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ABSTRACT 
 
Fans are singular productive consumers. One of their typical practices is the production of fanvideos. An 
increasingly common trend in fanvideos is the creation of memes, a phenomenon of the modern 
internet related to ironic humor. This study aimed to analyze how fans, based on media texts, related to 
successful popular culture franchises. For this purpose, we performed an interpretive content analysis of 
fanvideos based on popular culture franchises posted on YouTube. Results demonstrate that meme 
fanvideos are made for play with and through the franchises, play dirty tricks, and criticize the politics. It 
happens by a variety of types of performances and techniques that dialogue both with the fictional 
universes and with different spheres of social life, often revealing an attitude of social criticism. 
Nevertheless, this interface makes room for a reproduction of prejudiced practices that target stigmatized 
identities. This process illustrates the intensive use of information and communication technologies and 
the ubiquity of the media, as well as the political tensions increasingly present in ordinary social life. These 
outcomes show how productive consumer behavior collapses with other social spheres when the meaning 
of products and brands is appropriated and re-signified through skilled creative consumer practices. 
 
Keywords: meme; fanvideo; fan culture; prosumer; interpretive content analysis. 
 
JEL code: M310. 
  



From play to political action: Prosumerism on fanvideo meme production 3 

 
 

 

 

                               
 

INTRODUCTION 
 
The impact of technological transformations strongly permeates the contemporary cultures (Lévy, 
2007). This can be verified in popular culture, which industry (i.e., entertainment) is increasingly 
attempting to get closer to its consumers (Kizgin, Jamal, & Richard, 2018; Peñaloza, 1994). In a 
singular way, part of these industries’ consumers are fans that commonly engage with the 
consumed products (Hills, 2013). This practice was enhanced by technological advancement and 
by the media convergence, which provided the foundation for a participatory culture, whose 
members, based on common interests, produce collectively (Guschwan, 2012; Jenkins, 2006). 
Thus, fans are characterized by active consumption, which encompasses sharing of impressions 
and ideas, in a network of connected individuals who share common interests, marked by 
affection and involvement with the products they consume (Jenkins, 2006; Kozinets, 2001). Since 
fans collaboratively participate in the production of their own consumer experiences, Souza-Leão 
and Costa (2018) characterize them as prosumers. The notion of prosumption comes from the 
conception that consumption is inseparable from production (Ritzer, 2014), which has gained 
new relevance in a context of technological development and the emergence of Web 2.0 (Ritzer 
& Jurgenson, 2010). From the new technological possibilities of virtual interaction, mainly 
through social networks, consumers begin to engage more intensively with the products they 
consume and start to produce content related to them (Boulaire, Hervet, & Graf, 2010; Ritzer, 
Dean, & Jurgenson, 2012).  
 
One of the most productive acts from fans, which contributes to the consolidation of fan culture, 
is the creation of fanvideos (Jenkins, 1992). In the 1970s, this practice of content production has 
become possible due to the development of video production, editing, and distribution 
techniques. Nowadays, it is becoming increasingly relevant, due to Web 2.0 and the digital 
technologies (Freund, 2016; Stein & Busse, 2009), as well as the possibility of online sharing, 
with YouTube being the main disclosure vehicle used by fans (Hilderbrand, 2007). 
 
A recurring practice in fanvideos is its use for meme production, a phenomenon of the modern 
internet based on the creation of materials whose purpose is the generation of humor. Despite a 
conceptual overlap between memes and fanvideos, both are autonomous categories (Guadagno, 
Rempala, Murphy, & Okdie, 2013; Shifman, 2012, 2014). The first is a type of video making 
developed by fans, mostly for fans, who may or may not intend to spread it on the web (Freund, 
2016). Memes, on the other hand, are materials based on irony, produced from several sources 
(i.e., images, videos, audios) in order to go viral (Mina, 2019; Phillips, 2019). 
 
Inserted in the logic of participatory digital culture, memes became popular for their contagious, 
public, and continuous propagation aspect (Guadagno et al., 2013; Shifman, 2012, 2014). Memes 
exemplify a process of transformation and democratization of the relationship of fans with media 
texts, which are re-signified in an appropriate environment for a rapid spread of creative content 
(Wang & Wang, 2015).  
 
Shiffman (2012) argued that memes are one of the cultural manifestations that allow us to 
understand the relationship between society and contemporary digital culture. It is a genre that 
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presents the social positioning of parodies and is aligned to participatory cultures’ developments, 
since individuals naturalize their lives using technologies (Jenkins, 2009; Wiggins & Bowers, 
2014). In this sense, we agree with Morreale (2013) about the importance of the memetic 
production on fanvideos by fans of popular culture, posted online on YouTube. Fanvideos are 
one of several fannish practices that exemplify how they engage to demonstrate their relationship 
with the cultural objects (Jenkins, 1992).  
 
According to Kozinets (2001), this relationship provides a range of fannish possibilities, such as 
positive role models, exploration of moral issues, knowledge and ideas, explorations of erotic 
desire, and feelings of communities, which works as utopias that unite impossibility and dream, 
representing a deep motivational power and desire. These desires are reflected in the expression 
of personal and political particularities that fans usually carry out in their creation and 
modification of franchise content (Neville, 2018).  
 
Based on this, this research aims to analyze how fans express themselves through memes produced 
in fanvideos, based on media texts related to successful popular culture franchises. Thus, the 
investigation assesses how the production of memes by fans reveals their desire to participate in 
the meaning making of the media texts to which they link. In order to fulfill this purpose, our 
study has the following specific objectives: (a) describe the production process of the meme 
fanvideos; (b) identify the meanings presented in the meme fanvideos; and (c) interpret 
theoretically the meme fanvideos production. For this purpose, the work assumes a partially 
inductive character, insofar as we use theoretical foundation as a means of providing the study 
with a lens to both ground and interpret the phenomenon (Leão, Mello, & Vieira, 2009; 
Timmermans & Tavory, 2012), without such theoretical conceptions having been previously 
established as constructs. 
 
The growing relevance of popular culture, associated with engaged fan practices, indicates the 
pertinence of investigation of this phenomenon by consumer culture theory (CCT), a consumer 
research field circumscribed in marketing discipline. Specifically, the creation of memes by 
productive consumers has gained prominence in researches of fan culture (e.g., Papailias, 2018; 
Shifman, 2012; Wu & Ardley, 2007). In addition, understanding fan action as prosumption 
(Souza-Leão & Costa, 2018) results in a comprehension of their role under a market productivity 
logic (Chen, 2011; Collins, 2010). This set of possibilities indicates a potential for 
interdisciplinary theoretical contribution to the research field, as well as practical implications, 
based on the singular phenomenon investigated. 
 

THEORETICAL BASIS FOR THE STUDY 
 
As developed in the elaboration of the research problem, the present study focuses on the 
production of meme fanvideos. To this end, the research assumes the fan as a prosumer who 
produces fanvideos as user-generated content in a context of participatory culture, as shown in 
Figure 1. The sections below articulate these connections. 
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Figure 1. Conceptual framework 

 

The prosumerist face of the fans 
 

Due to the level of engagement with the products they consume, fans distinguish themselves from 
ordinary consumers by seeking to consolidate and validate the values that make them stand 
together. Besides, they contribute to the enthusiasm in the consumption (Hills, 2013), and assign 
unique meanings to media texts (Busse & Gray, 2011; Hackley & Hackley, 2018). Thanks to the 
social interactions they form among themselves, they have established an effective exchange with 
the media products (Guschwan, 2012; Jenkins, 2006). On the other hand, they usually 
reverberate the media products through reinterpretations, new meanings, and even new 
materials, becoming natural content producers (Hills, 2002). Since fans are productive 
consumers, we follow Souza-Leão and Costa (2018) in the understanding that they can be 
considered prosumers. 
 
The sense of prosumer was originally presented by Toffler (1980), based on the assumption that 
the consumers, by becoming part of the production process, are no longer only consumers. This 
sense had a fast entrance on marketing literature promoted by Kotler (1986), but it was not widely 
used until Ritzer (2014) reconceptualized it, arguing that the division between production and 
consumption never really existed; it was the industrialization process that shaped this split. From 
this argument, he proposes the understanding of the relationship between production and 
consumption as a continuum, at whose extremes are the positions of prosumer-as-producer and 
prosumer-as-consumer. 
 
Thus, what was once called simply consumer could now be understood as a prosumer (i.e., 
prosumer-as-consumer) since, in addition to consuming, s/he performs functions that previously 
belonged exclusively to the production system (Cova, Dalli, & Zwick, 2011; Ritzer, 2014). Such 
attributions can be associated by producers to consumers as compulsory and objective, as 

Meme 
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conceptualized by Toffler (1980) and alluded by Ritzer (2014); however, they can also be 
performed spontaneously and subjectively (Cova & Cova, 2012; Ritzer & Jurgenson, 2010), 
aligned to what we introduced as productive consumption of fans. 
 
Consumer productivity has been stimulated through new information and communication 
technologies, mainly through the interactions on the internet (Chen, 2018; Sugihartati, 2020), 
boosted by the Web 2.0 (Collins, 2010; Laughey, 2010). Due to this scenario, Ritzer and 
Jurgenson (2010) name contemporary productive consumers as Web 2.0 prosumers — people 
who demonstrate a unique productive competence, being able to modify the productive process 
of what they consume, as well as influence it by elevating the degree of awareness of products and 
services. This process is elaborated in the context of virtual environments, especially through the 
intense access to social media (Ritzer, et al., 2012; Zajc, 2015). 
 
More than performing an operational productive role in consumption, Web 2.0 prosumers 
become specialized consumers and act as co-producers of their own consumer experiences (Ritzer, 
2014; Stuart-Menteth, Wilson, & Baker, 2006). This usually occurs jointly and engaged 
(Morreale, 2013; Sugihartati, 2020), through dialogic relations (Hartmann, 2015; Ritzer, 2014), 
when they are responsible for sharing content and materials related do the consumer products 
(Collins, 2010; Ritzer et al., 2012). 
 
This process takes place through a participatory culture (Souza-Leão & Costa, 2018), which refers 
to the collective production and sharing of knowledge, opinions, feelings, and experiences that 
can result in interactivity and sociability practices (Guschwan, 2012; Jenkins, 2006). According 
to Jenkins (2006), it was the convergence of media and the appropriation of technologies that 
originated the participatory culture. It happens when individuals traffic through different media, 
building new meaning to the content they consume, transiting from a sociocultural isolation to 
active participation in groups that are open to their productions.  
 
Fan culture is complex and multidimensional and became one of the most relevant contemporary 
participatory cultures, generating economic and cultural repercussion (Hills, 2013; Sandvoss, 
2005). It has been consolidated since the 1970s and is gaining larger figure with the advent of 
the Web 2.0 technologies (Freund, 2016), making it easier for individuals to come together and 
cooperate in producing and sharing popular culture (Guschwan, 2012; Jenkins, 2006). 

 
Fanvideos generated content 
 
Content production is one of the typical practices of Web 2.0 prosumers (Daugherty, Eastin, & 
Bright, 2008; Ritzer, 2014). Among them, user-generated content (UGC) has grown as shared 
online productions increase their views. People producing UGC look for expressing their 
identity, develop social interactions with other consumers, get or propagate information, or 
simply entertain (Daugherty et al., 2008; Muntinga, Moorman, & Smit, 2011).  
 
Many UGCs are related to brands and products and are usually produced both to influence 
others and for hobby and fun (McKenzie, Burkell, Wong, & Whippey et al., 2012; Tapscott & 
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Williams, 2006). It can change the perceptions about brands, whether favorably or unfavorably 
(Christodoulides, Jevons, & Bonhomme, 2012; McKenzie et al., 2012). This type of material is 
making large media and entertainment industry groups better understand their consumers and 
get closer to them (Van Dijck, 2009), since it is a means to create social connection (Delwiche & 
Henderson, 2012). 
 
Social networks have gained prominence for the propagation of UGC, by granting the possibility 
of democratizing and popularizing this type of content. YouTube became the main platform for 
publishing UGC, making the videos produced by the audience one of the most emblematic types 
of UGC (Jung & Shim, 2014). It happened both because of its Web 2.0 operative technology 
and its growing cultural and economic relevance (Van Dijck, 2013). The platform started as a site 
aimed at individuals able to produce, share, and watch videos. Over time, YouTube turned into 
a social network and search engine hybrid. This made it popular, not exactly for its innovative 
technological competence, but for the sense of community defined between its users (Van Dijck, 
2009, 2013). According to Burgess and Green (2009), by offering its users the possibility to post 
their self-made videos, YouTube has become influential in stimulating collective creativity. 
 
Among the videos produced as UGC, a specific type concerns those made by fans of media 
products (Jung & Shim, 2014). Fanvideos production originated in the 1970s, and the 
popularization of VCRs and handycams enhanced them over the next two decades (Stein & 
Busse, 2009). Continuing to be supported by technological development, they became a popular 
practice in this century, especially amidst fan communities, due to the ease of access to digital 
technologies for recording, editing, and sharing videos (Freund, 2016). 
 
Jenkins (1992) argues that fanvideos are one of the most relevant fan practices, due to the 
resignification of the media texts. It has implications for media culture consumption, by 
establishing an attachment between media products and their consumers. It is one of the ways in 
which they perform their skills as ‘poachers,’ when they manifest their continuous desire to 
discover and spread new contents about what is consumed. Due to the exchange of consumption 
experiences and the interaction with other fans, especially in fandoms (Duffett, 2013; Hills, 
2013), fans are able to discuss political transformations (Booth, 2013) in which they use and 
reframe the fictional universe of the franchises to explain local and personal phenomena (Hills, 
2010). The establishment of the virtual era generated bonds between fans, which enables them 
to be a source of observation for understanding current social practices, including the sense of 
belonging in a given culture that unites individuals with similar tastes (Kozinets, 2001). 
 
In consequence, the main reason for fans to produce fanvideos is the wish to rewrite the media 
texts. It happens in order to fit original content to their preferences, to fix what they consider to 
be flaws in the narratives, or to highlight contents considered to have been superficially 
approached on the original works (Freund, 2016; Stein & Busse, 2009). By producing and 
sharing videos that have media products as the central focus of their narratives, fans interact with 
each other, creating a sense of community (Stein & Busse, 2009).  
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One way to reformulate and give new meaning to media texts is by using humor. Much of the 
fanvideos production occurs through the elaboration of parodies (Morreale, 2013), especially 
those that are produced to be massively shared on social networks. Also called memes, it is one 
of the most recent and relevant ways to generate irony — a peculiar kind of humor — through 
online platforms (Mina, 2019; Phillips, 2019). 

 
Memes representation to participatory culture  

 
Because it is a type of parody, the culture of producing and reproducing memes cannot be limited 
to a humorous concept. Memes are commonly used as tools to express political positions (Ross 
& Rivers, 2017), social and cultural manifestations (Kligler-Vilenchik & Thorson, 2016; 
Nissembaum & Shifman, 2015), and, mainly, content that unites individuals by their 
spontaneous participate activity (Jenkins, 2009; Shiffman, 2014). For Wiggins and Bowers (2014), 
memes function as artifacts that emphasize intentional production and consumption among 
different members of participatory cultures. 
 
The meme genre is established when members of the participatory culture consider ironic humor 
as a source of iteration with other individuals (Phillips, 2019), allowing the union of different 
people as long as there is engagement on that produced and reproduced content (Shiffman, 2012; 
Wiggins & Bowers, 2014). For consequence, this genre can indicate how the virtual physicality 
present in the participatory culture became increasingly inseparable from Web 2.0 context. It 
works as artifacts that reiterate the social and cultural role of the intimate relationship between 
the new media landscape and the growing participation of individuals (Jenkins, 2009; Wiggins 
& Bowers, 2014).  
 
Meme contents can be understood as a varied form of puns and jokes use in order to get 
popularized (Zanette, Blikstein, & Visconti, 2019), and refers to cultural productions made 
through imitations developed using images, texts, music, and videos (Ross & Rivers, 2017). As a 
reflection of the environment in which it was established, the meme genre is rooted in complex 
social dynamics, where the intense work of coordination and generalized imitation is established 
in a decentralized and apparently chaotic public sphere (Knobel & Lankshear, 2007; 
Nissembaum & Shifman, 2015). Shiffman (2012; 2014) considers that YouTube was 
fundamental to popularize the meme genre. Like other sites that adhere to the logic of Web 2.0, 
the platform facilitated the production and sharing of memes in videos. The platform’s 
contribution is not limited to videos: the possibility of seeing the visibility achieved by the meme, 
by providing the number of views of the videos, boosted the interest of users to become content 
producers. 
 
Despite the share and modified interest, memes should not be confused with ‘viral’ content. This 
type of content works like an epidemic: it spreads quickly from person to person, reflecting 
marketing strategies that focus on the delivery mechanism and audience reach, which in turn 
ignores cultural and social aspects (Knobel & Lankshear, 2007; Shifman, 2012). The content of 
meme videos is based on user participation. It expresses the involvement of those who produced 
it, reflecting and attracting the creative engagement of other users present in a range of actions 
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and communicational interactions from naive humor to political criticism (Nissembaum & 
Shifman, 2015; Shifman, 2012). 
 
The content of memes is not only forwarded but also shared (Shifman, 2014). While the former 
is just an attempt to hand on some content, the later reflects the spreadability present in the 
participatory culture (Jenkins, Ford, & Green, 2013). Thus, memes summarize the era of the 
convergence culture, when individuals move from socio-cultural isolation to a convergence that 
unites them with similar ones; they both appropriate the available technologies, as they converge 
between different types of media (Guschwan, 2012; Jenkins, 2006). The meme genre presents an 
overlap, via active participation, of the practices of fans who wish to reframe the media texts they 
consume (Shifman, 2012). 

 
METHODOLOGICAL PROCEDURES 

 
We conducted the research through the analysis of Brazilian fanvideos representative of fanmade 
productions, placed accessible on YouTube, based on major popular culture franchises. They can 
be characterized as multifocal secondary data (e.g., films, videos, audios, photos), featured by the 
combined use of elements involving more than one human sense. Specifically, it is about a social 
practice analysis through visual documents (Flick, 2006). 
 
We adopted the interpretive content analysis (ICA) as analytical method, since it can provide an 
adequate understanding of the plural meanings that signs of language may have (Baxter, 1991). 
As its name indicates, epistemologically, it is an interpretive research variety of content analysis. 
Hence, unlike its more established version, ICA propitiates a holistic access to the context of 
signification of a given text (Ahuvia, 2001; Drisko & Maschi, 2015). 
 
As recommended, ICA should not be executed by only one researcher (Ahuvia, 2001). Even 
though it requires a more complex analytical operation and imposes the necessity for a constant 
exercise of reflexivity, this can prevent idiosyncrasies on the data interpretation. Besides, it 
becomes a more reliable process, as it averts inconsistencies in the analysis (Drisko & Maschi, 
2015). 
 
The application of ICA begins with the data collection procedure, since its foundations must be 
considered in the data source definition and in the criteria to be used to qualify them as 
phenomenon of relevance for the investigation. The analysis, then, is oriented by a coding process 
based on schemes of hierarchy and interrelationship of the data, culminating in the generation 
of code definitions and relations that represent the phenomenon under investigation (Drisko & 
Maschi, 2015). 
 
For the research corpus construction, a preliminary evaluation of fanvideos on YouTube was 
undertaken, leading to the identification of material produced based on three exemplary popular 
culture franchises: Game of Thrones, Harry Potter, and Star Wars. The former achieved the status of 
the most emblematic television program in popular culture in the 2010s by adapting a literary 
saga (i.e., A Song of Fire and Ice) with a great resonance on the web (Milkoreit, 2019; Sarikakis, 
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Krug, & Rodriguez-Amat, 2015). Also known as Wizarding World, the fictional universe 
originated in the Harry Potter book series has great prestige among fans around the world, not 
only for its literary content, but also for the films that adapt and expand its content (Martens, 
2019; Souza-Leão & Costa, 2018). Finally, Star Wars is considered one of the most notorious 
cinematic phenomena in history, booth by its notoriety in the entertainment industry and the 
impact it has among fans of all ages (Jenkins, 2003; Taylor, 2014). 
 
For the selection of the videos, three criteria were adopted: (a) correspondence to some type of 
fanmade production, following the research problem; (b) creation by Brazilians, considering the 
empirical scope of the research; and (c) access to only non-professional or non-commercial 
channels, revealing the amateur work of the fans. Thus, videos whose memes escape the popular 
culture context, that were produced in languages other than Brazilian Portuguese, or that were 
produced and broadcast by professional channels, were disregarded. 
 
First, we collected videos based on a search for keywords, having their content verified in order 
to represent a fanmade production. Following this procedure, since the platform makes 
suggestions of other videos associated with the one running, these were verified based on the 
same principle. We repeated this action until the search tool returned only videos already 
collected. From this, the platform database was saturated and was possible to guarantee the 
representativeness of the research corpus (Bauer & Aarts, 2002). In all, we collected 907 videos 
posted from March 2006 to July 2019. Table 1 presents the distribution by franchise. 

 
Table 1 
 
Research corpus 

 
Such videos can be understood as productions resulting from interactions between consumers of 
a public brand (i.e., franchises) (Arvidsson & Caliandro, 2015). Because they are part of popular 
culture, we assume these active consumers as fans (Jenkins, 1992). Consequently, we adopted 
Shifman’s (2012) conception that memes production is a typical fan activity. 
 
The data analysis was undergone in four stages, according to Figure 2: classification of the videos 
in categories created to represent the aspects of their narrative and technical characteristics, as 
well as how the franchises were approached; codification of the categories considering the 
empirical context of the video productions; definition of fanmade videos patterns, through the 
code relations, syntactically related to the categories; definition of themes conducting the 
memetic production. 
 
 

Franchise Quantity of videos 

Game of Thrones 124 
Harry Potter 343 
Star Wars                                             440 
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Figure 2. Analysis process 
 

The research was conducted through a collaboration of five researchers. Three of them collected 
the data and the other two determined the videos that would come to compose the research 
corpus. One of these two defined the analytical categories, corresponding to the first stage of data 
analysis. As a first step to the second stage of data analysis, the researchers responsible for data 
collection performed the coding of the research corpus, by means of inter-coding reliability 
(Miles, Huberman, & Saldana, 2014). The pair responsible for validating the research corpus 
accompanied and reviewed this process, culminating in the final validation of the second stage 
of analysis. The same pair performed the third stage of data analysis, scrutinizing the relationships 
of the codes and identifying the research corpus patterns. The fourth stage of data analysis 
happened in the same way as the second. The first three researchers identified the meme themes 
through an inter-coding reliability process, which was reviewed and validated by the last two. 
 
This process reflects the adoption of quality criteria of qualitative research (Hayashi, Abib, & 
Hoppen, 2019; Paiva, Leão, & Mello, 2011): composition of the research corpus in view of the 
representativeness of the investigated phenomena; researchers’ reflexivity on the data analysis 
process; and researcher triangulation procedure. In addition, the following sections present a rich 
and thick description of the results. 
 
In order to meet the specific objectives of our study, we divided the result description in three 
subsections, as described as follows: (a) the production process of the meme fanvideos is described 
through paths regarding technical aspects and the way the franchises are handled. It was obtained 
through the relationships between categories and codes elicited in the analysis; (b) the meaning 
presented in the meme fanvideos is inferred through the patterns identified in the analysis; (c) 
finally, we theoretically interpret the results. According to the partial inductive approach adopted, 
this return to the literature both retrieves concepts previously presented and advances toward 
other theoretical insights. 

 

PRODUCTION PATHS AND FRANCHISE HANDLING IN THE 
PRODUCTION PROCESS OF MEME FANVIDEOS 

 
To describe the production process of meme fanvideos, we relied on the patterns established 
through the relationships (third stage of data analysis) between categories (first stage of data 
analysis) and codes (second stage of data analysis). We identified six categories: two related to the 
technical characteristics of the videos examined, one about the focus of their narratives, and three 
regarding how the franchises are approached. Each of them was empirically evidenced in a certain 
number of codes. 
 

Corpus classification 
into categories

Codification of the 
categories

Standards setting Themes definition
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We classified technical categories in ‘form’ and ‘format of production’. They concern, 
respectively, the way the production was developed, and the origin of the material used for it. 
The form of production is composed by four possibilities: ‘composition’, that are videos 
developed with fan-created material added to franchises’ official material; ‘editing’, in 
productions that manipulate parts of the franchise’s original content to develop narratives with 
other meaning; ‘mixing’, when fans mixture the franchise’s official material with others, 
produced by third parties; and ‘original’ videos developed entirely from fan productions. There 
are three types of production format: ‘animation’, that are productions developed exclusively 
from animated elements (e.g., objects, images, scenarios); ‘live action’, that uses only real elements 
in the productions; and ‘collage’, combining various materials (e.g., images, animation, live 
action). 
 
The narrative category, in turn, relates to the ‘narrative technique’ of the productions, which 
concern the form employed for the development of fanvideos. Those narrative techniques are 
eleven. ‘Addition on scenes’ are productions in which third party productions (e.g., songs, images) 
are added to franchises’ official material. ‘Compilation’ uses clippings of franchises’ official 
material gathered in a fan-defined sequence in which it assigns new meaning to them. ‘Computer 
graphics’ are franchise-related animation productions made through software. ‘Dubbing’ occurs 
in videos in which the franchise scenes are dubbed using original scripts, developing scripts 
completely different, or even using the franchise original scripts to narrate other materials. 
‘Subtitling’, in turn, is used to maintain or alter the original scripts of the franchise productions. 
Videos in which elements (e.g., toys, animals, or objects) are used to stage the franchise were 
called ‘puppetry’. Musical productions were called ‘video clip’. ‘Stop motion’ are videos composed 
of photographs placed in sequenced movements. Finally, there are three types of franchise-related 
performances in which fans use costumes: cosplay features productions whose performances are 
made by fans who use trustworthy franchise costumes; in ‘presentation with fantasy’, fans use 
costumes similar to the ones in the franchises; and ‘simple presentation’ occurs when fans are 
characterized ordinarily to represent the franchise.  
 
We designed Figure 3 to help understand how the categories and codes of this group combine, 
propitiating the identification of production paths. Two paths derive from original videos. Path 1 
consists of live actions produced via puppetry, cosplay, presentation with fantasy, and video clip. 
Path 2, in turn, is composed of animations using stop motion or computer graphics. Other three 
paths are characterized using collage as the format of production. Path 3 is complementarily 
composed by composition with video clip and simple presentation. In Path 4, mixing is applied 
for dubbing, subtitling, addition on scenes, and video clip. Finally, editing is used on compilation 
and computer graphics (Path 5). 
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Figure 3. Technical-narrative paths 

 

The three categories regarding the manners in which the franchises are handled and applied in 
the productions of the videos are as follows: ‘references to the franchise’, meaning the sphere in 
which the franchise is appropriated; ‘presentation of the franchise’, that is how the franchise is 
performed concerning the produced content; and ‘approach of the franchise’, which is the way 
fans make use of franchise content in their production.  
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Figure 4. Franchise handling patterns 

 
References to the franchise occur in three ways: ‘inner’, concerning productions that cover 
themes exclusively about the franchise; ‘outer’, using the franchise to deal with subjects outside 
the franchise; and ‘mixed’, regarding productions that blend internal franchise themes with 
external affairs. Presentation of the franchise covers four possibilities: ‘mocking’, when the 
franchise is ridiculed or used to mock other subjects; ‘joking’, regarding kidding with franchise 
subjects or the use of it to treat other subjects humorously; ‘obscenity’, meaning the use of the 
franchise to vulgarly address other topics; and ‘politicization’, when the franchise is used to 
critique social issues.  
 
Finally, there are six approaches of the franchise: ‘goofing off the franchise’ occurs when details 
of the franchises’ fictional universe are presented in a humorous way; ‘goofing around based on 
the franchise’ is a means to treat other topics in a humorous way; ‘satirizing the franchise’ occurs 
when elements of the franchises’ fictional universe are ridiculed; ‘satires based on the franchise’ 
are used as a means to ridicule other people’s affairs; ‘picardy’ is used to approach other subjects 
in a vulgar way; and in ‘appropriation’ the franchises are taken as central point to address other 
topics. 
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Figure 4 helps understand the patterns of franchise handling in the productions. Inner references 
can be made by joking or mocking, using the franchise for satirizing or goofing off, which 
represent a first pattern of our analysis. Outer references always have a politicization purpose, by 
means of appropriation, composing a second pattern. Blended references, in turn, drive the other 
two patterns: one based on obscenity and picardy, and other in which goofing around the 
franchises or satires based on the franchises are used either through joking or mocking. 
 
MEANINGS ON THE MEME FANVIDEOS 
 
Inference of the meanings presented in the meme fanvideos followed the thematic definition 
(fourth stage of data analysis), based on the patterns identified in the categories regarding how 
the franchises are handled (named in Figure 4) and in line with the production paths identified 
in the technical and narrative categories (see Figure 3). We discuss how each of these patterns is 
thematically illustrated on the fanvideos that, in turn, have their content and context explained 
and are exemplified through their respective thumbnails on YouTube. 
 
We chose thumbnails as a resource to illustrate the data because they are synthetic of the content 
of the videos to which they refer. This is because they are used as a strategy to attract viewers (i.e., 
clickbait). It is, therefore, a public content, freely accessible on the platform (Bishop, 2018; Wood, 
2020). 
 

Getting clueless with the franchises 
 
Fans use memes to have fun with the franchises, which can range from jokes to mockeries. In the 
first case, they goof off the franchises through three production paths, based on the following 
narrative techniques: cosplay, simple presentations, presentations with fantasy and puppetry 
(Path 1); computer graphics (Path 2); additions on scenes, compilation, dubbing, and subtitling 
(Path 4); and dubbing and compilation (Path 5). In relation to mockeries, they satirize the 
franchises through all production paths. The narrative techniques are used as follows: 
presentation with fantasy, puppetry, and video clip (Path 1); computer graphics and stop motion 
(Path 2); presentation with fantasy (Path 3); addition on scenes, compilation, dubbing, subtitling, 
and video clip (Path 4); and computer graphics (Path 5). 
 
Regarding the jokes, fans make videos (Path 1) or work on mixing the franchise’s scenes (Path 4) 
to ‘create real-world-like situations’. In a video based on Game of Thrones, a typical dialogue of a 
mother preventing her child from going to a party is inserted in a scene between Daenerys and 
one of her dragons who, in the fictional universe, are called her sons. Based in ‘Star Wars’, a 
video — named ‘Darth Vader no Trono’ (i.e., Darth Vader on the Throne) — shows the Imperial 
fleet preparing for a battle as Darth Vader, featured by a cosplay fan, is pooping in the ship’s 
bathroom while reading The Little Prince. Figure 5 shows the thumbnails of both videos. 
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Figure 5. Fanvideo thumbnails of memes about real-world-like situations. 

Available on YouTube (accessed on August 13, 2020). 

 
Fans also make videos that ‘extol aspects of the franchises’ fictional universes’ in a funny way. In 
original (Path 1), mixed (Path 4), and edited (Path 5) videos, scenes, screenplays, and iconic 
soundtracks are combined with web-based memetic trends at the time of production to emphasize 
or give new meaning to unique moments in the franchises. For example, in a compilation of 
Game of Thrones scenes, various songs and memetic contents that are widely disseminated on the 
web are inserted to highlight situations when normally humiliated characters are exalted. Figure 
6 was elaborated with the three examples of this group: the first video uses a viral music in Brazil 
in the year 2016 – Malandramente, meaning ‘Rascally’ –  to characterize the change in posture of 
the character Sansa Stark in the season aired in the next year; the second video reproduces a 
national meme of a little girl running at the sound of Eurythmics’ song Sweet Dreams, when a 
character tries to run for his life in the sixth season of the series; finally, a 1990’s Brazilian 
hilarious song about a blonde guy  – Lá vem o Alemão, meaning ‘Here comes the German’ – who 
falls in love easily was attached to represent a platonic love between the knight, Jorah Mormont, 
and his queen, Daenerys Targaryen. 
 

 
Figure 6. Fanvideo thumbnails of memes that extol aspects of the franchises’ fictional universes. 

Available on YouTube (accessed on August 13, 2020). 

 
Finally, videos from a variety of patterns (Paths 1, 2, 4, and 5) are produced to ‘make fun of 
franchise characters’. The jokes are about situations they go through and the very role they play 
in the plots, going through some of their iconic speeches. It happens, for example, regarding 
sociability failures of key characters: Chewbacca’s howling communication in Star Wars; 
Dumbledore’s constant absence from the school in which he is principal in the Harry Potter films; 
and Sandor Clegane’s — called on the video as Perdegueiro, o boca suja (i.e., the dirty mouth) — 
recurring use of profanity in Game of Thrones. The three examples are shown by their respectively 
thumbnails in Figure 7.  
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Figure 7. Fanvideo thumbnails of memes that make fun of franchise characters. 

Available on YouTube (accessed on August 13, 2020). 

 
Following the same logic, but in the opposite direction, fans of Harry Potter and Star Wars make 
mockeries to ‘ridicule franchise characters’. It happens through original (Path 1) and mixing (Path 
4) videos that follow this line based on the suggestion that the characters would be drugged. 
Scenes in which the mystical part of the Harry Potter and Star Wars universes are explained (i.e., 
Wizarding World and Jedi powers) are recreated with the characters being dubbed as if under the 
influence of some hallucinogen (both presented in Figure 8). 
 

 
Figure 8. Fanvideo thumbnails of memes elaborated to ridicule franchise characters. 

Available on YouTube (accessed on August 13, 2020). 

 
The same is done to ‘ridicule aspects of the franchises’ fictional universes’. In videos of all 
production paths, narrative construction, screenplays, storylines, trailers, and soundtracks are 
scrambled using web-based memetic content, both Brazilian (e.g., Afternoon Movie Season, 
Faustão voice, funks) and international (e.g., Google Robot Voice, Hitler images). In Figure 9, 
the first thumbnail (top line, left) is a remake of Fantastic Beasts and Where to Find Them — a 
prequel for the Harry Potter movies — trailer, which follows a unique — eccentric and silly — way 
to present movies to the Brazilian audience. In a similar sense, the second thumbnail (top line, 
middle) is related to a trailer of Episode VII from Star Wars narrated by Fausto Silva (i.e., Faustão), 
a very popular television host in Brazil. The next thumbnail (top line, right) presents the Darth 
Vader’s theme song (i.e., ‘The Imperial March’) mixed as a funk song. The last two videos (bottom 
line thumbnails) are reactions to Game of Thrones plots: in the first (left), Google Robot narrates 
season five; the other (right) presents Hitler — from Der Untergang, a very famous German movie 
— furious with the death of a major character. 
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Figure 9. Fanvideo thumbnails of memes elaborated to ridicule aspects of the franchises’ fictional 

universes. 

Available on YouTube (accessed on August 13, 2020). 

 

Getting clueless through the franchises 
 
Fans also have fun with memes using the franchises together with other topics. For jokes, they 
goof around based on the franchises through narrative techniques in all production paths: 
cosplay, simple presentation, presentation with fantasy and puppetry (Path 1); computer graphics 
and stop motion (Path2); presentation with fantasy (Path 3); additions on scenes, compilation, 
and dubbing (Path 4); and computer graphics and stop motion (Path 5). Mockeries are performed 
through satires based on the franchises in production paths with the following narrative 
techniques: cosplay, presentation with fantasy and simple presentation (Path 1); computer 
graphics (Path 2); presentation with fantasy (Path 3); and addition on scenes, compilation, 
dubbing, and subtitling (Path 4). 
 
Jokes take place through an intertextuality between popular culture and the franchises. Thus, in 
a first group, fans produce ‘jokes based on popularly disseminated content on the web’. To do 
so, they produce videos through a diversity production techniques (Paths 1-4), replacing fictional 
characters performing emblematic scenes in the saga for cats — one of the most popular topics on 
the web; using universe allusive fantasies to dance forró — one of the most popular musical rhythms 
in Brazil; mimicking non-human sounds of characters (i.e., Chewbacca, robots). Figure 10 shows 
the thumbnails from those videos, respectively. 
 

 
Figure 10. Fanvideo thumbnails of memes with jokes based on popularly disseminated content on the 

web. 

Available on YouTube (accessed on August 13, 2020). 
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In a second group of these videos, fans produce ‘jokes based on Brazilian television content’, 
through mixed videos (Path 4). For instance, it became common videos using a scene pause effect 
adopted in the closing of each chapter of the one of the most famous Brazilian soap opera — 
Avenida Brasil — in the franchises’ scenes. Figure 11 shows some thumbnails that exemplify this 
group. 
 

 
Figure 11. Fanvideo thumbnails of memes with jokes based on Brazilian television content. 

Available on YouTube (accessed on August 13, 2020). 

 
Regarding mockeries, fans ‘represent real life based on the franchises’. In highly diverse videos 
(Paths 1-4), they recreate emblematic scenes of the franchises and place characters into the real 
world, suggesting that certain social situations seem fictional or even nonsense. We elaborated 
Figure 12 with a group of seven thumbnails from Star Wars-based videos, in which fans perform 
characters of the franchise as participating in a Big Brother-style reality show, a production format 
that has become very popular in the present century. 
 

 
Figure 12. Fanvideo thumbnails of memes that represent real life based on the franchises. 

Available on YouTube (accessed on August 13, 2020). 

 
Fans use franchises to ‘mock Brazilian social, cultural, and daily life aspects’. Original (Path 1) 
and mixed (Path 4) videos dwell on the poverty and public insecurity in the country, the typical 
Brazilian way of dealing with things, regional dialectal variations (e.g., accents, slang), football 
rivalry and celebrities. In a Harry Potter-based video (Figure 13), a mugger cast spells with a wand 
— the major weapon from a wizard — to commit a robbery. In the end, he finds out that the stolen 
item was pirated. 
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Figure 13. Fanvideo thumbnail of a meme to mock Brazilian social, cultural, and daily life aspects. 

Available on YouTube (accessed on August 13, 2020). 

 

Playing dirty tricks 
 
Stretching the limit of play even more, franchises are put to dialogue with other themes in an 
obscene way and through picardy. Three paths of production are undertaken through the 
following narrative techniques: presentation with fantasy, simple presentation, and video clip 
(Path 1); computer graphics (Path 2); and additions on scenes, compilation, dubbing, subtitling, 
and video clip (Path 4). 
 
A biased heteronormativity guides a recurring theme in the videos, which create humor by 
‘jeering non-heterosexual identities’. Issues that permeate the LGBTQI+ community are 
vulgarized and sexual orientations outside heteronormativity are denigrated in original (Path 1) 
and mixed (Path 4) videos. For example, Figure 14 shows thumbnails from videos in which fans 
recreate scenes by reinterpreting characters with alleged homosexual traits in a caricatured 
manner and using degrading terms (e.g., faggot, dyke). 

 

 
Figure 14. Fanvideo thumbnails of memes produced by jeering non-heterosexual identities. 

Available on YouTube (accessed on August 13, 2020). 

 

Fans also produce original (Path 1) and mixed (Path 4) videos ‘dealing with sex-related issues’, 
such as parental sex, sexual abuse, sex workers, and sex organs, ‘in a freak and banal way’. If, in 
the original content, the journeys of the characters involve politics, ethical issues, and clashes 
between protagonists and antagonists, in the fans reinterpretations of the three franchises they 
only seek to realize sexual fantasies, which are portrayed in a weird way. For example, in a dubbing 
of a Star Wars scene, while Darth Vader passes by a guard, he tells his subordinate that he will 
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fuck (sexually speaking) all the stormtroopers (i.e., Empire soldiers) of that battalion and then 
they will have to fuck him back (Figure 15). 

 

 
Figure 15. Fanvideo thumbnails of a meme dealing with sex-related issues in a freak and banal way. 

Available on YouTube (accessed on August 13, 2020). 

 
Finally, fans have fun ‘doing eschatology’. Aspects of franchises are reinterpreted into situations 
involving feces, urine, and flatulence, among others. Eschatological talking and sounds (e.g., 
flatus) are inserted into diverse situations (e.g., romantic, serious, comedy, suspenseful scenes) of 
animated (Path 2) and mixed (Path 4) videos. Figure 16 shows thumbnails of videos that 
exemplify this group. 

 

 
Figure 16. Fanvideo thumbnails of memes with jokes based on eschatology. 

Available on YouTube (accessed on August 13, 2020). 

 
Meming the politics 
 
Finally, part of the observed memetic production was centered on criticizing the Brazilian political 
scenario through franchises appropriation. Its production follows three paths through the 
following narrative techniques: cosplay and video clip (Path 1); computer graphics (Path 2); and 
additions on scenes, dubbing, and subtitling (Path 4). 
 
Only fanvideos related to Game of Thrones and Star Wars were identified in this pattern. The rich 
material of the political game between different ruling forces present in Game of Thrones and in 
the epilogue trilogy of Star Wars serves as base of ‘denouncing shady political interests’ through 
animation (Path 2) and mixed videos (Path 4). A Star Wars-based fanvideo shows indignant 
character comments, replacing the political realm of the fictional universe with news and 
situations of Brazilian politics. On the other hand, some fanvideos inspired by Game of Thrones 
ridicule controversial aspects of Brazilian politics (e.g., 2014 election results, presidential 
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impeachment) by comparing them to the saga’s political plots, notably woven by disputes, 
intrigue, and violence. Figure 17 presents thumbnails from videos that illustrate this pattern. 
 

 
Figure 17. Fanvideo thumbnails of memes with shady political interests. 

Available on YouTube (accessed on August 13, 2020). 

 
Besides, villains, especially those of Star Wars, are used to characterize malignant political forces. Star 
Wars-based original (Path 1) and mixed (Path 4) fanvideos make a comparison between franchise 
villains and the most controversial Brazilian politicians at the time when these videos were posted 
(e.g., Dilma Rouseff, Michel Temer). Such politicians are portrayed as the franchise villains, 
depicting evil real-world impersonations. Figure 18 shows a thumbnail of a video that compares 
Brazil’s former president (i.e., Michel Temer) to Star Wars’ major villain (i.e., Darth Sidious). 
 

 
Figure 18. Fanvideo thumbnails of a meme used to characterize malignant political forces. 

Available on YouTube (accessed on August 13, 2020). 

 
The non-appearance of references to the Harry Potter universe in this pattern may relate to a 
difference in fandom age. Despite being a political saga in some way, in our data, this fandom 
does not directly and explicitly exploit compromising issues related to government politics. 
 
MAKING SENSE OF THE RESULTS THROUGH THEORETICAL 
FOUNDATION 
 
Based on the results obtained in our analysis, it is possible to understand that the process of 
memetic production in fanvideos manifests different spectra of socialization. At an initial level, 
as to the form that the process is taken, the appropriation of information and communication 
technologies (ICT) and the creativity to make use of different techniques of video production 
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evidence how the fan culture overlaps the participatory culture of technological appropriation 
(Guschwan, 2012; Jenkins, 2006). When it comes to the themes treated in the memetic fanvideos, 
it is possible to observe a cultural production that explicitly evokes playfulness, since fun and 
hedonic consumption experience guide the fans to unite with their peers (Fathallah, 2016). From 
this point, however, an agenda of social criticism arises in the way that fans converge cultural 
texts to their political positions and ideologies (Burwell & Boler, 2008) and, on the other hand, 
prejudice manifestations built as layers that are not part of the fictional universes (Young, 2014). 
 
The fanvideos analyzed reveal a wide diversity of narrative techniques and styles. A range of 
combinations of original materials with those taken from the franchises and third parties is 
combined in numerous production types, which evidence both the ability of fans to appropriate 
available technologies and to exercise their creativity. Regarding the technological appropriation, 
Jenkins (2006) argues that this is one of the pillars of participatory culture; since this is a digitally 
mediated culture, the ability to deal with digital technologies becomes paramount. On the other 
hand, Chen (2018) claims that fans seek to express themselves creativity by producing content 
related to popular culture products; fan culture is distinguished by the interaction, signification, 
imagination, and materialization of new content that expresses a creative attitude (Chen & 
Chandler, 2010; Seregina & Weijo, 2016). 
 
Memes have intertextual and interdiscursive characteristics, which allows them to popularize the 
subjects they deal with (Bellar, Campbell, Cho, & Terry, 2013). This occurs because memes 
appropriate widespread texts and discourses and add new layers of meaning to them (Huntington, 
2015). Regarding the franchises on which their fanvideos are based, fans produce memes ranging 
from exaltation to depreciation. Even in the latter situation, we do not identify a work of haters, 
but of fans who feel able and comfortable in making criticisms or jokes of questionable taste. We 
understand that behind such practice lies the intimacy that fans develop with popular culture 
texts. This intimacy reveals shared values among fans and what they interpret about the fictional 
universes (see Busse & Gray, 2011; Hackley & Hackley, 2018). This is evident from the fact that 
most of the meanings shown up on the fanvideos require prior knowledge of the franchises. It is 
characteristic of fan culture that fans deeply know the original content of the works with which 
they are linked and easily remember details about them (Hills, 2002). 
 
This knowledge and closeness enable fans to make connections between popular culture and 
social life (Huntington, 2015; Milner, 2013), as evidenced by our findings when franchises are 
used as mediation to address social, cultural, and political issues on the fanvideos. Through their 
humorous appeal, memes address complex issues (Bellar et al., 2013; Milner, 2013) so that fans 
can express political opinions about contemporary events (Hinck & Davisson, 2020). The use of 
humor to express opinions is a strategy of inserting them in discourses typically dominated by 
traditional media agenda (Hinck & Davisson, 2020). More than this, meme genre provides 
something that marketers’ strategies cannot do: spontaneous participation, speed, dialogue 
between consumers (see Shifman, 2012). 
 
It is characteristic of memes to adopt a satirical tone, ranging from the use of double meanings, 
metaphors, and ironies, to profanity and eschatology (Vitiuk, Polishchuk, Kovtun, & Fed, 2020). 
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Fans typically seek to resonate their productions to the fullest and find in this language a strong 
appeal; their intention is to provoke laughter through messages ranging from kidding to picardy, 
to achieve great popularity (Hinck & Davisson, 2020; Zannete et al., 2019). In our findings we 
found out how such a posture reveals a wide threshold that include everything from childish 
jokes to veiled prejudices that hide within the humor. 
 
Amongst this variety of positions, we conclude that the content appropriation of successful 
popular culture franchises for memetic production broadens the resonance of such media texts 
both in terms of their own fictional universes and on their possibility to dialogue with the social 
world. By expanding the reach of media texts, fans enhance their spread (Jenkins et al., 2013), 
acting productively (Ritzer et al., 2012). On the other hand, fanvideo meme production looks 
analogous to fanfiction, enabling fans to ‘write’ new pages on the fictional universes they are 
attach to (see Thomas, 2011). 
 
Still, there is a political facet to the fan culture activities (Chen, 2018). When added to the 
possibilities of production and reproduction of content on YouTube (i.e., through practices of 
appropriation and remix of content), they manifest and legitimize a democratizing force, 
respecting or not the conception of copyright (Burgess & Green, 2009). Therefore, it is possible 
to see in these productions a set of intertextual operators that legitimize a glocalization, when 
consumers are adapting global speeches locally (Androutsopoulos, 2010; Kizgin et al., 2018). 
 
Nevertheless, the interface of this process with social life makes room for a reproduction of 
prejudiced practices that target stigmatized identities. It is intriguing that this happens in the 
context of popular culture, since the fans are often discriminated for being considered fanatics 
or nerds and end up using their uniqueness character of consumption to develop a sense of pride 
and sustain their identity (Booth, 2013). 
 
This set of features can be understood within the scope of consumers’ ability to deal productively 
and creatively with media texts reception. On this point, Kozinets (2001) argued that, because 
there is a fluid and complex interaction between fans, fandoms, popular culture, and the 
entertainment industry (i.e., individuals, subculture, wider culture, and cultural producers), it is 
possible to observe an active process in the reception of media texts, where fans present different 
forms of communicational skills to deal with the media codes.  
 
For his purpose, Kozinets (2001) resorts to Stuart Hall’s encoding/decoding theory. In order to 
criticize the linear conception of communicational models, Hall (1980) argued that media texts 
communication is established at different moments that are articulated between production, 
distribution, circulation, and consumption. Thus, encoding is not a process reducible to the 
production moment; it is performed also during the distribution and circulation of the media 
texts. On the other hand, decoding is not a passive act of receiving messages; it is an active process 
of interpretation affected by personal experience, by the context of the circulation of messages 
and by the way they are distributed. 
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We understand that by expressing themselves through fanvideo meme production, fans go 
beyond (re)interpreting (i.e., decoding) the media texts they receive (i.e., encoding). Since it is a 
new content based on a previous produced one, we argue that, in the terms of the 
encoding/decoding theory logic, this is a process of ‘recoding’ the media text. The new text (i.e., 
fanvideo meme) is no longer a continuity of the original one; nonetheless, it is only possible to 
exist and to be understood in the light of it.  
 
CONCLUDING REMARKS 
 
The fans’ way to express themselves through fanvideo meme production can be considered in 
different fronts. Firstly, one can highlight the versatility and variety of types of performances and 
techniques adopted in these productions. In addition, it draws attention that the fanvideos 
discuss the fictional universes on which they are based, as well as dialogues with different spheres 
of social life based on such narratives. Finally, it is relevant to reflect on the way humor is adopted, 
either in its different tones or in its purposes. As theoretical contribution, these outcomes show 
how productive consumer behavior collapses with other social spheres when skilled creative 
consumer practices appropriate and re-signify the meaning of products and brands. Specifically 
speaking, meme production and fan culture can be considered topics proper do CCT but are still 
in the process of developing a research agenda in this field. The association of these themes with 
the concept of prosumption permeates an interdisciplinary theoretical articulation that is 
inherent to the foundations of this research field. Complementary, the fanvideos analyzed express 
practices and techniques that are typical of fan culture, and the tone and style adopted align with 
the conception of meme production.  
 
Due to the scope of the research, the themes addressed and the way they are treated reveal 
characteristics that can be attributed to aspects of Brazilian culture. We can understand this as a 
limitation of the study, but it also brings another contribution in terms of the uniqueness of the 
findings, suggesting a cultural influence on this type of production, as an indication of the 
possibility of expanding this knowledge by considering the investigation of other cultures. Hence, 
the purpose of the present study is in line with a broader investigation of memetic fanvideo 
production; added to other discursive and cultural contexts, it could start a theoretical 
formulation about the relationship between memes, popular culture, and social life in a process 
of ‘recoding’ media texts. 
 
On the flip side, such aspects also represent practical implications. They can be points of interest 
for marketing practice, since the skills and meaning-making process of prosumers can work 
favorably (e.g., as market agencement) or unfavorably (e.g., distorting desirable meaning) for the 
brands. In social terms, in turn, this process opens space for ethical consideration, since it deals 
both with the limits of copyrights and with prejudiced behavior. 
 
In order to complement what we presented in this study, it seems to us that a possible way to 
explore the marketing capacity of memes is to think of franchises as brands, establishing a 
dialogue between branding strategies and meme production on Web 2.0. Other interesting paths 
would be to consider the issue of glocalization that was explored here (i.e., global discourses being 
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adapted locally by consumers) or a more critical bias deepening the political aspects (i.e., 
prejudices, socio-cultural changes) manifested in fannish practices. 
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