vlaanderen-en-nederland-werken-audiovisueel-enkel-samen-als-de-kassa-rinkelt-of-de-politiek-aandringt
https://www.de-lage-landen.com/article/vlaanderen-en-nederland-werken-audiovisueel-enkel-samen-als-de-kassa-rinkelt-of-de-politiek-aandringt
https://www.screendaily.com/features/the-us-streamer-squeeze-why-europe-is-taking-on-the-svods/5185829.article
https://www.screendaily.com/features/the-us-streamer-squeeze-why-europe-is-taking-on-the-svods/5185829.article
https://dspace.library.uu.nl/bitstream/handle/1874/23567/Leeuw_Sonja_de_oratie.pdf?sequence=1
https://dspace.library.uu.nl/bitstream/handle/1874/23567/Leeuw_Sonja_de_oratie.pdf?sequence=1
https://www.broadcastmagazine.nl/in-productie/dertigers-keert-in-2025-terug-met-zesde-seizoen
https://www.broadcastmagazine.nl/in-productie/dertigers-keert-in-2025-terug-met-zesde-seizoen
https://eur-lex.europa.eu/eli/dir/2018/1808/oj/eng
https://www.eerstekamer.nl/wetsvoorstel/36176_invoeren
https://www.eerstekamer.nl/wetsvoorstel/36176_invoeren
https://www.eerstekamer.nl/behandeling/20231108/publicatie_wet/document3/f=/vm7zci6178z3.pdf
https://www.eerstekamer.nl/behandeling/20231108/publicatie_wet/document3/f=/vm7zci6178z3.pdf
https://doi.org/10.18742/pub01-177
https://doi.org/10.18742/pub01-177


Feuer, J. (1992). Genre study and television. In R. C. Allen (Ed.), Channels of discourse (pp. 138–160). Routledge.
Graveland, M. (2017, September 27). Hollandse Nieuwe 2017: Pieter Verhoeff over Tokyo Trial. Filmkrant.
https://filmkrant.nl/interview/hollandse‐nieuwe‐op‐nff‐pieter‐verhoeff

Hagedoorn, B., & Agterberg, B. (2016). The end of the television archive as we know it? The national archive is
an agent of historical knowledge in the convergence era.Media and Communication, 4(3), 162–175. https://
www.cogitatiopress.com/mediaandcommunication/article/view/595

Havens, T., & Lotz, A. (2016). Understanding media industries (2nd ed). Oxford University Press.
Havens, T., Lotz, A., & Tinic, S. (2009). Critical media industry studies: A research approach. Communication,

Culture & Critique, 2(2), 234–253. https://doi.org/10.1111/j.1753‐9137.2009.01037.x
Hinke, B. (2023a, April 21). Videodiensten krijgen meer vrijheid bij verplichte investering in Nederlandse
producties. NRC Handelsblad. https://www.nrc.nl/nieuws/2023/04/21/videodiensten‐krijgen‐meer‐
vrijheid‐bij‐verplichte‐investering‐in‐nederlandse‐producties‐a4162769

Hinke, B. (2023b, June 6). Na jaren van debat neemt Kamer wet aan die streamingdiensten verplicht
te investeren in Nederlandse producties. NRC Handelsblad. https://www.nrc.nl/nieuws/2023/06/06/
streamingdiensten‐moeten‐investeren‐in‐nederlandse‐producties‐mag‐ook‐in‐amusement‐a4166531

Idiz, D. R., Irion, K., Ebbers, J., & Vliegenthart, R. (2021). European audiovisual media policy in the age of global
video on demand services: A case study of Netflix in the Netherlands. Journal of Digital Media & Policy,
12(3), 425–449. https://doi.org/10.1386/jdmp_00070_1

Idiz, D. R., Noordegraaf, J., & Vliegenthart, R. (2024). Culture as window dressing? A threefold methodological
framework for researching the locality of Netflix series. Critical Studies in Television. Advance online
publication. https://doi.org/10.1177/17496020241235579

Inhoudelijke Ondersteuning. (2023).Overzicht van afdeling Inhoudelijke Ondersteuning stemmingen in de Tweede
Kamer. Eerste Kamer.nl. https://www.eerstekamer.nl/behandeling/20230606/stemmingsoverzicht_
tweede_kamer/document3/f=/vm3qa1rfhav1.pdf

Iordache, C., Mitric, P., & Raats, T. (2023). Content quotas: At the crossroads between cultural diversity and
economic sustainability. In H. Ranaivoson, S. Broughton Micova, & T. Raats (Eds.), European audiovisual
policy in transition (pp. 177–197). Routledge.

Jenner, M. (2018). Netflix and the re‐invention of television. Palgrave.
Jenner, M. (2024). The quantification of diversity: Netflix, visibility politics and the grammar of
transnationalism. Convergence, 30(4), 1474–1489. https://doi.org/10.1177/13548565241264003

Johnson, C., & Dempsey, L. (2024). Public service television in the age of subscription video on demand:
Shifting TV audience expectations in the UK during COVID‐19. Media, Culture & Society, 46(3), 500–517.
https://doi.org/10.1177/01634437231203875

Koljonen, J. (2023). Nostradamus report: Everything changing all at once. Göteborg Film Festival. https://
goteborgfilmfestival.se/en/industry/nostradamus/nostradamus‐reports/pages/2023‐nostradamus‐
report

Komorowski, M., Iordache, C., Kostovska, I., Tintel, S., & Raats, T. (2021). Investment obligations for VOD
providers to financially contribute to the production of European works, a 2021 update. Studies on
Media, Information and Telecommunication. https://smit.vub.ac.be/wp‐content/uploads/2021/06/
A‐Europeancomparison‐of‐investment‐obligations‐on‐VOD‐providers‐to‐financially‐contribute‐to‐the‐
production‐of‐Europeanworks_Report‐2021_FINAL.pdf

Kostovska, I., Komorowski, M., Raats, T., & Tintel, S. (2023). ‘Netflix taxes’ as tools for supporting
European audiovisual ecosystems. Policy interventions for rights retention by independent producers. In
H. Ranaivoson, S. Broughton Micova, & T. Raats, (Eds.), European audiovisual policy in transition (1st ed., pp.
157–176). Routledge.

Media and Communication • 2025 • Volume 13 • Article 9593 20

https://www.cogitatiopress.com
https://filmkrant.nl/interview/hollandse-nieuwe-op-nff-pieter-verhoeff
https://www.cogitatiopress.com/mediaandcommunication/article/view/595
https://www.cogitatiopress.com/mediaandcommunication/article/view/595
https://doi.org/10.1111/j.1753-9137.2009.01037.x
https://www.nrc.nl/nieuws/2023/04/21/videodiensten-krijgen-meer-vrijheid-bij-verplichte-investering-in-nederlandse-producties-a4162769~
https://www.nrc.nl/nieuws/2023/04/21/videodiensten-krijgen-meer-vrijheid-bij-verplichte-investering-in-nederlandse-producties-a4162769~
https://www.nrc.nl/nieuws/2023/06/06/streamingdiensten-moeten-investeren-in-nederlandse-producties-mag-ook-in-amusement-a4166531
https://www.nrc.nl/nieuws/2023/06/06/streamingdiensten-moeten-investeren-in-nederlandse-producties-mag-ook-in-amusement-a4166531
https://doi.org/10.1386/jdmp_00070_1
https://doi.org/10.1177/17496020241235579
https://www.eerstekamer.nl/behandeling/20230606/stemmingsoverzicht_tweede_kamer/document3/f=/vm3qa1rfhav1.pdf
https://www.eerstekamer.nl/behandeling/20230606/stemmingsoverzicht_tweede_kamer/document3/f=/vm3qa1rfhav1.pdf
https://doi.org/10.1177/13548565241264003
https://doi.org/10.1177/01634437231203875
https://goteborgfilmfestival.se/en/industry/nostradamus/nostradamus-reports/pages/2023-nostradamus-report
https://goteborgfilmfestival.se/en/industry/nostradamus/nostradamus-reports/pages/2023-nostradamus-report
https://goteborgfilmfestival.se/en/industry/nostradamus/nostradamus-reports/pages/2023-nostradamus-report
https://smit.vub.ac.be/wp-content/uploads/2021/06/A-Europeancomparison-of-investment-obligations-on-VOD-providers-to-financially-contribute-to-the-production-of-Europeanworks_Report-2021_FINAL.pdf
https://smit.vub.ac.be/wp-content/uploads/2021/06/A-Europeancomparison-of-investment-obligations-on-VOD-providers-to-financially-contribute-to-the-production-of-Europeanworks_Report-2021_FINAL.pdf
https://smit.vub.ac.be/wp-content/uploads/2021/06/A-Europeancomparison-of-investment-obligations-on-VOD-providers-to-financially-contribute-to-the-production-of-Europeanworks_Report-2021_FINAL.pdf


Krauss, F. (2023, March 24). Produktionsnetzwerke in Krisenzeiten. Mediendiskurs Online. https://
mediendiskurs.online/beitrag/produktionsnetzwerke‐in‐krisenzeiten‐beitrag‐772

Kriek, J. (2024, September 2). NLZIET breidt basispakket uit met BBC First: Ook bingewatchen
en vooruitkijken mogelijk. TotaalTV. https://www.totaaltv.nl/nieuws/nlziet‐breidt‐basispakket‐met‐bbc‐
first‐uit‐ook‐bingewatchen‐en‐vooruitkijken‐mogelijk

Maltha, S., Groot Beumer, T., Bongers, F., Hanswijk, M., Rutten, P., Vlaanderen, M., Gielen, M., & Huberts, S.
(2019). “Verheffing of verstoring?” Effecten stimuleringsmaatregelen audiovisuele productie in Nederland
(Report 2018.077‐1833). Ministerie van Onderwijs, Cultuur en Wetenschap. https://www.dialogic.nl/
wp‐content/uploads/2019/12/Dialogic‐APE‐Eindrapportage‐Verheffing‐of‐verstoring‐Effecten‐
stimuleringsmaatregelen‐audiovisuele‐productie‐in‐Nederland.pdf

Meir, C. (2024). Localising global platforms in Scandinavia and globalising Scandinavian popular cinema:Netflix,
SF Studios and the contemporary Nordic film industries. Journal of Scandinavian Cinema, 14(2), 107–126.
https://doi.org/10.1386/jsca_00113_1

Mikos, L. (2024, January 8). Das Ende des Streamings, wie wir es kennen. Oder: Wie Kulturtechniken
des Fernsehens Streaming verändern. https://mediendiskurs.online/beitrag/das‐ende‐des‐streamings‐
wie‐wir‐es‐kennen‐beitrag‐772

Napoli, P. M. (1999). Deconstructing the diversity principle. Journal of Communication, 49(4), 7–34. https://
doi.org/10.1111/j.1460‐2466.1999.tb02815.x

Netflix komt met realityprogramma over Yolanthe en nieuwe Saskia Noort‐serie. (2024, October 14). NU.nl.
https://www.nu.nl/film/6331688/netflix‐komt‐met‐realityprogramma‐over‐yolanthe‐en‐nieuwe‐
saskia‐noort‐serie.html

NPO. (2013). NPO, RTL en SBS werken samen om aan wens consument tegemoet te komen. https://npo.nl/pers/
persberichten‐en‐publicaties/npo‐rtl‐en‐sbs‐werken‐samen‐om‐aan‐wens‐consument‐tegemoet‐te‐
komen

NPO. (2022). Openbare documenten: Programmering—Beleidslijn publieke waarden. https://npo.nl/overnpo/
openbare‐documenten?document=42

Oogappels is online knaller: In eerste week nieuw seizoen al twee miljoen streams. (2024, October 22). AD.nl.
https://www.ad.nl/show/oogappels‐is‐online‐knaller‐in‐eerste‐week‐nieuw‐seizoen‐al‐twee‐miljoen‐
streams~a7232b4e

Paterson, C., Lee, D., Saha, A., & Zoellner, A. (Eds.). (2016). Advancing media production research: Shifting sites,
methods, and politics. Palgrave Macmillan. https://doi.org/10.1057/9781137541949

Raad voor Cultuur. (2018). Zicht op zo veel meer. The Hague: Council for Culture, 22 February, https://www.
raadvoorcultuur.nl/documenten/adviezen/2018/02/22/advies‐zicht‐op‐zo‐veel‐meer

Raats, T., Broughton Micova, S., & Ranaivoson, H. (2023). European audiovisual policy in transition: The
editors’ introduction. In H. Ranaivoson, S. Broughton Micova, & T. Raats (Eds.), European audiovisual policy
in transition (pp. 3–17). Routledge.

Raats, T., & Jensen, P. M. (2021). The role of public service media in sustaining TV drama in small markets.
Television & New Media, 22(7), 835–855. https://doi.org/10.1177/1527476420913398

Ranaivoson, H., BroughtonMicova, S., & Raats, T. (Eds.). (2023). European audiovisual policy in transition (1st ed.).
Routledge. https://doi.org/10.4324/9781003262732

Sanders, W. (2022). Beter is nog niet goed: De positie van vrouwen in de film—en televisiesector 2011–2020.
Vrouwen in Beeld. https://vrouweninbeeld.nl/onderzoek/beter‐is‐nog‐niet‐goed

Streamingdiensten passeren grens van 1 miljard euro omzet in Nederland. (2025, April 7). Nu.nl. https://
www.nu.nl/economie/6351171/streamingdiensten‐passeren‐grens‐van‐1‐miljard‐euro‐omzet‐in‐
nederland.html

Media and Communication • 2025 • Volume 13 • Article 9593 21

https://www.cogitatiopress.com
https://mediendiskurs.online/beitrag/produktionsnetzwerke-in-krisenzeiten-beitrag-772
https://mediendiskurs.online/beitrag/produktionsnetzwerke-in-krisenzeiten-beitrag-772
https://www.totaaltv.nl/nieuws/nlziet-breidt-basispakket-met-bbc-first-uit-ook-bingewatchen-en-vooruitkijken-mogelijk
https://www.totaaltv.nl/nieuws/nlziet-breidt-basispakket-met-bbc-first-uit-ook-bingewatchen-en-vooruitkijken-mogelijk
https://www.dialogic.nl/wp-content/uploads/2019/12/Dialogic-APE-Eindrapportage-Verheffing-of-verstoring-Effecten-stimuleringsmaatregelen-audiovisuele-productie-in-Nederland.pdf
https://www.dialogic.nl/wp-content/uploads/2019/12/Dialogic-APE-Eindrapportage-Verheffing-of-verstoring-Effecten-stimuleringsmaatregelen-audiovisuele-productie-in-Nederland.pdf
https://www.dialogic.nl/wp-content/uploads/2019/12/Dialogic-APE-Eindrapportage-Verheffing-of-verstoring-Effecten-stimuleringsmaatregelen-audiovisuele-productie-in-Nederland.pdf
https://doi.org/10.1386/jsca_00113_1
https://mediendiskurs.online/beitrag/das-ende-des-streamings-wie-wir-es-kennen-beitrag-772
https://mediendiskurs.online/beitrag/das-ende-des-streamings-wie-wir-es-kennen-beitrag-772
https://doi.org/10.1111/j.1460-2466.1999.tb02815.x
https://doi.org/10.1111/j.1460-2466.1999.tb02815.x
https://www.nu.nl/film/6331688/netflix-komt-met-realityprogramma-over-yolanthe-en-nieuwe-saskia-noort-serie.html
https://www.nu.nl/film/6331688/netflix-komt-met-realityprogramma-over-yolanthe-en-nieuwe-saskia-noort-serie.html
https://npo.nl/pers/persberichten-en-publicaties/npo-rtl-en-sbs-werken-samen-om-aan-wens-consument-tegemoet-te-komen
https://npo.nl/pers/persberichten-en-publicaties/npo-rtl-en-sbs-werken-samen-om-aan-wens-consument-tegemoet-te-komen
https://npo.nl/pers/persberichten-en-publicaties/npo-rtl-en-sbs-werken-samen-om-aan-wens-consument-tegemoet-te-komen
https://npo.nl/overnpo/openbare-documenten?document=42
https://npo.nl/overnpo/openbare-documenten?document=42
https://www.ad.nl/show/oogappels-is-online-knaller-in-eerste-week-nieuw-seizoen-al-twee-miljoen-streams~a7232b4e
https://www.ad.nl/show/oogappels-is-online-knaller-in-eerste-week-nieuw-seizoen-al-twee-miljoen-streams~a7232b4e
https://doi.org/10.1057/9781137541949
https://www.raadvoorcultuur.nl/documenten/adviezen/2018/02/22/advies-zicht-op-zo-veel-meer
https://www.raadvoorcultuur.nl/documenten/adviezen/2018/02/22/advies-zicht-op-zo-veel-meer
https://doi.org/10.1177/1527476420913398
https://doi.org/10.4324/9781003262732
https://vrouweninbeeld.nl/onderzoek/beter-is-nog-niet-goed/
https://www.nu.nl/economie/6351171/streamingdiensten-passeren-grens-van-1-miljard-euro-omzet-in-nederland.html
https://www.nu.nl/economie/6351171/streamingdiensten-passeren-grens-van-1-miljard-euro-omzet-in-nederland.html
https://www.nu.nl/economie/6351171/streamingdiensten-passeren-grens-van-1-miljard-euro-omzet-in-nederland.html


Szostak, S. (2023, October 11). Netflix Poland: Caught between a rock and a hard place. Flow. https://www.
flowjournal.org/2023/10/netflix‐poland

Thuillas, O., & Wiart, L. (2024). Cultural diversity according to Netflix: A means of legitimising an industrial
strategy? Online Media and Global Communication, 3(2), 290–306. https://doi.org/10.1515/omgc‐2024‐
0015

UNESCO. (2005). Convention on the protection and promotion of the diversity of cultural expressions. https://
www.unesco.org/en/legal‐affairs/convention‐protection‐and‐promotion‐diversity‐cultural‐expressions

van der Laan, F. (Host). (2017, September 21). Pieter Verhoeff en zijn dramafilm ‘Tokyo Trial’ [Audio
podcast episode]. In Nooit Meer Slapen. VPRO. https://www.vpro.nl/nooitmeerslapen/speel~RBX_VPRO_
12947933~pieter‐verhoeff‐en‐zijn‐dramafilm‐tokyo‐trial~.html

Veerbeek, J., van Es, K., & Müller, E. (2022). Public broadcasting and topic diversity in the Netherlands:
Mentions of public broadcasters’ programming in newspapers as indicators of pluralism. Javnost—The
Public, 29(4), 420–438. https://doi.org/10.1080/13183222.2022.2067956

Wiegman, M. (2022, January 7). Actrice Jade Olieberg speelt graag verschillende rollen. Het Parool. https://
www.parool.nl/nederland/actrice‐jade‐olieberg‐speelt‐graag‐verschillende‐rollen‐voor‐je‐het‐weet‐ben‐
je‐forever‐een‐stoer‐lesbisch‐meisje‐op‐een‐motor∼b66de8aaf

About the Authors

Berber Hagedoorn (PhD) is assistant professor of media studies and audiovisual culture
at the University of Groningen. Berber is a media and culture scholar passionate about
the power of images and sound. She researches the technique and ethics of storytelling
and is on the EUscreen Foundation board (www.euscreen.eu). Her co‐edited book New
Challenges in European Television examines transnational television production. Photograph
by Reyer Boxum.

Sandra Becker (PhD) is assistant professor in media industries and cultural diversity at the
Department for Media and Culture Studies at Utrecht University. Her research focuses on
the dynamics of on‐ and off‐screen representation of gender and diversity, transnational
television drama series production and reception, as well as developments in the European
VoD markets.

Media and Communication • 2025 • Volume 13 • Article 9593 22

https://www.cogitatiopress.com
https://www.flowjournal.org/2023/10/netflix-poland
https://www.flowjournal.org/2023/10/netflix-poland
https://doi.org/10.1515/omgc-2024-0015
https://doi.org/10.1515/omgc-2024-0015
https://www.unesco.org/en/legal-affairs/convention-protection-and-promotion-diversity-cultural-expressions
https://www.unesco.org/en/legal-affairs/convention-protection-and-promotion-diversity-cultural-expressions
https://www.vpro.nl/nooitmeerslapen/speel~RBX_VPRO_12947933~pieter-verhoeff-en-zijn-dramafilm-tokyo-trial~.html
https://www.vpro.nl/nooitmeerslapen/speel~RBX_VPRO_12947933~pieter-verhoeff-en-zijn-dramafilm-tokyo-trial~.html
https://doi.org/10.1080/13183222.2022.2067956
https://www.parool.nl/nederland/actrice-jade-olieberg-speelt-graag-verschillende-rollen-voor-je-het-weet-ben-je-forever-een-stoer-lesbisch-meisje-op-een-motor~b66de8aaf
https://www.parool.nl/nederland/actrice-jade-olieberg-speelt-graag-verschillende-rollen-voor-je-het-weet-ben-je-forever-een-stoer-lesbisch-meisje-op-een-motor~b66de8aaf
https://www.parool.nl/nederland/actrice-jade-olieberg-speelt-graag-verschillende-rollen-voor-je-het-weet-ben-je-forever-een-stoer-lesbisch-meisje-op-een-motor~b66de8aaf
http://www.euscreen.eu

	1 Introduction
	2 Theoretical Framework
	2.1 AVMSD Adaptations Across EU Member States
	2.2 Cultural Diversity in Perspective: The Dutch Streaming Market and PSM

	3 Method and Data Collection
	4 Policy Analysis: The Dutch Investment Obligation for Audiovisual Cultural Productions
	5 Production Data Analysis: Trends in Production Numbers, Genres, and Diversity in Dutch VoD Fiction (2013–2023)
	6 Conclusion

