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	Abstract

	
	The evolution of the audiovisual sector, driven by the popularisation of disruptive platform models, has compelled public authorities to update their regulatory frameworks. In this context, Public Service Media (PSM) have implemented both corporate and commercial strategies to compete with transnational operators endowed with greater economic and production capacities, at times subordinating their public service remit to commercial logic.

In this article, we examine the case of the public platform RTVE Play, analysing the extent to which it complies with the provisions of the General A  udiovisual Communication Law 13/2022—which imposes greater obligations on platforms—as well as its degree of transparency and, as a public service broadcaster, its commitment to legally stipulated principles such as linguistic diversity, the protection of minors, and accessibility.
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1. Introduction
This paper takes a critical look at how the popularisation and mass adoption of the free-to-air audiovisual platform by television corporations, and in particular by Corporación Radio Televisión Española (RTVE), has pushed the fundamental reason for the existence of PSM (Public Service Media), namely, the public service, into the background. Instead of developing their own model, one designed to fulfil the public service mission, PSMs have preferred to imitate the hegemonic archetype of the audiovisual platform imposed, above all, by the global success of Netflix. Thus, priority has been given to a public platform model with a commercial focus that also serves as an indiscriminate repository for linear broadcasts, instead of developing its own design geared towards a different type of channel (narrowcast) and, therefore, with a different logic from linear channels (broadcast).

The widespread adoption of audiovisual platforms by audiences, along with the immediacy of their digital and disruptive model has led to significant changes in the sector (Kueng, 2017) which are reflected not only in the disproportionate financial capabilities and reach of the new operators, but also in the difficulty of the various national and supranational legislators to adapt to the speed and scale of changes in the media ecosystem (Campos, 2018, p. 226). There is also an asymmetry in the obligations imposed by Directive (EU) 2018/1808 of the European Parliament and of the Council of 14 November 2018, transposed into Spanish regulatory framework by General Law 13/2022, of 7 July, on Audiovisual Communication. Thus, for example, while public providers are required to invest 6% of their turnover in financing European works, private providers are required to invest one percentage point less; or, without going any further, there is no obligation for platforms based in an EU state other than Spain to comply with quotas for content in official languages other than Spanish.

2. Theoretical framework
2.1. Platforms and platformisation

Platforms are complex technocultural and socio-economic infrastructures designed to collect, process and distribute data on a large scale, basing their operation on algorithmic architectures and interfaces that mediate interaction between users. They are, therefore, mediators (Van Dijck, 2014), which not only facilitate socio-economic, cultural and political interaction, but also organise, shape and direct social acts with the aim of systematically collecting, algorithmically processing, circulating and monetising user data. Their operation conditions access to content through search, recommendation and personalisation mechanisms (Van Dijck, 2016, p. 34; Gillespie, 2010; Nieborg and Poell, 2018, p. 4276; Van Dijck et al., 2018, p. 9). This economic and social perspective can be complemented by a more technical definition from the field of computer science, where platforms are understood as the technological, hardware and software basis that supports or on which other technologies, applications, databases or even specific computer systems are built (Bogost and Monfort, 2007, p. 1; Jin, 2015, p. 7). Authors such as Langley and Leyshon (2017), Morozov (2015) and Srnicek (2018) delve deeper into this notion, conceptualising them as points of convergence between code and commerce that create spaces where various actors (customers, advertisers, service providers) interact.

The “rise of the platform as the dominant infrastructural and economic model of the social web” (Helmond, 2015, p. 3) gives rise to a key concept in this stage of the Internet: platformisation, a process that, according to Nieborg and Poell (2018, p. 4276),  is “fundamentally affecting the operations of the cultural industries”. This process brings together three distinctive dimensions of platforms: concentration, fragmentation and contingency (Caliandro et al., 2024, pp. 8-9), dimensions that, respectively, concentrate user activities in a single space in order to predict their behaviour, facilitate the organised and standardised production of audiences, and capture and monetise consumer attention and experiences.

In summary, the platform business model requires high investment in technology and infrastructure, as well as rapid growth to take advantage of the competitive edge of creating markets, network effects and economies of scale.
2.2. The platform as a new model of the digital economy

Platforms emerged as the primary model for digital business after the dot-com crash at the beginning of the century. The surviving big tech companies wanted to move beyond the business models imported from the analogue/traditional economy and created the social web or web 2.0 (Terranova, 2022, p. 46), which is the seed for platforms (Helmond, 2015, p. 3).

Platforms have transformed the economy, culture, social relations, and work by adding “the complex technical layer of algorithms and metrics that constitute their infrastructural backbone” (Caliandro et al., 2024, p. 6). In this business model, the product or service offered is not the most important thing from an economic point of view: many platforms offer their products for free or with semi-free plans, because the most important thing is to capture user data, which, according to Srnicek, “is the new oil” (2018, pp. 42-43). The platform is the archetype of the “network company” (Ortiz del Amo and Welp, 2013, p. 96), which, through technology and digital convergence, rapidly expands into new markets to generate “a phenomenon of economies of scale” (Ortiz del Amo and Welp, 2013, p. 113).

Nieborg and Poell (2018, p. 4285), citing Jin (2015), consider that it is these capabilities that make platform capitalism the hegemonic economic model in the digital sphere, increasing the challenges for society and governments in terms of power, justice, privacy, and equity. Thus, the influence of big tech companies, particularly GAFAM, has increased exponentially (Davis, 2023, p. 4): “the strategy is to change the world through technology and receive money and power in return” (Castells, 2002, p. 83).

2.3. Video on demand (VOD)

In this context, the convergence of television and the Internet has emerged as an opportunity to reinvent, enhance, and transform the television medium (Majó, 2012, p. 75), adding “a new complexity to the geography of distribution” (Lobato, 2019, p. 5), embodied in the video-on-demand system. The popularisation of online video presented adaptation challenges for Public Service Media (PSM), which were forced to confront various obstacles in adjusting to the new ecosystem (Dragomir et al., 2024, p. 1379). These included the hybridisation of linear, unidirectional, and mass transmission (broadcasting) with the new non-linear, interactive, and selective dissemination model (narrowcasting): video on demand.

VOD has popularised a model of consumption that is “immediate, affordable, and on-demand” (Clares Gavilán et al., 2019, p. 36), which modifies the medium, the distribution channels, and their uses. Consequently, the broadcast model is transformed into “a multitude of active and segmented media and audiences” (Álzaga and Roller, 2023, p. 126). As a result, programmatic discourse in the form of a continuous timeline fades away, and the programmer evolves into a content curator. Through this shift, viewers have gained a degree of decision-making autonomy, whereas operators have been compelled to redesign internal and external structures as well as value chain processes, from production to distribution. The relationship with the audience is also changing; however, despite these shifts, it “continues to look and feel like the television we know” (Lobato, 2019, p. 31). Therein lies the strength of the television medium: in a certain strange dinamic where everything changes so that everything remains the same.

Ultimately, traditional media outlets are immersed in a period of evolutionary change within their ecosystem. They face an uncertain future as they attempt to adapt and compete with large corporations that operate larger platforms; these platforms function more effectively as they scale up, providing a decisive long-term advantage (Chalaby, 2024, p. 565). This has prompted the European Union (EU) to intervene through regulation, despite its minimal impact on the sector to date (Dragomir et al., 2024).

 2.4. Free-to-air and Over-the-top audiovisual platforms (OTT)

OTT platforms can reach individual users to extract vast amounts of data. This provides them with detailed information regarding user interests and platform usage, ensuring the constant and varied data flow necessary for their business model (Van Dijck, 2014; Bullich and Guignard, 2016; Fernández-Manzano et al., 2016; Van Dijck et al., 2018; Srnicek, 2018; OberCom – Observatório da Comunicação, 2022; Zuboff, 2022). Consequently, their versatility transforms them into data-capture machines capable of segmenting audiences, personalising offerings, and performing real-time tracking —rather than statistically inferred monitoring— of every user interaction.

Beyond the disruption of linearity, their emergence brought another fundamental transformation: the transition from a system of artificial scarcity to one of abundance (Anderson, 2004; Neira, 2015, p. 73) —the long-tail model. In this scenario, data processing capabilities and the development of recommendation and automation algorithms become paramount (Neira, 2015; Bullich and Guignard, 2016, p. 12).

The mass adoption of video-on-demand platforms is explained by factors such as ease of use, social trends, and peer pressure, alongside the availability of connected multimedia portable devices, extensive catalogues, and hook content. Furthermore, a commercial strategy focused on interface design is fundamental; these interfaces are conceived to facilitate and incentivise compulsive consumption (Choudary, 2015; Clares Gavilán et al., 2019; OberCom – Observatório da Comunicação, 2022). In a sense, they transpose the architectural model of casinos and shopping centres into the digital world. The implementation and popularisation of these platforms have also led to the social normalisation of subscription-based payments for the new television.

Thus, the emergence of OTT platforms has substantially modified the audiovisual value chain and triggered changes (Campos et al., 2018; D’Arma et al., 2021) in a sector already hindered by “a lack of flexibility in internal structures and the absence of equitable regulatory policies” (Campos et al., 2018, p. 237). To illustrate the scale of this impact, it is worth noting that eight out of ten of the most widespread television and VOD groups in Europe are headquartered in the United States (Tran, 2025, p. 53). Consequently, the initial advantages of linear television —such as a long history and established presence in society— have become structural disadvantages: an outdated corporate model designed for a different distribution system that proves inflexible in a multi-platform, multimedia, multinational, and hyper-connected audiovisual ecosystem.

The asymmetries between national linear actors and transnational corporations, in terms of both economic power and commercial or service objectives, compel public corporations to attempt strategies that combine linear and non-linear models, as well as alliances with the very platforms they compete against (D’Arma et al., 2021, p. 685). Traditional television is struggling to join the Netflix model, enticed by “data confirming that user preferences drive viewing hours and that recommendation engines multiply consumption” (Clares et al., 2019, p. 65). This gives rise to a new individualised audiovisual environment (Neira, 2018, p. 109), even within the family sphere, which is convergent, hyper-connected, and multi-screen (Guerrero, 2018, p. 1241) and increases both production volume and demand (Clares et al., 2019; OberCom – Observatório da Comunicação, 2022, p. 12).

2.5. The Netflix paradigm

Netflix began offering its streaming service in the United States in 2007, expanding to the rest of the world in the following years (Lobato, 2019, p. 2). In less than a decade, its aggressive innovation policies and rapid, sustained growth established it as the hegemonic VOD corporation and the model to be emulated, followed by corporations such as HBO, Disney, and Amazon. Thus, it became the closest equivalent to a global television service in the Internet age.

Netflix redesigned the audiovisual corporation —its economy, organisation, and operation— and developed an innovative industrial system that leveraged the advantages of economies of scale, datafication, big data, and algorithms. It applied a digitalised management and distribution model to traditional production and designed a new production policy that standardised products visually, thematically, and narratively. The Netflix model has become the paradigm of Adorno and Horkheimer’s (1998) definition of the culture industry, applied to Internet television.

Its hegemonic position exerts a crucial influence on global audiovisual fiction flows: socially, culturally, and economically. Notably, the three main SVOD services (Netflix, Prime Video, and Disney+) account for 85% of total viewing time in Europe (Ene et al., 2025, p. 31). Thus, the OTT model has shaped a transnational audiovisual sector dominated by the US audiovisual and technology industry, which drives and renders the current global commercial model hegemonic. The asymmetry in size and production capacity compared to European industries hinders competition, while geopolitical and economic pressures complicate regulation, creating distortions within the EU internal markets. This reinforcement of US dominance in the Western audiovisual sector through VOD platforms has revived the long-standing debate regarding global communication flows (Lobato, 2019, p. 144).

The global success of Netflix has established a benchmark against which other platforms and television stations are measured. This new paradigm has compelled the EU to establish minimum content quotas through Directive (EU) 2018/1808 on Audiovisual Media Services for all VOD platforms operating in member states. In 2015, Netflix officially began operations in the Iberian Peninsula, marking a definitive turn towards the platformisation of the local audiovisual sector. A platform model has since become widespread, transforming mass consumption habits (Arjona Martín, 2021, p. 37) and globalising the sector; while linear television was essentially a national industry, streaming is predominantly international (Chalaby, 2024, p. 565).

2.6. RTVE Play: the public service OTT

Since the liberalisation of the early 1990s, RTVE has experienced a significant decline in its audience share. It has suffered a gradual but continuous erosion of the privileged position inherited from the state monopoly era, due to competition from private operators, the emergence of alternative leisure spaces, and successive political and economic crises (Zallo, 2010). During the first decade of this century, legislative shifts, the 2008 economic crisis (Real et al., 2024, p. 212), and consecutive digital dividends fragmented and dispersed audiences, further diminishing RTVE’s social and sectoral influence (Díaz, 2012, p. 9). This led to a reduction in advertising revenue (Spain AVSHub, 2024, p. 35), which eventually disappeared entirely with Law 8/2009 on the financing of the Spanish Radio and Television Corporation.

In 2007, amid decisive changes such as digital convergence and the rise of web platforms, RTVE.es and its on-demand service were launched, evolving into the current RTVE Play just a few years later (Corporación RTVE, 2023). In doing so, the state corporation sought to transpose public service into the digital ecosystem while maintaining its social influence, establishing a presence in the cybermedia environment, and appealing to the model preferred by younger generations (Arjona, 2021, p. 50; D’Arma et al., 2021, p. 685), for whom a specific channel, PlayZ, was designed.

The new global audiovisual landscape —where transnationalisation is the norm and large corporations are hegemonic— has highlighted the limitations of European PSMs regarding their economic capacity and, consequently, their production, distribution, and general reach (Dragomir et al., 2024). RTVE has thus followed the trend set by transnational platforms, which have not only altered models of production, distribution, and consumption but are also constructing a new form of television focused almost exclusively on entertainment (Ene et al., 2025, p. 34).

3. Method

This research was conducted through several interconnected stages, beginning with an exhaustive analysis of the regulatory framework to identify the specific obligations imposed by law on VOD platforms. Subsequently, a quantitative approach was adopted to examine the degree of compliance with Law 13/2022 within the RTVE Play catalogue.

To this end, we focused on analysing its web interface and publicly available data. Through a systematic review, the information provided by the platform was contrasted with legislative requirements, allowing for the determination of both compliance levels and the degree of transparency. To ensure the reliability of the findings, the results obtained were cross-referenced with official sources and institutional documents, enabling verification of the accuracy of the information gathered and ensuring that the analysis reflected the reality of the service.

The research process was structured into three distinct phases. First, we conducted an analysis of the regulatory framework governing Video on Demand (VOD) platforms and RTVE, specifically focusing on the service provision requirements established under Law 13/2022. Particular attention was paid to statutory obligations regarding the broadcasting of official minority languages, accessibility standards, and the protection of minors. Furthermore, specific RTVE internal regulations concerning these areas were consulted. Second, an empirical analysis of the RTVE Play user interface and content catalogue was performed. This involved the use of a systematic checklist and analysis sheets to evaluate publicly available data. This phase —initially carried out in April and May 2024 and subsequently updated in December 2025— established the necessary benchmarks regarding the platform’s level of transparency. Consequently, it enabled an assessment of the extent to which citizens can effectively monitor compliance with legally mandated obligations. Third, the preliminary findings were cross-referenced with official data. This validation process was conducted through both direct inquiries to the public broadcaster and a comparative analysis of RTVE’s 2024 Public Service Report.

By way of discussion, the results obtained from the three aforementioned phases were synthesised, correlating the statutory measures established by law with the empirical data gathered during the investigation. Finally, a set of conclusions and proposals for improvement was formulated based on the information and analysis conducted throughout the study.

This methodological approach not only enabled an evaluation of the platform’s current standing in relation to the legal framework but also provided analytical tools for future research regarding the implementation of similar regulations in other public service contexts.

4. Analysis

4.1. Analysis of Law 13/2022 and RTVE regulations

The first part of the research involved a documentary analysis of various regulatory texts: General Audiovisual Communication Law 13/2022, Law 17/2006 on State-Owned Radio and Television, and the Framework Mandate issued by Parliament to the RTVE Corporation. In the first case, we focused on the broadcast obligations relating to VOD platforms and RTVE, as a public service broadcaster, concerning linguistic diversity, the protection of minors, and accessibility. Additionally, we analysed the provisions within the public entity’s regulations that relate to these same aspects.

4.1.1. Linguistic diversity

Article 8 of Law 13/2022 establishes the promotion of linguistic and cultural diversity as a fundamental principle. To this end, the law determines broadcasting quotas for VOD platforms (Article 116): 30% of the total catalogue must be dedicated to European works, and 15% to content in Spanish or other official languages (i.e., Galician, Basque, or Catalan). Furthermore, providers based in Spain must reserve 6% of their catalogue for works in regional official languages, with a minimum of 0.6% for each.

Platforms must also ensure the prominence of these works (Article 116.4 and the fifth additional provision), particularly for children under 12. This provision also contemplates self-regulation for transnational platforms and the obligation to include existing dubbed or subtitled versions in these languages. Similarly, the fifth additional provision states that public authorities shall promote the inclusion of works in regional languages on public television stations.

At this juncture, it should be highlighted that Law 13/2022 does not distinguish, with regard to broadcasting obligations, between private or public service platforms, in contrast to what is established regarding the advance financing of audiovisual works, with a specific article, 118, which establishes more demanding quotas for RTVE. In any case, although additional obligations for RTVE Play are not specifically regulated, it is necessary to mention that the public body has a special commitment to promoting the linguistic and cultural diversity of Spain, as established in articles 2.1 and 3 of Law 17/2006, of 5 June, on state-owned radio and television. Furthermore, articles 9 and 18 of the Framework Mandate granted to RTVE by the Parliament include specific measures such as the broadcasting of territorialised content in official regional languages or simultaneous broadcasting in different languages.

4.1.2. Protection of minors

Law 13/2022 also lays down a series of precepts and recommendations concerning the protection of minors on audiovisual platforms. Thus, Article 95 stipulates the protection of minors personal data and prohibits its use for commercial purposes. Furthermore, Articles 97 and 98 establish various obligations to ensure that users are informed about the nature of the content in the catalogue: the use of an age-rating system and easily understandable visual descriptors with high usability across all devices, alongside acoustic warnings or visual signals to distinguish potentially harmful content.

Furthermore, pursuant to Article 99, platforms are required to adhere to a co-regulation code between operators and the CNMC[footnoteRef:1], to implement parental control mechanisms and digital encoding, and to include pornographic or violent content in separate catalogues. Finally, in accordance with Article 100, the CNMC is tasked with promoting the production and broadcasting of programmes specifically suited to minors that foster their well-being and development, although the Law does not provide specific mechanisms for the implementation of this objective. [1:  The Comisión Nacional de los Mercados y la Competencia (CNMC) is the main regulatory organism for competition and market regulation in Spain.] 


4.1.3. Accessibility

Article 101 of Law 13/2022 establishes obligations for providers, such as the constant and progressive improvement of the accessibility of their services. This is reflected in plans communicated annually to the CNMC, the financing of necessary adaptations to make their content accessible, and the progressive compliance with quality standards for subtitling, audio description, and sign language. Furthermore, it encourages the promotion of best practices to avoid discrimination against persons with disabilities and to guarantee their full enjoyment of audiovisual services.

It is noteworthy that, unlike the chapter dedicated to minors, Law 13/2022 does establish certain concrete obligations. For instance, in the case of platforms, Article 104 sets a broadcasting quota of at least 30% for subtitled content within the catalogue, particularly those of greater interest to users. However, no specific percentages are fixed for content in sign language or with audio description; instead, the law only promotes their gradual incorporation into the catalogue with “appropriate prominence”, which is not further detailed. Additionally, in compliance with Article 105, platforms must preserve accessibility measures originally included in content produced by third parties, unless they do not conform to the appropriate formats.

4.2. Analysis of the Web Interface and Content Catalogue of RTVE Play

The second stage of our research comprises an analysis of the RTVE Play interface and content data regarding the aspects examined in Law 13/2022, based on direct exploration of the platform's website. To this end, an analysis sheet (Table 1) was initially employed to examine the interface’s functionalities concerning content filtering and selection based on linguistic, age-related, and accessibility criteria.

Table 1. RTVE Play interface analysis

	Item
	Compliance

	Data on the total number of contents in the catalogue
	No

	Data on the number of contents in search results
	Yes (limited to 60 results)

	Selection of interface language: Galician/Basque/Catalan
	No

	Specific sections for Galician/Basque/Catalan content
	Partial (only for Catalan)

	Content filtering by country of origin
	No

	Content filtering by regional origin (Galicia, Basque Country, Catalonia)
	No

	Content filtering by language (general)
	No

	Content filtering by original language
	No

	Content filtering by dubbing language
	No

	Content filtering by subtitling language
	No

	Content filtering by accessibility resources
	Partial

	Specific section for content with accessibility resources
	No

	Content description system
	Yes

	Age-rating system
	Yes

	Content filtering by age rating
	No

	Specific section(s) for children’s content
	Yes

	Separate catalogue for pornographic/violent content
	No



Source: Own elaboration based on fieldwork from the LEXCAV project (ref. PID2022-142353OB-I00).

In this regard, it should initially be noted that, despite being a platform linked to the public entity of a state with several official languages, RTVE Play only offers its interface in Spanish. Furthermore, regarding the remaining languages, only Catalan content features a specific section, titled “Cinema en català”. Likewise, it is not possible to filter content by country, region of origin, or language; although specific sections exist for Catalan or Spanish cinema, these merely offer a selection rather than a comprehensive filtering tool.

Furthermore, with respect to the search function —beyond the fact that it is not a reliable method as it relies on the presence of the search term within titles or synopses— results are limited to a maximum of 60 titles. Consequently, it is impossible to determine the total number of items if the catalogue exceeds this figure. Thus, reliable information regarding the number of titles available in the catalogue cannot be obtained, neither in absolute nor relative terms, as the interface does not provide access to data on total content volume.

Moreover, the RTVE Play interface does not offer the possibility to filter content according to integrated accessibility resources (subtitles, audio description, or sign language), nor does it provide specific sections to group titles based on these criteria. Consequently, users must verify each item individually, as they are unable to restrict their search to those titles featuring the required accessibility resource.

Finally, the platform’s catalogue includes a section with specific areas for children and features a content description and age-rating system, thereby complying with the requirements of Law 13/2022. However, it presents limitations regarding the options available to the user, such as the absence of search systems categorised by age group.
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These observed deficiencies in the RTVE Play interface decisively constrain the analysis of the content available on the platform, as they prevent access to the data necessary to monitor compliance with the broadcasting quotas established by Law 13/2022. Consequently, as illustrated in Table 2 —referring to the content analysis sheet used in our research— it is impossible, through direct exploration, to verify the number or volume of European works, or those in Spanish, regional official languages, or featuring accessibility resources within the RTVE Play catalogue.
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Table 2. Content analysis in RTVE Play
	ITEM
	Nº
	%
	COMPLIANCE?
	OBSERVATIONS

	LINGUISTIC OBLIGATIONS

	OV works in Galician
	
	
	
	

	Dubbed works in Galician
	
	
	
	

	Subtitled works in Galician
	
	
	
	

	Total works in Galician
	?
	*
	-
	Indeterminable as it is not possible to search or filter by language. Some Galician productions with a Galician-language version (e.g. Os Fenómenos) are only available in the Spanish version. Others (e.g. A Esmorga and Cuñados) do include the original version, although the Spanish dubbing is presented by default.

	OV works in Basque
	
	
	
	

	Dubbed works in Basque
	
	
	
	

	Subtitled works in Basque
	
	
	
	

	Total works in Basque
	?
	*
	-
	Indeterminable as it is not possible to search or filter by language. At least some films with an OV in Basque (e.g. Loreak) are only available in the version dubbed into Spanish.

	OV works in Catalan
	
	
	
	

	Dubbed works in Catalan
	
	
	
	

	Subtitled works in Catalan
	
	
	
	

	Total works in Catalan
	≥33
	*
	-
	The “cinema en català” section contains 33 films in either OV or dubbed into Catalan. In several cases consulted as a sample, Catalan subtitles are not included: only Spanish and English, Spanish only, or no subtitles at all are provided.

	OV works in Galician, Basque, or Catalan
	
	
	
	

	Dubbed works in Galician, Basque, or Catalan
	
	
	
	

	Subtitled works in Galician, Basque, or Catalan
	
	
	
	

	Total works in Galician, Basque, or Catalan
	?
	*
	-
	Indeterminable as it is not possible to search or filter by language.

	OV works in Spanish
	
	
	
	

	Dubbed works in Spanish
	
	
	
	

	Subtitled works in Spanish
	
	
	
	

	Total works in Spanish
	?
	*
	-
	Indeterminable as it is not possible to search or filter by language. However, all works consulted as part of the sample include Spanish dubbing, generally exclusively, and in some cases, subtitles in the same language. Foreign works in other languages also feature —often exclusively— Spanish dubbing.

	Total works in Spanish or Galician/Basque/Catalan
	?
	*
	-
	Indeterminable as it is not possible to search or filter by language.

	Total works of European production
	?
	*
	-
	Indeterminable as it is not possible to search or filter by European production.

	ACCESSIBILITY OBLIGATIONS

	Subtitled content
	?
	*
	-
	Indeterminable. Searching or filtering is not possible. Nevertheless, most content, at least regarding series and films, appears to feature Spanish subtitles.

	Content with audio description
	?
	*
	-
	Indeterminable. Searching or filtering is not possible.

	Content in sign language
	≥4
	*
	-
	Indeterminable. It is not possible to search or filter specifically for this criterion. Entering sign language (lengua de signos) into the search bar yields four programmes that include this phrase in their titles and utilise the corresponding resource: En lengua de signos, Telediario en lengua de signos, Informe Semanal en lengua de signos, and La Revuelta en lengua de signos.

	*Impossible to calculate, as RTVE Play does not provide data on the total number of titles in its catalogue.



Source: Own elaboration based on fieldwork from the LEXCAV project (ref. PID2022-142353OB-I00).

Consequently, manifest limitations regarding content and transparency are evident within the public broadcaster’s platform. First, from the user’s perspective, this translates into difficulties in locating and accessing works in official languages other than Spanish or those featuring various accessibility resources. Second, this lack of information precludes independent oversight by the citizenry regarding RTVE Play’s compliance with legal obligations concerning content broadcasting.

4.3. Consultation of RTVE's internal data

Following the direct analysis of RTVE Play, we proceeded with a direct enquiry via email (archivortve@rtve.es) to RTVE’s Documentary Fund Access and Valuation Unit. On 23 April 2024, the unit informed us of the number of contents in official languages other than Spanish within the RTVE Play catalogue: 4,163 documents in Valencian, 8,986 in Basque, 24,386 in Galician, and 77,252 in Catalan. In any event, it should be noted that RTVE does not clarify its definition of a document—for instance, whether it refers to a full programme or a segment thereof. Furthermore, data was not provided for the total number of documents available on RTVE Play, but rather for the RTVE Archive as a whole, and not all its contents are necessarily accessible via the platform. Moreover, the absence of this information makes it impossible to estimate the percentage weight of the aforementioned documents.

Given these deficiencies, we consulted the data collected in the latest RTVE Public Service Report (2025). According to this report, the public entity’s archive has incorporated into its digitisation and archiving process 3,985 documents (1,280 hours) in Galicia, 4,103 documents (763 hours) in the Basque Country, and 11,772 documents (10,163 hours) in Catalonia. However, the language of these documents remains unknown, as regional centres produce both local and national content. The same report states that the RTVE Corporation broadcast 14,549 hours in co-official languages at a cost of 41.7 million euros. Likewise, the hours of regional television programming were: 147 in Galicia, 12 in the Basque Country, and 1,933 in Catalonia (Corporación RTVE, 2025), as shown in Figure 1.


Figure 1. Hours of production and broadcasting in co-official languages in 2024.
[image: ]
Source: RTVE Corporation 2024 Report.

In any case, although they highlight the marked disparity between radio and television and among RTVE’s various regional centres, the data published by the public entity does not allow for a verification of compliance with the broadcasting quotas stipulated in Law 13/2022, as they do not specifically report on the volume of content on RTVE Play, neither in total nor regarding the specific quotas.

5. Discussion and conclusion

The analysis carried out reveals that RTVE Play needs to improve across all the axes examined. Some of these improvements present little technical difficulty and negligible economic cost, such as offering the interface in all the state's languages or allowing searches by language. In the area of accessibility, service improvement is also possible, as there are no sections to highlight content with sign language or audio description, nor are there adequate search filters. Furthermore, in the children’s section, age filters are scarce and do not allow for effective control by families.

Regarding transparency, although the annual report does offer data on the percentages of content by genre or even by the number of hours produced (for the entire Corporation), it is not possible to know how many works the platform’s catalogue contains, their origin by original language or country, or how many comply with legal accessibility requirements. Consequently, it is impossible to monitor compliance with the legally stipulated broadcasting quotas.

Although RTVE has attempted to hybridise both channels, linear and non-linear, it continues to focus primarily on traditional programming, which it incorporates into the platform, and only offers some exclusive content for the digital channel (mainly for PlayZ). This strategy, while reflecting a willingness to transition towards digital, hampers the platform’s ability to establish itself and consolidate as a distinct channel by not giving it its own identity and subjecting it, to some extent, to linear logics, as shown by the deficiencies observed in relation to RTVE Play in the RTVE Public Service Report (2025).

RTVE Play is a paradigmatic case of how a public broadcaster tries to adapt to the digital platform model by assuming a vision closer to the mercantilist perspective of the private sector than to that of public service. Thus, the assumption of commercial competition as an operational vector has been a decision that has conditioned many of the corporation’s actions and decisions in recent decades (Campos Freire, 2018; Guerrero Pérez, 2018). The duality between its public nature and its mercantile aspiration, maintained since the liberalisation of the sector as its defining competitive strategy, has generated significant contradictions.

In this sense, although current legislation does not impose greater obligations on the public entity’s platform than on private corporations —except regarding the advance financing of European works— it is striking that RTVE Play does not motu proprio assume a greater commitment to linguistic diversity or accessibility, fundamental principles set out in its own law and Framework Mandate. To make matters worse, due to the limitations explained in our analysis, it is not even possible to ensure that RTVE Play complies at least with the broadcasting quotas common to all state-wide platforms.

Thus, RTVE Play inherits, to a large extent, the structural problems of linear television, which is marked by a centralist vision of the state, by centre-periphery dynamics and inequalities, and by a vertical organisation that fails to integrate horizontally, despite the attempts and possibilities of the digital environment. As a public platform, RTVE Play should not only lead by example but also transform its service mission in a plurinational state into a strength, guaranteeing the visibility of official languages, offering real accessibility and transparency, and a horizontal, networked organisation.

RTVE Play further exemplifies how digital public service should also be rethought in terms of a platform, which requires not only technological changes but also a profound review of its objectives, formats, metrics, and strategies for connecting with audiencies. RTVE Play should not be a digital repository for linear programming, but rather another channel that must fit its operational logics into an ecosystem different from linear television to lead a new model of digital convergence that breaks with the dynamics of private on-demand audiovisual communication services.

The challenge, therefore, is not merely technical: it is institutional and political. What is needed is to rethink RTVE Play not as a modest copy of transnational mercantile platforms, but as a public platform that proposes an alternative model to these, centred on European content, that promotes production in regional languages, and that protects European linguistic and cultural diversity, universal accessibility, the rights of citizens (especially minors), the balance between programming genres, plurality and diversity, transparency, and an ethical model of digitisation centred on public service that places users at the core. This broader ambition also calls for a debate not only on the financing of public media but on their potential integration into a future European public corporation.
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