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Abstract
Since the mid-1990s, film and television industries are more and more confronted with the appear-
ance of new intermediation services which have created platforms. In a project funded by the Social 
Sciences and Humanities Research Council of Canada (SSHRC), we try to analyze the place and role 
that these new services are taking in the audiovisual sector. Our corpus is composed of the platforms 
of four companies that have developed activities on a vast international scale, Netflix (with its service 
of the same name), Amazon (Prime Video service), Disney (Disney+) and Apple (Apple TV+). Based 
on our corpus, it seems to us that some changes have been the result of firms’ activities, but that 
it is not as linear as it may appear at first sight. Transformations are at work but there is also some 
“Old Media Persistence.” Thus, we find a certain “contamination” of old practices originating from 
the organization of industrial channels and forms in the mutations currently presented by these new 
intermediation services.
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1	 Introduction

Since the mid-1990s, in a context charac-
terized by the digitalization of the processes 
of creation, production, distribution, and 
reception of audiovisual products, the lib-
eralization of legislation and regulations, 
the financialization and the globalization of 
economies as well as the rise of new cultur-
al practices, film and television industries 
are more and more confronted with the ap-
pearance of new intermediation services. 
Often set up by communication industries 
(telecommunications, informatics, and the 
Internet), these digital platforms offer new 
forms of intermediation (web-based offer, 
absence of advertising, premium service, 
low-cost subscription, etc.) that compete 
with those of “traditional” distributors, their 
aim consisting in most cases of facilitating or 
renewing access to pre-existing products in a 
more or less selective and prescriptive man-
ner (Mœglin, 2005). These new services often 
rely on financial capacities that are much 

greater than those of local cultural industries 
to obtain exclusive broadcasting rights (Ben-
hamou  & Farchy, 2014; Latournerie, 2001). 
They have little or no tax burden to pay and 
no specific regulatory framework to follow, 
whereas traditional distributors contribute 
to the financing of television production and 
must take into account the requirements of 
national laws, like the 1991 Broadcasting Act 
in Canada (Claus, 2017). 

In a project funded by the Social Scienc-
es and Humanities Research Council of Can-
ada (SSHRC) we try to analyze the place and 
role that new services of Subscription Video 
on Demand (SVOD) are taking in the audio-
visual  – film and television  – sector. At the 
Canadian scale, we both study four national 
platforms (ICITtou.tv, Crave, Club Illico, and 
GEM) and four international platforms, Net-
flix, Amazon Prime Video, Disney+, and Ap-
ple TV+. These last ones are constituting our 
corpus in this paper. 

The focus will be put on the theme of this 
Thematic Section “Old Media Persistence.” 
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We will begin by introducing some theoret-
ical and methodological elements. Next, we 
will continue by exploring to what extent 
these new intermediaries call into question 
the traditional functioning of the film and 
television industries, by looking at the impli-
cations upstream and downstream of these 
industries, by questioning whether or not 
the traditional media chronology for feature 
films is respected, and by studying whether 
new viewing practices for television series 
are developing or not. 

2	 Theoretical and methodological 
elements 

Number of experts consider platforms as 
matchmakers (Evans  & Schmalensee, 2016) 
or put the emphasis on the idea of “plat-
form-mediated networks” (McIntyre  & Sri-
nivasan, 2017), which interface among dif-
ferent sides. This can mean various kinds of 
institutional actors (or complementors), as 
well as end-users (i.e., consumers), thereby 
constituting multisided markets. While mul-
tisided markets are not new, over the last two 
decades they became much more prevalent 
with the advent of digital technologies afford-
ing networking and with the creation of plat-
forms. Benkler (2006) theorized on the exis-
tence of a “networked information economy,” 
which could contribute to major changes in 
the dominance of the industrial mode of in-
formation production. This idea of a time of 
disruption in the cultural industries was also 
promoted by Henry Jenkins and his concept 
of convergence. In the mid-2000, Jenkins an-
ticipated a convergence of media that would 
lead to a blurring of the boundaries between 
the historical branches of the cultural indus-
tries, with this inevitable merger giving rise 
to a sort of meta-branch: transmedia (Jen-
kins, 2008). Many other social actors have 
also developed comments favorizing major 
changes. Among them, Jeff Bezos, CEO of 
Amazon, has often publicly opposed tradi-
tional intermediaries while underlining the 
great opposition between the old analogue 
age and the new digital one. In this digital 
age, anyone could create something, find an 
audience and allow the market to determine 

the appropriate economic form according to 
Bezos (Rimaud, 2019, p. 73).

Our own approach tends to go in the 
sense of the political economic perspective 
that shows the dominance of a small num-
ber of international actors, often symbolized 
by the acronym GAFAM (Fuchs, 2017; Van 
Dijck, 2013). Under the digital age, cultural 
industries do not seem more and more dis-
solved in a global democratization of the ex-
pression of creativity. On the contrary, sever-
al researchers have documented ownership 
concentration in Canada and other coun-
tries’ industries and conclude that this pro-
cess of concentration stays typical of current 
capitalism (e. g., Winseck & Jin, 2011). More, 
if there is any convergence, this one tends 
to link together communication industries 
(from telecommunications, informatics, and 
the Internet) and cultural industries (cinema, 
television, music, radio, and so on) on a glob-
al scale – and not only at a national level – but 
with various kind of relationships depending 
of traditional activities of main firms and re-
lations of power between transnational and 
local platforms (Bouquillion, 2008; Win-
seck & Jin, 2011). 

Platforms constitute a new mode of me-
diatization which aims to ensure the central 
place of an organization, most often a pri-
vate company, in the cultural sector within 
which it deploys its activities. This concept 
also refers to the articulation of activities of 
various operators  – including consumers 
mobilized in the sector – as well as to diverse 
modes of valorization. More specifically, this 
paper concerns the audiovisual sector, which 
includes cinema and television (Ménard, 
2004). On the one hand, it remains relevant to 
distinguish them in certain respects: quasi-
generalized theatrical release of cinema 
films, lower cost for television programs, par-
ticipation in often distinct festivals, unique 
creation for cinema productions versus serial 
creation for those made for television). But 
on the other hand, since the development 
of television, they have been more and more 
linked together. 

Our research is based on a documenta-
ry fund including sources of various origins, 
annual reports of companies, articles of 
journalists, and academic texts. A contras-
tive analysis (George, 2018) between Netflix, 
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Amazon, Disney, and Apple tries to put the 
emphasis on elements that seem relevant in 
order to understand how they fit into the tra-
ditional sectors of cinema and television in 
a certain continuity and, on the other hand, 
how their activities can perhaps contribute to 
changes, or even lead to disruptive situations 
that call into question the ways in which the 
two sectors operate : presence of platforms 
downstream but also upstream (part 3), the 
respect or not of media chronology in the 
case of film production (part 4), the media 
coverage of TV series (part 5). 

3	 An increasingly systematic 
presence downstream but also 
upstream 

A parallel analysis of the activities of Netflix, 
Amazon, Disney, and Apple indicates first-
ly that these ones present a certain number 
of specificities depending on the history of 
each firm. Netflix is a company whose main 
activity has always been the distribution of 
audiovisual products, initially on DVD and 
then online. Subscription Video on Demand 
(SVOD) is therefore the historical core of its 
activities. For Amazon, on the other hand, 
the Prime Video service is just one among 
many e-commerce activities of the firm. Dis-
ney constitutes a giant of the cultural indus-
tries, and not only of the audiovisual sector. 
Consequently, SVOD may be considered 
as an extension of its activities within the 
cultural industries. From this point of view, 
even if Disney differs from Netflix, there are 
certain common elements here and indeed 
a certain convergence. We will come back to 
this. Finally, Apple is another different case, 
as the company comes from communication 
industries and in particular from comput-
er industries. As for Amazon, its platform is 
not the core of its activities but a supplement 
whose importance in the medium term is not 
yet known. While the stories are quite differ-
ent, we will also see that there may be some 
convergence in terms of activities. 

Revenues of Netflix depend on its sub-
scriptions with two requirements: firstly, the 
necessity to always increase the number of 
subscribers and secondly to ensure the high-
est possible retention. For this reason, having 

an attractive catalog of a considerable size 
is crucial. While Netflix’s management had 
originally focused on downstream distribu-
tion, it made a change in 2013 with the pro-
duction of a now iconic series, House of Cards 
(Netflix, 2019, p. 9). Subsequently, the com-
pany invested considerably in productions 
distributed under the “Netflix Originals” la-
bel. It has thus focused on creating a catalog 
with a very wide range of texts, mainly films 
and television series. In fact, the catalog in-
cludes four types of productions:

1)	 the (co)production of original creations. 
The company has put emphasis on its 
role as producer since House of Cards was 
made available on the platform. Howev-
er, it is important to emphasize here her 
role of co-producer. Production is always 
done by companies specialized in this ac-
tivity at the heart of the audiovisual sector 
(Barthes, 2018, p. 3). In terms of (co)pro-
duction, the Netflix model is therefore not 
very innovative. 

2)	 the purchase of series and films in return 
for exclusive distribution over the widest 
possible territories (Barthes, 2018, p.  7). 
Netflix also attributes the label “Netflix 
Originals” to these programs, but if there 
is any exclusivity, it is about distribution. 
This is also a fairly classic way of doing 
things in the film and television industry. 

3)	 the acquisition of proven programs and 
the development of sequels. Once again, 
the company uses the term “Netflix Orig-
inals” in connection with these produc-
tions. The originality here lies in the fact 
that the company buys the rights by se-
curing the exclusive right to (co)produce 
the sequel of content that has already 
been produced and broadcast in the past. 
This is an attempt to solve the problem 
of uncertainty regarding the profitabili-
ty of audiovisual creations (Bouquillion, 
2008; Ménard, 2004; Miège, 2017). A 
well-known example is Casa de Papel, a 
Spanish series whose broadcasting rights 
for the first two seasons were acquired by 
Netflix before the company bought all the 
rights and ordered the production of the 
following seasons (Barthes, 2018, p. 8). We 
could also cite the well-known examples 
of Black Mirror or Arrested Development.
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4)	 Finally, to enrich its catalog, the compa-
ny practices the purchase of old content, 
like all its competitors. Thus, the Los Ga-
tos firm bought the broadcasting rights to 
Seinfeld for a sum close to US$ 500 mil-
lion (Poirier, 2019). And this is just one 
example of the battle between platforms 
to build up a catalog of historical produc-
tions. 

Finally, due to its extremely wide range of 
content, Netflix can be considered both a 
mass medium and a niche medium. Indeed, 
the platform offers a catalog that refers both 
to a “generalist” target, the widest possible 
audience, and to a “niche” target in order to 
take advantage of the Long-Tail phenome-
non (Bourreau, Maillard,  & Moreau, 2015, 
p.  180). Popular series but also horror films 
or impact documentaries, the offer is finally 
very diversified, although the vast majority of 
it corresponds above all to dramas or com-
edies. This multiplicity of genres on Netflix 
therefore allows it to also target “micro-au-
diences” (Hallinan & Striphas, 2016, p. 128). 

Netflix has also developed (co)produc-
tion of audiovisual products because it has 
no longer access to some contents since sev-
eral companies like Disney have decided to 
create their own platforms (Desjardins, 2018, 
p. 5). Conversely, Netflix’s choice to support 
co-production has appeared over the years as 
a threat to its competitors (Bélanger & Lafon-
taine-Beaumier, 2015, p. 71). As Lucien Perti-
coz (2019) clearly points out, this has resulted 
in a cross movement between activities of the 
two companies: developing upstream in the 
audiovisual sector with its own (co)produc-
tion for Netflix and investing downstream in 
the sector by creating a platform in the case 
of Disney.

For Disney, this is not a new choice. His-
torically, Disney is one of the world’s leading 
groups in the cultural industries sector. In the 
early 2000s, it was one of the first firms that 
tried to launch websites in order to distribute 
their productions as a priority. But these ac-
tivities largely failed for several reasons (Bou-
quillion, 2008). The market for online distri-
bution did not yet include enough potential 
customers, people connected to the network 
were still a minority in almost all markets in 
capitalist countries, networks were still too 

small to ensure the distribution of high-qual-
ity video signals and the Internet still ap-
peared to be a largely open network. Conse-
quently, in the 2000s, it was more relevant for 
production companies such as Disney to dis-
tribute their creations widely through various 
media, including a number of Disney-brand-
ed television channels, which also points to 
the idea that the firm’s presence downstream 
in the industry is not new. 

Development of the two other platforms, 
Amazon Prime Video and Apple TV+, also 
involves production upstream, whereas cre-
ation of the two interfaces has obviously been 
primarily downstream, through the control 
of relations with consumers. Both Amazon 
and Apple have realized the importance 
of controlling activities from upstream to 
downstream by building up catalogs of rights 
based on production and co-production, or 
even exclusive purchases, and by supervising 
audience practices by designing interfaces 
that allow them to offer modes of access to 
content. 

As we have seen before, Jeff Bezos, Am-
azon’s founder, has taken position against 
norms concerning cultural industries. Even if 
his company has played a role in the transfor-
mation of the literary publishing sector, this 
seems to be less important in the audiovisual 
sector. For example, in 2011, Amazon bought 
the European company Lovefilm and trans-
formed it into Amazon Studios in order to 
produce original creations. However, unlike 
Netflix, which leaves the production work to 
specialized companies, Amazon Prime Vid-
eo produces or co-produces itself (Barthes, 
2018, p. 3). Although investing large sums in 
the production of films and series for its plat-
form, Amazon had not yet reached the invest-
ment of its main rival in 2020, making it less 
aggressive in its production strategy. It was 
also much less indebted than Netflix, thanks 
to the fact that revenues from its other activ-
ities allowed it to amortize its investments in 
original content (Levy, 2018). Until recently, 
Amazon remained above all a historical dis-
tributor, a position that can be seen from the 
study of the entire catalog of the Prime Video 
service, which is made up mainly of acquisi-
tions and not original productions. However, 
the situation is now changing. 
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In 2021, Amazon bought the Hollywood 
major Metro Goldwyn Mayer (MGM) for 
US$  8.45  billion, while a short time earlier, 
a purchase of the same Hollywood studio 
by Apple for an estimated US$ 6 billion had 
failed. This is the first audiovisual platform 
to acquire a major historical player in the au-
diovisual industry on an international scale 
(Forbes, 2021). With this acquisition, Ama-
zon acquired the broadcasting rights of 4000 
feature films (including Basic Instinct, The 
Pink Panther, The Wizard of Oz, The Silence 
of the Lambs, Raging Bull, Rocky, Termina-
tor, The Hobbit, and all the James Bond films) 
and 17 000 television programs (such as The 
Handmaid’s Tale or Stargate). This change of 
strategy was also symbolized in 2022 by a ma-
jor investment in a new major series, The Lord 
of the Rings. The Rings of power. US$ 250 mil-
lion was invested to obtain the rights of the 
franchise, while a budget of US$ 460 million 
was reserved for production. These amounts 
are huge but remember that in 2021, the com-
pany’s turnover was US$ 470 billion. Activities 
in the audiovisual sector are only one compo-
nent among many others of the e-commerce 
giant. 

In his comparative study of the relation-
ship between Amazon and Netflix and tradi-
tional American television, Michael L. Wayne 
(2018, p. 726) noted that Amazon developed 
a much more harmonious relationship with 
the traditional television industry than Net-
flix, the expression used in English being 
“symbiotic relationship.” For the latter, this 
was explained by the fact that Amazon sees 
its video platform as a mere phishing tool 
for its Prime service (Wayne, 2018, p.  726). 
Moreover, this tendency to cooperate with 
the audiovisual industry is reinforced with 
the fact that Amazon has not sought to dis-
rupt the hierarchy of theatrical film releases 
unlike Netflix. Moreover, the company has 
frequently partnered with independent film-
makers (Olsen, 2018, p. 2) since the launch of 
its platform. 

Finally, what about Apple, which comes 
from a completely different universe, that of 
the communication industries? Firstly, as 
soon as the platform was launched, its man-
agement decided to offer several months of 
free subscriptions on the condition of buying 
an Apple product, computer, tablet, phone 

or other. Revenues from Apple TV+ are 
therefore considered as complements to the 
others. From this point of view, cultural pro-
ductions are only one part of the company’s 
possible sources of revenue and profit, more 
or less marginal. 

Secondly, the platform quickly distin-
guished itself by a catalog that was more 
refined than that of its competitors and gen-
erally considered to be of good quality (Self, 
2022). Distinction is therefore once again the 
order of the day, as was the case in its histo-
ry when it launched its IT products, includ-
ing computers, phones and tablets, with the 
company going so far as to create a universe 
of its own. In 2020, Apple TV+ had a limited 
catalog of 8 films and 27 series, all of which 
the company identified as “Apple Originals.” 
That said, like Netflix, the company did not 
produce any of the content in its catalog. 
Nevertheless, in mid-2020, the Apple brand 
seemed to partially change its orientation by 
developing a policy of purchasing rights to 
programs without having exclusive rights to 
broadcast them. For example, it announced 
that it had acquired exclusive international 
rights to 96 episodes of Jim Henson’s series 
Fraggle Rock. However, focusing on co-pro-
ducing of a small number of programs has 
not been a bad strategy. To do this, the com-
pany has enlisted the help of cultural in-
dustries stars Oprah Winfrey (and her Book 
Club), Jennifer Aniston, Reese Witherspoon 
and Steve Carell (producers and lead actors 
of The Morning Show), Spike Jonze (director 
of Beastie Boys Story), and Steven Spielberg 
(executive producer of the revival of the an-
thology series Fantastic Stories). 

Moreover, standing out seems to have 
already succeeded in ensuring the success of 
the platform. In 2021, Self Financial’s ranking 
of the best programs distributed on platforms 
in the U. S., using IMDb scores, concluded 
that Apple’s was ahead of Netflix, HBO Max, 
Prime Video, Disney+, and Hulu (Self, 2022). 
Clearly, Apple is targeting a more specific au-
dience than many of its competitors, starting 
with Netflix (Power & London, 2020). 

As we have seen before, the four firms 
have realized the importance of controlling 
activities from upstream to downstream by 
building up catalogs of rights based on pro-
duction and co-production, or even exclu-
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sive purchases, and by supervising audience 
practices by designing interfaces that allow 
them to offer modes of access to content and 
control them. 

4	 Whether or not media chronology 
is respected in the case of film 
production 

In order to go further into the relationships 
between these “new” intermediation services 
and old and new practices in the audiovisu-
al sector, it is also interesting to look at the 
media chronology. Historically, depending 
on the country, either thanks to a law and 
regulations (in the case of France), or thanks 
to self-regulation by the main players in the 
sector (in the case of Canada), any film pro-
duction was first broadcast in theaters before 
being offered on other media (VHS video 
cassettes and then DVDs, pay-per-view tele-
vision, specialized television and often, at the 
end of the day, general television). The order 
and timing were precise and differed from 
country to country, depending on the rela-
tions of power between the various players 
in the two audiovisual cinema and television 
sectors. 

As the first platform to start producing 
original content for online viewing, Netflix 
has challenged this traditional chronology. 
It has historically positioned itself against the 
obligatory passage of a film in a theater (Ol-
sen, 2018), preferring to take advantage of the 
exclusivity of distribution on the platform, in 
order to attract more subscriptions (Olsen, 
2018). With the creation and rise of this play-
er, audiovisual products are no longer linked 
simultaneously to a single screen, but to a 
multiplicity of viewing practices on different 
terminals (computer, tablet, multifunctional 
phone, and even television). The company 
has even been known to offer its feature film 
co-productions on its platform rather than 
in theaters (Olsen, 2018). This choice caused 
quite a problem at the 2019 Cannes Film Fes-
tival (Bernard, 2019). More recently, Netflix 
has softened its stance by making exceptions 
for some of its (co)creations, including Roma 
(Lussier, 2019). This film, which won three 
Oscars, for Best Director, Best Foreign Lan-
guage Film, and Best Cinematography, re-

ceived a theatrical release, albeit a very lim-
ited one (Lussier, 2019). 

On the contrary, Amazon’s management 
has generally chosen to respect the first win-
dow of distribution for the cinema, i.e., the 
cinema screening in theaters. It prides itself 
on adopting a “case-by-case” approach, de-
pending on the films it distributes: Thus, 
while it has taken advantage of the craze sur-
rounding certain films in festivals such as The 
Wife (Björn Runge) or The Old Man and the 
Gun (David Lowery) by making them avail-
able directly on Prime Video, the film Cold 
War (Pawel Pawlikowski) benefited from a 
theatrical presence before being put online 
on the platform (Lesniak, 2019). It appears 
once again that Amazon generally seeks to 
integrate its activities within the film indus-
try without challenging it, at least in this re-
spect. The same applies to Disney+ and Ap-
ple TV+. In this regard, the Cupertino firm 
has confirmed that films shown exclusively 
on its platform would be in theaters so that 
they would be eligible for the various awards 
(Gramuglia, 2019). In July 2020, Apple TV+ 
even became the first online viewing plat-
form to win a Daytime Emmy Award less 
than a year after its release for its productions 
Ghostwriter and Peanuts in Space: Secret of 
Apollo 10 (Apple Inc., 2020). In doing so, it is 
behaving more like traditional broadcasters 
of film productions than Netflix, which has 
instead tried to change the rules of the game 
in this area. 

5	 Change or no change in the media 
coverage of TV series

And what about the online availability of 
television series, which are now emblematic 
of television as a medium? Once again, Net-
flix has tried to change the uses of serial cre-
ations by favorizing the trend of binge-watch-
ing – watching several episodes at the same 
moment – with the “continue watching” box 
at the end of each episode (Mota Drumond, 
2016, p.  73). This practice encourages the 
consumption of content on such a platform 
by creating a virtuous circle in its favor as 
Jenner puts it: “[S]upposedly ‘binge-able’ 
texts also legitimise the viewing practice, and 
thus the medium: if viewers stand to earn val-
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ued cultural capital, it is socially acceptable 
to binge, rather than watch several hours of 
scheduled television” (as cited in Wayne, 
2018, p.  730). The trend thus feeds the plat-
form, which in turn feeds the trend. 

However, this practice is not completely 
new either. Traditional television channels 
could already broadcast several episodes of a 
series in a row. However, they were still lim-
ited to a programming schedule whose time 
slots could be commandeered in advance by 
other content produced for the channel. In 
addition, it was possible to practice burst lis-
tening by purchasing the DVD box set of the 
season of a series to watch the episodes one 
after the other. But it was necessary to wait 
until the end of the programming of these 
seasons on television to obtain the DVD box 
set of the complete season. Therefore, while 
streaming is not completely new, Netflix has 
allowed it to take on a new dimension. This 
form of mediatization of serial audiovisu-
al content refers to what its management at 
the Los Gatos firm calls “winning moments 
of truth,” the moments of free time that con-
sumers give to watching content on its plat-
form (Netflix, 2019, p. 1–2). This new mode of 
burst viewing is a trend to watch as it is not 
just a downstream change in the industry. It 
is also likely to influence scriptwriters in the 
way they write creations, as is the fact that 
platforms do not cut series with commercial 
breaks unlike traditional TV channels, espe-
cially private ones. The result is a tendency 
“to side-step recaps, cliff-hangers, and simi-
lar narrative devices intended to keep view-
ers glued between commercial breaks and 
from one week to the next” (Hallinan & Stri-
phas, 2016, p. 129). 

Nevertheless, this type of practice used 
by Netflix has not necessarily been followed 
by the other major players (Jenner, 2018). For 
example, Apple’s management has decided 
to release one episode per week for some of 
its series, notably its flagship series The Morn-
ing Show, For All Mankind and See (Dumas, 
2020). It chose to make the first three epi-
sodes of each of these series available at the 
launch of the platform. The remaining epi-
sodes were then released individually each 
week. This strategy aimed to hook the audi-
ence during the first week of the free trial and 
then force them to renew their subscription 

in order to find out the outcome of these se-
ries. The trend is the same for Disney, which 
is hardly surprising given that the company is 
a historical player in the cultural industries. 
Thus, an emblematic series of this platform, 
The Mandalorian, was made available at the 
rate of one episode per week, a rather tra-
ditional strategy, mainly aimed at boosting 
subscription retention (Dumas, 2018). This 
decision to maintain the traditional mod-
el is not only related to the choices of a few 
companies. Indeed, it is possible to wonder 
whether it does not hide a loss of speed  – 
quite rapid from a historical point of view – of 
the practice of binge-watching. With the free 
trial periods, some people took advantage of 
them to devour the last season of their favor-
ite show and then unsubscribe from the ser-
vice (Dumas, 2018). In this area, Disney+ no 
longer offers free trial periods in some coun-
tries such as the U. S. and France since the be-
ginning of June 2020 (Gartenberg, 2020). It is 
also possible to see more and more series re-
leasing their new seasons in two stages (case 
of Lupin and Stranger Things on Netflix). Is 
there no longer a single model?

6	 Conclusion

It appears that historical professions of the 
companies to which we have devoted this 
research play a notable role in the ways in 
which their platforms contribute to insert 
themselves into the audiovisual sector and 
mediate their content. On the one hand, as 
Perticoz (2019) writes, these firms intend to 
control the entire sector, i.e., to be fully in-
volved in an industrial logic of functioning in 
a sector, by implementing a classic strategy of 
vertical integration from upstream to down-
stream. Nevertheless, they are developing 
various modalities according to their histori-
cal activities and their modes of valorization. 
For many years, Netflix has always been per-
ceived as the leading, innovative company 
in the sector. In fact, Perticoz (2019, p.  338) 
writes that even well-established companies 
in the audiovisual sector has to adapt to the 
new ways of doing things created by Netflix, 
whose successful model has until now dictat-
ed the strategic positioning of its competitors. 
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We could then think that the traditional 
model of broadcasting television content was 
going to be replaced by that of webcasting, 
which is specific to online distribution plat-
forms (Le Champion, 2019, p. 39). Reed Hast-
ings, chairman of Netflix, has always said 
that he no longer believed in the traditional 
television model, where viewers would be 
“dependent on channels that offer programs 
at fixed times, visible on a television set.” In 
contrast, Netflix would offer the “television 
of the future” (Lauer, 2014). The company 
describes itself in terms of the opposite char-
acteristics of television: “Members can watch 
as much as they want, anytime, anywhere, 
on any internet-connected screen. Mem-
bers can play, pause and resume watching, 
all without commercials or commitments” 
(Netflix, 2019, p. 1). However, in some coun-
tries like France, Netflix is now available 
on a broadcasting model, the viewer being 
forced to watch selected programs, rather 
than choosing one and starting to watch it at 
the most convenient time for him (Campion, 
2021). In Canada and U.S., Netflix signed in 
2022 a priority distribution deal for one of its 
main movies with the largest theater own-
ers in North America (Radio-Canada, 2022). 
The company’s management does not sys-
tematically practice “permanent revolution” 
anymore. Changes are not as linear as it may 
appear at first sight. Transformations are at 
work and there is a certain “contamination” 
of old practices originating from the organi-
zation of traditional cinema and television in 
these new intermediation services.

In these transformations, what is the 
possible function of the COVID-19 pandem-
ic that has led to several lockdowns in 2020 
and 2021 in most countries in the world? 
Based on research made during the first 
year, Vlassis (2021) concludes that global on-
line platforms (Netflix, Amazon Prime Vid-
eo, Disney+, Apple TV+, or HBO Max) have 
strengthened their position, which generated 
an unprecedented change in the production, 
dissemination, and consumption of audio-
visual content. Logically, Netflix benefited 
from this situation to increase its number of 
subscribers in 2020 and 2021. At the end of 
2019, the platform included 167 million sub-
scribers worldwide while two years later the 

number had increased to 221 million (Ba-
zoge, 2022). 

But the long-term effects of the pan-
demic on the development of the industry 
remain unclear according to the Federation 
of European Screen Directors (2020) while 
the Intergovernmental Committee for the 
Protection and Promotion of the Diversity of 
Cultural Expressions concludes to the rise of 
the platform as the dominant infrastructur-
al and economic model in the industry. The 
pandemic context could even favorize con-
centration dynamics in the audiovisual mar-
ket due to the action of global streaming plat-
forms (Intergovernmental Committee for the 
Protection and Promotion of the Diversity of 
Cultural Expressions, 2021). In fact, we could 
hope that COVID-19 situation is only con-
junctural while changes are more structur-
al. Beyond the COVID-19 pandemic, growth 
of platforms is more and more present in a 
world increasingly marked by digitalization 
(George, 2020a, 2020b). But data need to be 
analyzed with caution and on a long-term 
scale. In the first half of 2022, the emphasis 
was made on the decline of subscribers (1.2 
million) for Netflix but there was a further 
increase in the second half of the same year 
(Bazoge, 2022). The two years of COVID-19 
pandemic have also been characterized by 
an increase of viewing traditional television 
(Ségur, 2020). In the struggle between “old” 
and “new” media Lotz (2021, p.  145) esti-
mates that linear television will prioritize 
“ephemeral” programs for simultaneous 
viewing, to be able to compete with the offer 
of streaming platforms. However, this kind 
of program is also now available on digital 
platforms, starting of course with DAZN, spe-
cialized in the broadcasting of sports events 
(Lupien & George, in press). 

In this paper, emphasis was placed both 
on changes and continuities to challenge the 
idea of a break between a possible pre-Netflix 
era and a possible post-Netflix era. In order 
to do this, several dimensions were empha-
sized while others were discarded. For in-
stance, if the growing production for audio-
visual content was underlined, focus was not 
on consequences of the emergence of new 
professional practices and new professions 
(Baldacchino, 2019). We did not study con-
ditions of work, for instance, the case of pro-
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fessionals who need to work more and more, 
often 15 hours a day with constant pressure 
to speed up work and little time for breaks 
(Bloom, 2021). 

Nor was there any emphasis on the 
role of subscribers in ongoing continuities 
and changes, such as the consequences of 
their uses of platforms on firms’ decisions. 
If some exclusive popular titles can generate 
subscriptions, loyalty to the services can be 
mainly explained by the size of catalogs and 
the functionalities of devices (organization 
and presentation of the catalog, possibility of 
downloading, availability of subtitles, percei
ved qualities of recommendations, etc.). El-
lis (2000) develops the concept of “choice 
fatigue” which tends to favorize the domi-
nation of the market by a small number of 
international platforms, such as Netflix, Am-
azon Prime Video, and Disney+ (Dessinges & 
Perticoz, 2019). “The old media persistence” 
manifests itself not only in the choices made 
by platform managers but also in cultural 
practices developed by users, for instance 
when they re-create at home traditional con-
ditions of viewing television even with digital 
platforms (Combes & Glevarec, 2021).

In conclusion, all studies, including ours, 
have several limits. Those analyzing audiovi-
sual transformations most often choose to 
work separately on modalities of production, 
analysis of audiovisual content, or reception, 
which limits the global ability to capture how 
all these activities fit on a continuum or con-
tribute to major changes (Mittell, 2015). But 
ours seems to be useful by trying to take into 
account long term analysis (George & Séné-
cal, 2017) in order to work on the theme of 
this Thematic Section. 
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