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Abstract. Contemporary television series increasingly strive to construct realistic 

narratives that engage with current social and political issues. To achieve this, 

they develop characters and storylines that mirror real-world conflicts and invite 

the audience to play an active role in the interpretive process. This study 

examines the social and political dimensions of the narrative in The Boys, as well 

as how audiences engage with and reinterpret the series through social media 

platforms such as X (formerly Twitter), YouTube, and Instagram. Using a 

qualitative approach grounded in digital ethnography, we analyzed viewers' 

posts, comments, and reactions to the show’s ideological messages. The findings 

indicate that the audience primarily falls into three groups: critics, who reflect on 

the content from a political perspective; defenders, who reinforce the series’ 

ideological stance; and passive consumers, who engage with the show mainly as 

entertainment without deeper questioning. Audience participation not only 

amplifies the narrative’s reach but also shapes the thematic development of the 

series, revealing a symbolic dialogue between producers and viewers. The study 

concludes that The Boys functions as a platform for social and political critique, 

where the audience acts as a symbolic co-author—transforming fiction into a 

space of debate, representation, and the construction of media citizenship. The 

series thus exemplifies the power of fictional narratives to influence public 

perception and foster critical digital participation. 

Keywords: Realistic narrative, audience participation, the boys, digital 

ethnography, social media. 

1 Introduction 

With the emergence of Web 3.0, technological advancement has accelerated, especially 

in content management, as well as in economic and social spheres, generating direct 

benefits for users [1]. This shift has also impacted areas such as politics, where audience 

participation has been strengthened through critical reflection on social phenomena [2]. 

According to [3], the rise of streaming, accelerated by the pandemic, granted audiences 

a more active role, allowing them greater control over content and its meaning. This 
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phenomenon has transformed industries such as music (Spotify), video games (Mine-

craft), and cinema (Avatar), challenging traditional models of production and distribu-

tion [4]. In this context, Prime Video—launched in 2011—has positioned itself as a 

platform that combines audiovisual content with other benefits such as free shipping 

and access to music, enhancing user loyalty [5]. This strategy has helped it surpass 

competitors and reach over 200 million subscribers [6]. Additionally, it has a low series 

cancellation rate (9%), contrasting with other platforms [7]. Among its productions, 

The Boys stands out as an innovative series due to its direct approach to current social 

and political issues [8], in an era where audiences actively participate in the construc-

tion of media meaning. This active audience role responds to broader transformations. 

In the digital age, users have ceased to be passive receivers and have become the driving 

force behind the success of any audiovisual content. [9] affirms that we can no longer 

speak of a homogeneous audience, but of a global and segmented public whose partic-

ipation, driven by social media, forces creators to constantly adapt their strategies [10]. 

[11] emphasizes that social and political changes directly influence audience behavior,

making it essential to understand them in depth. This shift is also part of the evolution

of social criticism, understood as a response to injustice, corruption, or state indiffer-

ence [12]. The ability to communicate ideas and generate spaces for exchange is, as

[13] and [14] note, key to understanding and transforming reality. In this sense, The

Boys not only critiques traditional hero models, but also serves as a platform to explore

themes such as media manipulation, power, and politics. Authors like [15] highlight

that the series generates debate on electoral scenarios and corruption, while [16] em-

phasizes that its social critique is constructed through more diverse and complex char-

acters, enabling greater audience identification. [17] adds that the narrative abandons

classic patriotism in favor of a more global and coherent perspective, and [18] points

out how personal dilemmas strengthen the viewer’s emotional connection to the story.

Transmedia storytelling plays a fundamental role in this interaction. [19] explain that

this form of narration builds bridges between content and audiences, removing barriers

between story and viewer. In the case of The Boys, this translates into increased digital

participation through forums, social media, and supplementary content. Likewise, in-

tertextuality—the integration of cultural references and codes—is key to constructing

complex meanings [20]. Social media, for its part, not only transforms personal rela-

tionships, but also generates revenue and consolidates communities [21]. [22] note that

users turn to these platforms for information, learning, and consumption, forming mi-

cro-communities that identify with certain discourses and products, as is the case with

The Boys. Against this backdrop, the present research seeks to analyze how the audi-

ence influences the construction of the series’ social and political critique through their

participation on social media. It poses the following question: What is the audience’s

role in the critical narrative of the series? And it aims to understand how this interaction

goes beyond consumption, actively shaping the messages that circulate. [23] points out,

understanding these participation patterns is essential for optimizing segmentation and

the relationship between platforms and users. Through an ethnographic approach, ac-

tive user profiles, representations of power, and mechanisms of public reflection will

be identified, offering a novel perspective on the field of contemporary audiovisual

narratives.
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2 Methodology 

This research adopts a qualitative approach within an interpretive paradigm, with the 

aim of exploring how the audience participates in the construction of social and political 

critique surrounding the series The Boys. According to [24], this paradigm is based on 

the idea that knowledge is a social construct influenced by cultural, historical, and po-

litical contexts, and is generated through shared experience. The study seeks to analyze 

how the audience appropriates the content of the series, how it represents themes such 

as corporate power, authoritarianism, or corruption, and how these representations in-

fluence their attitudes toward current social issues. According to [25], the qualitative 

approach requires the researcher to clearly distinguish between the data obtained and 

its interpretation, ensuring rigorous research that remains faithful to its objectives. 

2.1 Methodological design: digital ethnography 

The methodological design adopted is digital ethnography, a strategy that allows for 

the observation and interpretation of cultural practices that emerge in digital environ-

ments [26]. This design is particularly suitable for analyzing the active participation of 

the audience on social media platforms such as Twitter, Instagram, and YouTube—

spaces where discourse, memes, debates, and re-significations related to The Boys are 

generated. Digital ethnography has been widely used in research on digital activism and 

participatory cultures, as it enables access to discourses produced by virtual communi-

ties and helps understand how these contribute to the symbolic construction of social 

and political issues [27]. Therefore, the analysis will focus on user-generated content 

such as comments, threads, reactions, and posts, identifying how these reflect ideolog-

ical positions and critical readings of the series. 

2.2 Population and sample 

Given that this research is based on a qualitative approach with a digital ethnography 

design, the population consists of active social media users aged 18 and older who in-

teract with content related to the series The Boys. Specifically, “participants” are con-

sidered to be accounts that generate posts, comments, memes, threads, or reactions on 

digital platforms such as Twitter (now X), Instagram, Reddit, and YouTube. The sam-

pling is non-probabilistic and intentional, as the data is selected based on thematic rel-

evance and its level of visibility and interaction within the digital environment. 

The criteria for content inclusion are as follows: Posts with a minimum of 500 inter-

actions (likes, retweets, comments, replies). Content directly related to the social or 

political themes addressed in the series (such as corporate power, authoritarianism, state 

violence, among others). Comments or posts published during the release period of the 

most recent seasons, to ensure timely and updated participation. 
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2.3 Data production technique 

For data collection and analysis, the technique of qualitative content analysis will be 

applied, framed within the digital ethnography design. This technique enables the sys-

tematic examination of discourse generated by the audience on platforms such as Twit-

ter, Instagram, and YouTube, with the aim of identifying how users interpret and rede-

fine The Boys in relation to social and political themes. The analyzed material will 

consist of user comments, posts, and reactions, selected based on their relevance in the 

digital environment. Priority will be given to content with more than 500 interactions 

(likes, retweets, replies, etc.), which ensures a significant level of visibility and engage-

ment. The data collection period took place from February 17 to February 24, 2025. 

2.4 Data collection instruments 

The data collection instruments are based on direct observation of user comments and 

posts on the selected platforms. Although no specialized software will be used, relevant 

interactions will be recorded manually, with particular attention to keywords that 

emerge in the comments. The analysis of this data will be guided by a pre-established 

observation guide, which will include categories related to the central themes of the 

series, such as corporate power and media manipulation. 

3 Results 

The findings of this study reveal two key aspects. First, the parallels between the series' 

fiction and social reality become evident through detailed comparisons and representa-

tions of power as satire of current events. Second, the audience’s interaction with the 

official social media accounts of the series plays a crucial role, as their active partici-

pation influences the transmedia narrative. Both findings are associated with the audi-

ence’s engagement with political and social critique, whether on social media or 

through the website of Godolkin University, a fictional institution where privileged 

young people enroll. Founded in 1965 by Thomas Godolkin and Frederick Vought, its 

main purpose is to train heroes for good—and if they are prodigies, they may be inte-

grated into the elite group known as The Seven. 

3.1 Parallels between the fiction of the series and social reality 

In the universe of The Boys, Vought International is a fictional corporation that reflects 

the mechanisms of power. It has been analyzed in comparison with real-world corpo-

rations, addressing controversial political and social issues through its social media 

platforms. Its impact continues to expand due to its ability to represent reality, success-

fully capturing the audience’s attention. Among Vought International’s social net-

works, Instagram stands out with the highest number of followers (1.1M), followed by 
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YouTube with 976,000 followers, and finally X (formerly Twitter) with 384,400 fol-

lowers. Vought International strategically uses its holiday posts to project an inclusive 

image, though they are often laced with sarcasm and double meanings. On International 

Women’s Day, for instance, they emphasize female presence in the organization, yet 

suggest that their inclusion depends on men—reflecting unequal power dynamics. Sim-

ilarly, their discourse on racial diversity may seem progressive, but ultimately reverses 

discrimination. Despite claiming to be inclusive, they look down on those without su-

perpowers, reinforcing a hierarchy of superiority. This strategy satirizes how many 

brands support causes only at a superficial level. Vought operates as a media outlet that 

spreads controversial content to generate impact, resorting to news manipulation during 

internal crises. Its strategy includes covering up scandals and politically endorsing fig-

ures like Victoria Neuman, who in reality serve its interests in control and power—

mirroring common corporate practices in real life. Additionally, it parodies entertain-

ment giants like Marvel and DC, mimicking their production models and mocking their 

constant reboots, cancellations, and trends such as the multiverse. In doing so, Vought 

uses satire to expose the contradictions and excesses of corporate power in both politics 

and entertainment. 

3.2 Audience engagement  

On X (formerly Twitter), the Vought International community is highly active and char-

acterized by constant debates and a strong presence of cancel culture, with an interac-

tion format centered on likes, retweets, and replies. Although some users criticize spoil-

ers and certain sensitive posts, the account maintains a high level of engagement, espe-

cially during the release of new seasons. The series’ satirical narrative allows for the 

sharing of provocative content without negatively impacting interaction. Users are di-

vided into critics, defenders, and neutrals. Critics are the most active in political-ideo-

logical debates, questioning the narrative decisions of the series—particularly when it 

exposes contradictions within the fandom itself. Some of these users, upon realizing 

they are being satirized, adopt a more self-critical stance, while defenders tend to cele-

brate the narrative without much questioning. Neutrals, on the other hand, observe and 

comment without taking strong positions, although they do participate in the broader 

conversation. This generates a dynamic similar to that of any controversial public ac-

count, where it is impossible to satisfy everyone. The Vought International community 

on Instagram stands out for being friendly and dynamic, thanks to the use of reels, 

which enable entertaining interaction through likes, comments, and saves. The audience 

values content that combines entertainment with social critique, especially videos that 

show characters in everyday situations within the universe of the series. These reels 

generate more engagement than static images, as they are perceived as more appealing. 

Unlike X, there is less debate on Instagram, which contributes to a more relaxed and 

fun atmosphere with smoother interaction. On YouTube, The Boys community is par-

ticipatory and appreciates the extensive narrative content produced by Vought. Com-

ments reflect genuine interest, highlighting the quality of the fictional videos compared 

to real advertisements and valuing the show’s social critique delivered through sarcasm. 
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Unlike other platforms, there are fewer complaints about sensitive topics, as users un-

derstand the satirical approach. The main interaction formats here include likes, com-

ments, and views. Additionally, users actively support the characters and propose hu-

morous ideas for future content. 

3.3 University Godolkin University website an expansion of The Boys 

The Godolkin University website, an extension of the spin-off platform GEN V, fea-

tures an intuitive interface aimed primarily at a young audience. Much like real univer-

sity websites, users can access news, explore the campus, and learn about student ac-

tivities. The homepage displays a typical promotional video showing student life—stu-

dents chatting and engaging in campus activities. Below, the site displays the universi-

ty's logo and two options: collect your ID badge or explore the campus. The chosen 

option does not affect the experience flow, allowing users to enjoy the journey without 

interruptions. Every aspect of this webpage is carefully designed to offer an immersive 

experience that simulates a real university that trains superheroes for society, in line 

with the series' narrative. Users can create their own student ID by answering questions 

such as their name, superpower, and purpose within the university, and even upload a 

personal photo. At the end, they receive a personalized ID card that can be shared on 

social media—a touch of interactivity that strengthens the transmedia experience. The 

website also offers a 360° virtual campus tour, allowing users to explore various areas 

such as dorm rooms, bathrooms, and the dean’s office. Additionally, informative sym-

bols relevant to students provide details about both the campus and faculty members. It 

can be concluded that it is a fully equipped campus for powered individuals—though it 

remains under the control of those without special abilities. The site also includes a 

merchandise store, offering items such as sweatshirts, polos, and caps, priced between 

$10 and $50, with direct links to Amazon for purchase. 

4 Discussions 

In the age of streaming, The Boys has established itself as a series that not only capti-

vates with its provocative narrative proposal but also with its ability to integrate politi-

cal and social critique through satire. [8] points out, the series draws parallels with con-

temporary reality by addressing issues such as media manipulation, populism, and mis-

information. These topics gain greater relevance in today’s context, where the prolifer-

ation of fake news and the instrumentalization of digital media position social networks 

as ambiguous spaces—capable of both informing and manipulating simultaneously. 

However, the findings of this research suggest that the critical power of The Boys does 

not lie exclusively in what it portrays through its narrative, but rather in how the audi-

ence reinterprets and re-signifies this content within digital environments. The interac-

tions observed on social media platforms such as Twitter reveal that the public is not a 

passive receiver, but an active agent that critically engages with the series, as already 

proposed by authors such as [28] and [9]. In this sense, the collected data reinforces the 
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notion of a participatory culture, where audiences not only consume but also transform 

content into a tool for expressing ideas, political positions, and symbolic activism. For 

instance, by comparing characters like Homelander to real-world political figures or 

using scenes from the series to illustrate phenomena such as authoritarianism or media 

manipulation, users not only expand the narrative universe but also contextualize it 

through their own political and social experiences. This type of participation confirms 

what [28] describe as the migration of meaning in digital spaces and provides empirical 

evidence supporting the thesis that the audience becomes a co-author of the message—

not only in its reproduction but also in its critique. Furthermore, the discourse analysis 

conducted reveals that this participation carries a significant ideological component, 

where audiences take sides, question hegemonic narratives, and generate alternative 

readings. In this regard, the findings also deepen and complicate what [15] proposes by 

showing that interaction with the series goes beyond traditional fandom, becoming a 

form of critical media citizenship. Therefore, the discussion should not focus solely on 

satire as a narrative form but on how that satire is politically activated through digital 

participation. The discursive appropriation of The Boys by users turns fiction into a 

space of symbolic struggle, where power, truth, and representation are debated. These 

findings allow us to affirm that the audience’s active participation on social media not 

only reinforces previous literature on participatory culture but also expands its scope 

by showing how it can be articulated around politically critical content. Ultimately, the 

series functions not only as a form of entertainment but also as a platform for symbolic 

political activation.  

5 Conclusions 

This research allows us to affirm that The Boys not only presents a critical narrative 

toward power structures, but also establishes itself as a space for social and political 

dialogue in which the audience plays an active and meaningful role. Rather than engag-

ing in passive consumption, viewers become agents of re-signification who interpret, 

debate, and expand the original content through social media. This participation trans-

forms the narrative into a dynamic process, where audience responses reflect not only 

interpretation but also ideological positioning on contemporary issues such as authori-

tarianism, media manipulation, and corporatism. One of the series’ main contributions 

lies in its ability to craft an effective satire of corporate power through the universe of 

Vought International. By simulating real marketing strategies and empty progressive 

discourse, The Boys exposes the instrumental use of social causes as branding tools. 

The audience not only recognizes this critique but also amplifies it, drawing connec-

tions to real-life situations in the political and commercial spheres. In this sense, viewer 

participation is not merely interpretive—it is also transformative, shaping the cultural 

meanings circulating around the series. Likewise, it is confirmed that the narrative of 

The Boys fosters collective reflection on issues such as extreme nationalism, spectacle 

culture, and institutional violence. These elements, articulated through fiction, are taken 

up by users in various formats of user-generated content (memes, videos, threads, com-

ments), demonstrating a transmedia process in which social and political critique is 
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strengthened through the dialogue between creators and audiences. The series, there-

fore, is not merely a story—it becomes a symbolic space of active criticism. In sum-

mary, The Boys achieves a balance between entertainment and critique, and its value 

lies in providing a platform where the audience, through digital participation, helps 

construct a narrative with political significance.  
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