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	This article analyzes the narrative characteristics and trends of true crime content produced in Spain for video-on-demand (VOD) platforms between 2016 and 2025. Through a mixed-methods approach based on the analysis of 35 productions, the study examines narrative strategies, gender representation, and prevailing criminological profiles. The findings reveal a sustained rise in true crime content from 2021 onwards, peaking in 2024, as well as a clear preference for documentary formats over fiction. The narratives predominantly focus on perpetrators rather than victims. Regarding gender representation, there is a tendency to emphasize cases involving women, particularly when they appear as perpetrators. The conclusions point to the consolidation of true crime as a strategic content genre within Spanish VOD platforms.
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1. Introduction
Over the past decade, the audiovisual landscape has undergone a significant transformation with the arrival and consolidation of video‑on‑demand (VOD) platforms as key players in the production and distribution of content. This new model has substantially modified consumption habits, production strategies and the narrative structures of audiovisual products, giving rise to a digital ecosystem increasingly detached from traditional linear television. In this context, on‑demand consumption and the retention of global audiences have encouraged the development of formats capable of maintaining attention in a highly competitive environment.
Within this framework, formats and narrative approaches have also evolved to adapt to the new opportunities of audiovisual consumption. Among them, true crime has emerged strongly as one of the most consumed, analysed and debated genres within the streaming offer (Romero, 2020; Irshad, 2022; Nirtaut, 2024). Its adaptation to the digital environment has favoured notable thematic and formal diversification, while simultaneously provoking debates around the boundaries between information, spectacle and the exploitation of personal suffering. Furthermore, the consolidation of true crime within streaming catalogues relates to platforms’ ability to amplify the viewer’s experience through mechanisms such as binge‑watching, social interactivity and the creation of digital communities — phenomena that intensify the emotional and cognitive connection with criminal narratives (Tinker, 2018; Lotz, 2017). Its popularity also stems from an interest in exploring judicial mechanisms and the human motivations behind crime, as well as the appeal of narratives that balance documentary authenticity with hybrid narrative strategies (Punett, 2019).
In this context, the present study aims to analyse the narrative features and prevailing trends of Spanish true crime produced for VOD platforms from their arrival in 2016 up to the first half of 2025. Through a qualitative approach, the research seeks to identify predominant formats, patterns of gender representation and recurring thematic dynamics, with the purpose of contributing to the understanding of their characteristics within the culture of streaming.
2. Theoretical framework
The emergence of video‑on‑demand (VOD) platforms has generated a profound transformation in audiovisual production and distribution on a global scale. This new media environment has been driven by new competitive and strategic dynamics that have redefined both the production and distribution of content (Márquez & Arciniegas, 2020; Álvarez, 2024). This shift has forced both public and private broadcasters to rethink their distribution models, leading to the creation of their own OTT platforms or their integration into broader and more diversified services in order to adapt to a highly fragmented and competitive market (Antezana, 2021).
The operating logic of these platforms is based not only on attracting audiences but on retaining them over extended periods through recommendation algorithms and data analytics that personalise the user experience (Lotz, 2017). This has resulted in a structural change in consumption practices and in the ways audiovisual narratives are conceived, produced and distributed. In this new scenario, traditional television has lost prominence, giving way to more flexible narrative models designed specifically for digital environments governed by on‑demand consumption (Lotz, 2014; Lobato, 2019).
At an international level, the expansion of platforms has produced a clear trend towards the concentration and vertical integration of services, with major streaming conglomerates reclaiming ownership of their catalogues in order to distribute them exclusively through their own channels. This strategy — aimed at reducing reliance on intermediaries and strengthening brand identity — responds to a market logic grounded in differentiation and content exclusivity (Komissarov & Sánchez‑Narvarte, 2019). As a result, competition now revolves not only around subscriber numbers but also around the ability to generate distinctive content that ensures sustained audience loyalty.
In this context, the Spanish case gains particular relevance with the arrival of the first national fiction productions on streaming platforms in 2016, a turning point that positioned the Spanish VOD industry within the global landscape (Hidalgo‑Marí, Segarra‑Saavedra & Palomares‑Sánchez, 2022). Since then, platforms have intensified their investment in local original productions, incorporating Spanish works into their catalogues as part of their strategies for expansion and international export (Hidalgo‑Marí & García‑Escrivá, 2024). Within this framework, creative responsibility has gained prominence as a means for both producers and platforms to develop content that, grounded in real events and specific sociocultural contexts, finds in fiction a channel for representation (Antezana, 2024; Gutiérrez‑González & Uribe‑Jongbloed, 2025).
From a narrative perspective, platforms have facilitated greater thematic, formal and structural freedom that transcends traditional boundaries between film and television. The model of seriality inherent to streaming encourages experimentation with genres, durations and formats, resulting in products that deviate from the conventions of classic television storytelling. Digital distribution, in turn, has accelerated processes of internationalisation, enabling content developed in local contexts to reach global audiences in a nearly simultaneous manner (Chalaby, 2016). Together, these transformations configure a new audiovisual paradigm that profoundly conditions both the form and substance of contemporary productions, including the rise of true crime as a narrative format firmly rooted in the VOD landscape.
In the streaming era, the production of true crime has achieved notable popularity, establishing itself as one of the most in‑demand and profitable genres on subscription‑based video‑on‑demand platforms (Warmedal, 2018). Immediate accessibility, combined with the possibility of binge‑watching, has democratised both consumption and production, allowing the emergence of new voices and narrative approaches that go beyond the mere recounting of crime to incorporate perspectives of victims, relatives or investigators (Eren, 2025). Today, true crime holds a strategic place within digital platforms’ catalogues due to its capacity to attract and retain audiences, its relatively low production cost and its ability to diversify content offerings. In addition, its capacity to generate public debate and social engagement positions these series as key elements for strengthening audience connection and platform visibility (Maddalena, 2022).
2.1. True crime in the digital era: between informative narration and sensationalism
True crime has consolidated itself as a far‑reaching and highly popular cultural phenomenon that transcends formats and platforms, becoming a genre capable of attracting global audiences. Although offering a precise and definitive definition of the genre is challenging, several authors recognise its informational foundation, as the existence of a real criminal event is essential for any narrative within the genre (Phillips, 2017; Tinker, 2018). However, in order to capture public attention, these narratives often employ storytelling strategies characteristic of fiction (Boling, 2019), which in some cases leads to sensationalist approaches that appeal more to emotional impact than to informational rigour (Horeck, 2019). This interplay results in hybrid products where documentary elements coexist with narrative mechanisms borrowed from fiction (Rowe, 2013; Horeck, 2019; Romero, 2020). As Phillips (2017) argues, the defining element of true crime does not lie in its specific format but in its narrative construction: these are stories grounded in a real crime or traumatic event, reconstructed through the integration of multiple sources in order to create a coherent and comprehensible account.
True crime is a narrative genre present across multiple formats and channels, from print publications and traditional television to VOD platforms, podcasts, digital media and film. Although its origins date back more than two centuries in the United States and Western Europe, when accounts of real crimes and violent events first circulated through early communication media (Garrido Genovés, 2024), its boom in the past decade has intensified with the accessibility and immediacy of content on digital platforms. This is largely due to the personalised experience, serialised formats and episodic structure that encourage viewer loyalty and public debate (Lotz, 2017).
Narratively, the genre is structured around in‑depth investigation, unresolved mystery and the critical analysis of judicial systems, providing social relevance and depth. It also functions as a mirror of collective fears and inspires interest tied to human fascination with evil, mystery and justice, as well as the desire to understand the motivations driving atrocious acts (Phillips, 2017). However, its widespread popularity has also generated ethical and social debates. Productions such as Monster: The Jeffrey Dahmer Story (Netflix, 2022) have sparked controversy for fostering audience attitudes that challenge ethical boundaries, particularly by encouraging admiration towards criminals.
In Spain, true crime has likewise generated ethical tensions, particularly regarding respect and sensitivity towards victims and families, especially in high‑profile cases that have marked public attention, such as the media coverage of the Alcàsser murders (1992). In recent years, several paradigmatic cases have illustrated the legal and ethical dilemmas facing the genre when addressing recent and highly mediatised tragedies. A clear example is El odio by Luisgé Martín, based on the case of José Bretón — convicted of murdering his children — whose publication was suspended indefinitely by the publishing house Anagrama following public and legal opposition led by Ruth Ortiz, mother of the victims (Morla, 2025). Similarly, the docuseries Angi: Crimen y mentira, produced by Brutal Media for Netflix, was initially halted by judicial order after legal action by individuals linked to the case, motivated by concerns over potential harm caused to relatives and the accused. However, after legal review and subsequent modifications, Netflix has recently been allowed to release the series (Mucientes, 2025).
On the other hand, one of the most relevant findings concerning consumption of the genre is that its majority audience in Spain consists of women, particularly in television and podcast formats (Bretón, 2023). This trend has been explained partly by the greater fear of crime experienced by many women, especially regarding the possibility of sexual assault. Some studies argue that female audiences are drawn to narratives offering information relevant for “defensive vigilance”, meaning strategies to prevent and respond to risky situations, including practical advice and insights into the motivational profile of offenders (Vicary, 2010). Likewise, a study involving 525 female university students found that, in addition to defensive vigilance, motivations for consuming true crime include the thrill of engaging with dark or taboo content and the sense of authenticity derived from real events and the judicial resolution of cases (McDonald, 2021). For this reason, it is pertinent to examine how true crime narratives are constructed in terms of gender — that is, who occupies the centre of the narrative and from which perspective they are portrayed (offender, victim or falsely accused). Ultimately, this perspective enables an assessment of the extent to which contemporary true crime reinforces, challenges or transforms gendered imaginaries related to crime and violence.
3. Objectives and methodology
The overall aim of this research is to analyse the narrative features and trends of true crime productions made for video‑on‑demand (VOD) platforms throughout their recent history (2016–2025). From this general aim, the following specific objectives are derived:
SO1. To identify the predominant formats and narrative structures in true crime productions, as well as their temporal and platform‑based distribution.
SO2. To analyse the protagonism assigned to women and men in the narratives — both as victims and as alleged perpetrators — in order to identify patterns from a gender‑based perspective.
SO3. To examine the cases represented in the productions, paying attention to their temporal context and the relational dynamics between victims and accused individuals, to detect possible processes of narrative repetition within contemporary true crime offerings.
The study adopts a mixed methodological approach, combining quantitative data derived from the systematisation of information with qualitative analysis focused on the interpretation of results. The selection of productions was carried out through searches in specialised databases (IMDb and FilmAffinity), as well as in the catalogues of the main streaming platforms operating in Spain.
The inclusion criteria established for the selection of the sample were as follows: (a) Spanish series, miniseries and films; (b) fiction and non‑fiction; (c) original productions from video‑on‑demand platforms; (d) released between 2016 and 2025; (e) belonging to the true crime genre, specifically centred on homicide cases.
This final criterion responds to a deliberate methodological delimitation aimed at analysing a homogeneous and particularly relevant subgenre within true crime, characterised by strong thematic and narrative recurrence in VOD offerings.
The final sample consists of 35 Spanish original productions from the platforms Netflix, HBO Max, Prime Video, Atresplayer, Movistar+, SkyShowtime, Disney+ and RTVE Play/Playz. All productions released between 2016 — the year in which VOD platforms began to consolidate in Spain — and the first half of 2025 were considered, with the aim of capturing both the evolution of the genre and the most recent trends. To analyse the collected information, a data‑collection table (Table 1) was developed, incorporating a series of variables organised into two thematic blocks: production, which includes technical and distribution aspects; and narrative, focused on the characteristics of protagonism and the crime represented..
Table 1. Analytical variables
	Block
	Label

	Production
	Title

	
	Platform

	
	Format: film, series or miniseries

	
	Genre: fiction or non-fiction

	
	Release year

	
	Existence of the same case on other platfomrs

	Narratve
	Protagonism: female, male or both

	
	Role of the main charcter: victim, perpetrator, suspect, falsely accused or other

	
	Relationship with the victim

	
	Type of crime

	
	Year of the event

	
	Gender and age of the victim

	
	Gender and age of the alleged perpetrator or suspect


Source: Autors

4. Results
4.1. Production and distribution
Between 2016 and 2025, there is a clear and sustained increase in the number of Spanish true crime audiovisual productions released on VOD platforms, totalling 35 titles. The earliest releases date back to 2016 and 2017, with just one production per year: the documentary miniseries Muerte en León (Movistar+, 2016) and El caso Asunta: Operación Nenúfar (Netflix, 2017). Although no releases were identified in 2018 or 2020, there was a rise in output in 2019, with three productions, including the documentary feature Muerte en León: Caso cerrado (HBO Max, 2019), which revisits the Isabel Carrasco case previously addressed by Movistar+.
While the early years show sporadic releases prior to 2020, from that point onwards the number of premieres increases significantly. In 2021, five productions were released, a figure that doubled in 2023 with eight titles, and peaked in 2024 with ten releases — the highest number in the period analysed. In the first half of 2025 alone, four productions have already premiered, confirming the consolidation of true crime as an attractive content form for streaming platforms. This growth reflects not only the public’s increasing interest in the genre but also the strengthening of true crime as one of the narrative pillars within platforms’ strategies for original and locally rooted productions.
Regarding production by platform, Netflix clearly emerges as the main driving force behind national true crime during the period analysed, with a total of 10 productions included in the corpus. It is followed by HBO Max with 6 titles, and Movistar+ and RTVE Play/Playz with 5 each. Atresplayer and Prime Video show more moderate participation, while Disney+ and SkyShowtime each contribute a single production. This distribution reflects a concentration of output among a small number of platforms, with Netflix setting the pace and narrative tone of the genre — a trend that may encourage other platforms to adopt similar strategies or even replicate its narrative and formal models.

Table 2. Distribution of true crime productions by platform
	Platform
	Number of productions

	Netflix
	10

	HBO Max
	6

	Movistar+
	5

	RTVE Play/Playz
	5

	Atresplayer
	3

	Prime Video
	2

	Disney+
	1

	SkyShowtime
	1


Source: Authors

The most frequent format is the documentary miniseries, with 19 titles, which represents more than half of the corpus. This is followed by documentary series (6) and documentary films (5). This distribution highlights a clear preference for the episodic non‑fiction format, particularly the limited‑run format, which makes it possible to develop the case in depth without excessive extension. Likewise, 4 cases of scripted miniseries are identified and, on one single occasion, a scripted film. Although fiction represents a minority proportion within Spanish true crime, it is relevant to note that some of the titles produced in this format have achieved notable international success. Such is the case of El caso Asunta (Netflix, 2024), which ranked in Netflix’s top 10 in 64 countries and became the platform’s most‑watched non‑English‑language series during its premiere week, or El cuerpo en llamas (Netflix, 2023), which reached second place globally in the non‑English‑language series category.

Figure 1. Predominant formats in true crime productions (2016–2025) [image: ]
Source: Authors

4.2. Recurrence and transversality of the cases
The cases addressed in the productions reveal a tendency towards the repetition of certain real crimes, which shows a notable interest on the part of the platforms in narratively exploiting events that already form part of the collective media imaginary. The most frequently represented case is the Guardia Urbana crime, with a total of three appearances across different productions. This is followed, with two representations each, by the Alcàsser crime, the Asunta case, the Isabel Carrasco case, the Wanninkhof case, the Miramar crimes, the Sancho crime, the crimes of the Baraja killer, and the Patraix crime.

Table 3. Most frequently represented real cases in true crime productions
	Case
	Productions
	Platform
	Format
	Year

	Guardia Urbana crime
	El crimen de la Guardia Urbana 
	Movistar+
	Documentary miniseries
	2021

	
	El cuerpo en llamas
	Netflix
	Fiction miniseries
	2023

	
	Las cintas de Rosa Peral
	Netflix
	Documentary film
	2023

	The Playing Card Killer
	El asesino de la baraja
	RTVE Play/Playz
	Documentary series
	2022

	
	Baraja: la firma del asesino
	Netflix
	Documentary series
	2023

	Asunta Basterra case
	El caso Asunta: Operación Nenúfar
	Netflix
	Documentary miniseries
	2017

	
	El caso Asunta
	Netflix
	Fiction miniseries
	2024

	Isabel Carrasco murder case
	Muerte en León
	Movistar+
	Documentary miniseries
	2016

	
	Muerte en León: Caso cerrado 
	HBO Max
	Documentary film
	2019

	Wanninkhof case
	El caso Wanninkhof-Carabantes 
	Netflix
	Documentary film
	2021

	
	Dolores: La verdad sobre el Caso Wanninkhof
	HBO Max
	Documentary miniseries
	2021

	Miramar crimes
	En el corredor de la muerte 
	Movistar+
	Fiction miniseries
	2019

	
	El Estado contra Pablo Ibar
	HBO Max
	Documentary film
	2020

	Daniel Sancho case
	El caso Sancho 
	HBO Max
	Documentary miniseries
	2024

	
	Receta para un asesinato
	SkyShowtime
	Documentary miniseries
	2025

	Black Widow of Patraix case
	La viuda negra (Netflix, 2025)
	Netflix
	Fiction film
	2025

	
	Una historia de crímenes
	Prime Video
	Documentary series episode
	2023

	The Alcàsser Girls
	El caso Alcàsser
	Netflix
	Documentary miniseries
	2019

	
	Anglés: Historia de una fuga 
	Atresplayer
	Documentary miniseries
	2023


Source: Authors

This recurrence does not seem to respond solely to chance, but rather to a combination of narrative and commercial factors: the original media impact of the case, the moral or emotional complexity of the events, or the presence of public figures and ambiguous characters. Many of these stories can be revisited from different genres or perspectives, which explains their narrative resilience within the platform ecosystem. In this sense, repetition functions both as a formula for success and as a mechanism for rereading, reinterpretation or even symbolic repair.
In addition, strategies of narrative transversality can be identified on the part of the platforms themselves. In some cases, the same streaming service releases two productions about the same event within a very short period of time. This is the case of Netflix, which premiered El cuerpo en llamas (2023), a fiction series about the Guardia Urbana crime, and days later the documentary Las cintas de Rosa Peral (2023). Also on Netflix we find the documentary miniseries El caso Asunta: Operación Nenúfar (2017) and, years later, the fiction series El caso Asunta (2023). Added to this is competition between the platforms themselves, as in the case of El caso Wanninkhof‑Carabantes (Netflix, 2021) and Dolores: La verdad sobre el Caso Wanninkhof (HBO Max, 2021), both released in the same year. These dynamics reveal a willingness to deepen, amplify and diversify the perspectives on cases already consolidated in the public sphere.

4.3. Protagonism and gender representation
With regard to the analysis of the narrative role assumed by the protagonists, it is revealed that in most cases the productions place the perpetrators of the crime at the centre of the story. Specifically, 16 titles are led by killers, either as confessed subjects, convicted individuals, or portrayed through a narrative of criminal reconstruction. This approach is present in titles such as Muerte en León (Movistar+, 2016) and its sequel Muerte en León: Caso cerrado (HBO Max, 2019), centred on the Isabel Carrasco case, or in the Guardia Urbana crime, addressed from different perspectives in El crimen de la Guardia Urbana (Movistar+, 2021), El cuerpo en llamas (Netflix, 2023) and Las cintas de Rosa Peral (Netflix, 2023). This recurrence suggests a clear interest on the part of the platforms in exploring the internal mechanisms of the crime, as well as the psychological or emotional profile of the perpetrator.

Figure 2. Distribution of protagonist narrative roles in spanish true crime productions[image: ]
Source: Authors

Secondly, 10 productions adopt an approach centred on the victim, constructing narratives that emphasise personal suffering, injustice or the social impact of the crime. There is also evidence of 5 works led by individuals who were falsely accused or whose guilt is questioned, in which the narrative shifts towards errors in the judicial or police system and the ambiguity involved in the construction of truth. A paradigmatic example is the Wanninkhof case, with two complementary approaches: El caso Wanninkhof‑Carabantes (Netflix, 2021) and Dolores: La verdad sobre el Caso Wanninkhof (HBO Max, 2021), both of which recover the figure of Dolores Vázquez as the victim of an erroneous, highly mediatised accusation marked by social prejudice. Along these lines, En el corredor de la muerte (Movistar+, 2019) and El Estado contra Pablo Ibar (HBO Max, 2020) are also included; although their narratives are not presented as exonerations, they do serve as examples of contested judicial processes, containing elements that invite reasonable doubt regarding his guilt.
Finally, in 4 cases the protagonist role could not be identified, as these productions are structured episodically and vary from one episode to another. This diversity of perspectives enriches the narrative scope of the genre and reflects an ecosystem in which true crime not only explores the events themselves, but also the ethical, emotional or social position from which they are told.
On the other hand, a balanced gender representation is observed, although cases in which the narrative centres on male characters predominate (14 titles), followed by those with female protagonists (13 titles), and, to a lesser extent, works with mixed protagonism (5 titles).
When examining protagonists’ roles according to gender, it is observed that men appear as perpetrators in 50% of the cases, while they occupy the role of victims in 36% and that of allegedly falsely accused individuals in 14%. Women, for their part, are represented primarily as victims, as seen in 42% of the cases. They also appear as perpetrators in 33% and as falsely accused in 25%.
Beyond percentage distribution, it is particularly significant how the narrative focus is configured depending on the gender of those involved. When a woman is present in the case, either as a victim (¿Dónde está Marta?, Netflix, 2021; Lucrecia: Un crimen de odio, Disney+, 2024; Lucía en la telaraña, RTVE Play/Playz, 2021) or as a perpetrator (Las cintas de Rosa Peral, Netflix, 2023; La viuda negra, Netflix, 2025), the narrative tends to centre on her figure. This trend aligns with the growing mediatisation of certain female criminal profiles, often constructed through stereotypes such as that of the femme fatale. Notable examples of this representation can be found in productions centred on Rosa Peral (the Guardia Urbana crime) or Maje Moreno (the Patraix crime), where the story is articulated around women who manipulate their lovers to murder their respective partners, reinforcing the imaginary of the calculating and seductive woman associated with crimes of passion.
Conversely, when the protagonist is a man, his centrality in the narrative seems to be largely linked to the absence of female figures in the real cases on which the productions are based. Thus, 50% of productions with male protagonism place men at the centre of the narrative because these are cases involving only male individuals. This is the case of the documentary miniseries Pacto de silencio. Santiago Corella ‘El Nani’ y la mafia policial (RTVE Play/Playz, 2022), which focuses on the disappearance of a young man detained by the police, framed within a network of institutional corruption composed of men. Something similar occurs in El caso Sancho (HBO Max, 2024) and Receta para un asesinato (SkyShowtime, 2025), where both the victim and the alleged perpetrator are men. This pattern is also found in other productions such as La caza del solitario (Movistar+, 2025), about the murder of two civil guards by Jaime Giménez, or Justicia para Diego (RTVE Play/Playz, 2025), the case of Galician entrepreneur Diego Bello, who was killed in January 2020 by three police officers in the Philippines.
However, two relevant exceptions to the general trend are identified (14%), in which the victim is female but the narrative protagonism falls upon a male figure. This is the case of El Rey del Cachopo (Netflix, 2021), where, although the victim is a woman murdered by her partner, the narrative centres on the perpetrator, whose previous media projection as an eccentric businessman reinforces the masculine dimension of the story. Similarly, in the documentary miniseries Anglés: Historia de una fuga (Netflix, 2023) the narrative focus is directed towards the criminal figure. In the remaining cases where a male protagonist occupies the centre of the narrative (36%), the victims are multiple and include both women and men. This pattern is evident in Baraja: la firma del asesino (Netflix, 2024), which addresses the figure of a serial killer, and in No se lo digas a nadie (Atresplayer, 2023), centred on the murder of an entire family.

4.4. Victim and perpetrator profile
The analysis of the gender of the victims in the cases addressed by the true crime productions shows a relatively balanced distribution between women and men, with a slight predominance of male victims. There are 13 cases in which the victims are exclusively female, including some of the most mediatised and emblematic crimes in recent Spanish criminal history, such as the Alcàsser case, Anabel Segura, Rocío Wanninkhof, Marta del Castillo or Asunta Basterra. Similarly, cases involving exclusively male victims also total 13, including highly prominent events such as the Sancho crime, the Guardia Urbana crime or the Patraix crime. In addition, there are five productions that include victims of both genders, reflecting the complexity and diversity of certain criminal events that affect multiple individuals. This variety shows that platforms and production companies are not limited to a single victim profile, but instead explore a broad range of narratives that contribute to a more plural and comprehensive view of the criminal phenomenon.
With regard to the age of the victims, a clear predominance of adults is revealed, representing the majority of the cases analysed with a total of 25. However, there is also a significant presence of younger victims, with five adolescents and two girls, in addition to one case in which both adult and child victims are present. This diversity reflects the variety of contexts and criminal dynamics explored in these productions, which do not restrict themselves exclusively to an adult profile, but also include vulnerable populations such as minors.
The analysis of the gender of perpetrators in true crime productions shows a clear predominance of male offenders, with 20 cases. These include well‑known figures such as Pablo Ibar, the perpetrators of the Alcàsser crime and the “Rey del Cachopo”. In contrast, cases involving female perpetrators are less frequent, with only 3 instances, although no less relevant, notably the murder of the president of the León provincial council. Meanwhile, the category of mixed perpetrators, represented in 7 cases, introduces complex criminal dynamics in which the woman plays a role of manipulation or co‑participation, as occurs in the cases of Rosa Peral or Maje Moreno, women who decisively influenced the commission of the crime by their lovers. This category also includes the case of Asunta Basterra’s parents, whose exact responsibility and participation remain subject to debate and controversy. These mixed profiles enrich the narrative of true crime by exploring personal relationships and complex motivations beyond the figure of the individual perpetrator.
In most of the cases analysed, the perpetrators are adults, which is consistent with the nature of complex crimes with high media impact. The predominance of adults reflects the involvement of individuals with a degree of autonomy and legal responsibility in the criminal acts. One case stands out for involving both adults and minors, ¿Dónde está Marta? (Netflix, 2021), which introduces an additional layer of complexity and the possibility of intergenerational influence in the crime. The absence of precise data in some cases limits a deeper analysis, but the clear trend indicates that the crimes documented in these productions are primarily perpetrated by adults.

[bookmark: _heading=h.6cw7j7gwqm9u]4.5. Victim-offender relatioship and crime characteristics
With regard to the relationship between victim and offender, the data reveal that the most common category is that in which no prior link exists, with 11 of the 35 cases analysed. This group includes crimes committed by strangers, without any previous personal relationship, which reinforces the narrative of random danger and generates a strong emotional impact on the audience. Emblematic cases within this category include the Alcàsser case, the Wanninkhof case and the Miramar crimes, all of them with at least two productions each, which confirms their centrality within the imaginary of contemporary spanish true crime.

Table 4. Frequency of victim-perpetrator relationships in true crime productions
	Relationship
	Occurrences

	No prior link
	11

	Affective relationship (dating)
	5

	Affective relationship (marital)
	5

	Family relationship
	3

	Work relationship (asymmetric)
	2

	Work + affective relationship
	2


Source: Authors

On the other hand, crimes involving a previous affective relationship also show a significant presence. They are differentiated according to the type of relationship: five cases correspond to marital couples and another five to dating relationships. Among the former, the Guardia Urbana crime stands out clearly, represented in three productions —El crimen de la Guardia Urbana (Movistar+, 2021), El cuerpo en llamas (Netflix, 2023) and Las cintas de Rosa Peral (Netflix, 2023)— which explore the murder through different formats. In the group of dating relationships, the Sancho case stands out, with El caso Sancho (HBO Max, 2024) and Receta para un asesinato (SkyShowtime, 2025), two documentary miniseries that address the crime from different perspectives. Other categories with lower representation, but equally relevant, include workplace relationships — whether asymmetric or illicit — cases of direct family relationships, and multiple murders committed by serial killers, all of which have high narrative potential based on broken or ambiguous relationships of trust.
Due to the selection criteria, homicide emerges as the most represented type of crime in the productions analysed, appearing in 32 of the 35 cases. However, there is also room for variants that introduce nuances into the genre, such as the cases of Las últimas horas de Mario Biondo (Netflix, 2023) and El hombre sin corazón (HBO Max, 2024), where doubt is raised between suicide and murder, turning ambiguity into the driving force of the narrative. Likewise, 900 días sin Anabel (Netflix, 2024) addresses a kidnapping case with a homicidal outcome, incorporating a dimension of prolonged suffering and unresolved search that broadens the spectrum of true crime beyond direct murder.

Figure 3. Temporal distribution of the crimes analysed in true crime productions on SVOD platforms (2016–2025)[image: ]
Source: Authors

The temporal distribution of the crimes analysed reveals a greater concentration in the decades of the 1990s and 2010s, with 9 and 11 cases respectively. This recurrence responds, in part, to the significant media impact that certain events achieved during those periods, which has endured in the collective imagination. During the 1990s, cases such as the Alcàsser crime or the Wanninkhof case stand out, both widely revisited by different platforms. In the 2010s, a new wave of highly mediatised crimes can be observed, generating multiple productions, such as the Isabel Carrasco case, the Asunta case or the Guardia Urbana crime, all of which have more than one audiovisual representation.

5. Discussion and conclusions
As has been demonstrated throughout this study, the emergence of video‑on‑demand platforms within the Spanish audiovisual landscape has encouraged the production of the true crime genre through different formats and narrative perspectives. Although very few releases can be identified during the early years of the period analysed, there is a notable increase from 2021 onwards, with a peak in 2024 that evidences the structural position the genre has reached within Spanish VOD production. This evolution aligns with the results obtained by other authors regarding true crime in streaming services (Bruzzi, 2016; Irshad, 2022; Nirtaut, 2024), who confirm the consolidation of the genre at an international level.
The development of true crime in Spain relies particularly on the prominence of the documentary miniseries format, which makes it possible to combine the investigative rigour of journalism with a narrative structure that employs strategies of tension and suspense typical of serialised storytelling. The hegemony of non‑fiction — whether in the form of miniseries, documentary films or documentary series — contrasts with the limited presence of fictional proposals, which are residual within the period analysed. These results suggest a preference among streaming platforms for narratives rooted in factual material. However, this inclination towards documentary formats should not be interpreted as a guarantee of neutrality or informational transparency, since, as warned by Kort‑Butler and Sittner Hartshorn (2011) and Rowe (2013), many of these productions adopt representational techniques characteristic of fiction, such as dramatised reconstruction or the intensive use of emotional editing, which contribute to blurring the boundary between information and entertainment. In this sense, hybrid products are configured that, as Romero (2020) notes, often resort to sensationalism to maximise their impact and reproduce emotional structures closer to fiction than to traditional journalistic reporting.
Regarding distribution, a clear concentration of true crime production can be observed in a small number of platforms, with Netflix at the forefront as the main promoter of the genre in Spain. It is followed by other major operators such as HBO Max and Movistar+, which also invest in this type of content, while the remaining platforms include such productions more sporadically. Despite this concentration, the sustained commitment to true crime demonstrates a shared interest in the genre as strategic and appealing content for audiences in the current audiovisual ecosystem. Thus, although Netflix sets the pace and establishes the predominant narrative patterns, these productions are significantly and increasingly present across a variety of platforms.
In relation to the repetition of certain mediatised crimes as narrative axes in multiple productions, the findings reveal a pattern in which cases with high media impact, controversial figures or complex emotional elements are particularly prone to serialisation or reinterpretation. In this context, streaming platforms operate as media agents capable of recontextualising these events, which, in some instances, may reopen social debates or transform public perceptions of justice and culpability. Examples such as the Guardia Urbana crime or the Alcàsser case have been approached from different angles, sometimes with almost simultaneous releases within the same year. This transversality — whether within a single platform or between competing ones — indicates a planned narrative exploitation that allows for the extension of viewer interest and diversification of the treatment of each case.
On the other hand, it is observed that the dominant narrative perspective in these productions centres on the perpetrators, revealing an interest in uncovering the psychological profiles and motivations behind the crime. However, there is also a significant presence of victims as the narrative focus and, in specific cases, of unjustly accused individuals, which broadens the thematic range and complexity of true crime. In terms of gender representation, this plurality is also reflected in the configuration of criminal profiles, as victims are distributed relatively evenly between men and women. In contrast, men maintain a majority presence as perpetrators, which corresponds to criminal statistical patterns in Spain but also to the factual structure of the events on which the productions are based.
It is particularly revealing that, when a woman is involved in the case, the narrative tends to become personalised and centre on her. When women are victims, the narrative often focuses on their figure and the specific circumstances surrounding the crime. Similarly, when they are perpetrators, the narrative is also reorganised around them, often through dramatising resources that evoke mystery, manipulation or seduction, reproducing stereotypes such as the femme fatale. This differential attention responds not only to the media interest elicited by crimes committed by women — still perceived as exceptional — but also to a narrative strategy that exploits this distinctiveness to generate impact. In contrast, stories led by male protagonists tend to be framed within more structural plots, connected to dynamics of organised crime, institutional violence or serial killers, which evidences an approach more closely linked to systemic factors.
Likewise, most of the crimes narrated occur in contexts where no prior relationship existed between victim and perpetrator, exposing dramatic narratives about random violence and its emotional impact. However, affective dynamics — whether romantic, familial or workplace‑based — also acquire relevance, allowing for the exploration of complex relationships of power, dependency and betrayal, thereby providing the stories with greater emotional and social richness. Finally, the temporal concentration of the events in the decades of the 1990s and 2010s highlights the persistence and relevance of certain cases within the Spanish collective memory, transforming them into recurrent narrative material that is constantly reinterpreted and evidences the ability of true crime to connect with audiences through history and its multiple layers of meaning.
It is important to note, however, that the results presented here must be interpreted in light of the methodological delimitation adopted. The analysis has focused exclusively on true crime productions based on homicides, which makes it possible to identify recurring narrative patterns within one of the most consolidated and mediatically relevant subgenres of contemporary true crime, but limits the generalisation of the conclusions to other types of criminality. Productions centred on fraud, disappearances, financial crimes or organised criminal activity without a fatal outcome might articulate partially different narrative strategies, ethical frameworks and gender representations that are not included in this study.
Ultimately, Spanish true crime for VOD is consolidating itself as a genre that has moved beyond the circumstantial to establish itself as stable, profitable content with wide scope for development. Far from limiting itself to the exposition of criminal events, these productions adopt a multifaceted perspective that interrogates the moral, judicial and media dimensions from which narratives are constructed. In this regard, future research could examine the impact of these representations on social perceptions of criminality and justice, as well as the effect that intensive consumption of true crime may have on the sensitisation or trivialisation of violence. Likewise, the ethical and deontological dimension merits careful attention, particularly in contexts of revictimisation, the spectacularisation of suffering and the negotiation of boundaries between information, entertainment and respect for those involved. Finally, the study of the internationalisation of true crime and comparative work with other European or Latin American audiovisual productions may offer new perspectives on the specificity of the Spanish case and the global trends of the genre.
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