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Abstract

Guild Wars 2 is a Massively Multiplayer Online Role-Playing Game (MMORPG) with
a playerbase of 11 million as of April 2019. The game has been critically acclaimed
and has garnered many awards for its graphics, hypernarrative story, and dynamic
gameplay. This fantasy MMORPG developed by ArenaNet allows players to
experience the game as individuals or while interacting with or teaming up with online
players whenever they login and play the game. Let’s Plays and playthroughs have
grown significantly throughout the past decade yet are still relatively unexplored. This
study adds to the existing literature by focusing on WoodenPotatoes, a medium sized
Guild Wars 2 YouTuber, and his playthroughs of the Guild Wars 2: Path of Fire
expansion. The study examined how WoodenPotatoes related gameplay, design, and
narrative in his videos and how he commented on his playthroughs. The findings of this
study showed how YouTube gamers such as WoodenPotatoes have dimensions of co-
authorship. This co-authorship operates on three levels: as a gamer, as a fan, and as a
YouTuber. As Guild Wars 2 is a theme park type of MMORPG with a branching
hypernarrative, the research also explored a player’s mental schema through
WoodenPotatoes commentary. Due to both in-game and external influences, the mental
schema of WoodenPotatoes was affected and thus contributed to influencing his
playthrough experience and commentary as a co-author. Finally, the findings of this
study show that player values and experience are affected by the levels of co-authorship
and vise-versa.

Keywords: Let’s Play, MMORPG, Playthrough Experience, Commentary, Gamer
Schema
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Introduction

In recent years, Let’s Play videos have become a global phenomenon. Let’s Plays, a
subgenre of playthroughs, are online videos of people playing video games with
humorous commentaries that aim to entertain an audience; with gamers poking fun at
the game or task (Dawson, 2016; Finniss, 2009; Zariko, 2016).

Games such Guild Wars 2 (GW2) have a program where players with Twitch or
YouTube channels help promote the game (“ArenaNet Partner Program”, n.d.; Ortiz,
2015; “Partner Program”, 2015) as small and medium channels help bring in players
and build game communities (Hudson, 2017). Players are brought to star status within
the community and through ArenaNet’s partner program, they are incentivized for
promoting the game. Thus, this study explores how WoodenPotatoes, a significant
figure in the G2 community, comments on his playthroughs and relates gameplay,
design, and narrative.

The following are research questions this paper seeks to address:

RQ1: How does WoodenPotatoes in his playthroughs relate gameplay, design, and
narrative?

RQ2: How does WoodenPotatoes comment on his playthroughs?

Review of Related Literature

The history of video games and its development have only been quite recent. It was
only in the 1970s where video games started to take shape as a medium as game
developers took heavy inspiration from TV and film (Lee, 2013; Wolf, 2008). The
linear narrative has long dominated the narrative style of games as it is easy to apply,
but it creates a natural barrier between the story and game mechanics (Grip, 2012; Lee,
2013; Schreiber, 2009). Lee (2013) argues that other media forms have figured out a
form that works for narrative, but games fall short causing “dissonance” or conflict in
the player’s mind. Thus, narrative has become a major contention for game scholars
(Lindley, 2005; Simons, 2007).

Ludologists and narratologists debate if narratives have a place in games and if a
player’s experience can be considered as a narrative (Frasca, 2003; Juul, 2001; Rapatan,
2017; Simons, 2007; Zagal, 2010). However, scholars have concluded that their
disagreements are due to the way narrative is defined and that they are both tackling
specific areas within “game theory” (Lindley, 2005; Simons, 2007, p.12). This is ironic
since MMORPGs can find their origins derived from role-playing games which have
hypernarrative features (Machinima, 2011). Hypernarratives can leeway for
interactivity, “self-reflection”, and can be read from a “reader’s perspective” (Lindley,
2005, p.7-9; Myers, 2010, p.76,82). This is because players form “inner narrative
models” (Lindley, 2005, p.21-23) known as schemas which pertain “to how the mind
acquires, represents, and transforms knowledge” (Salen & Zimmerman, 2004, p.2-3).
Shinkle (2005) and Zariko (2016) discovered that games are not just simulations but
are lived experiences. These lived experiences are considered by narratologists as part
of the game’s narrative (Simons, 2007) and in the case of hypernarratives, it can be
considered as a form of authorship due to the “readers interpretive process” and
“perspective” (Myers, 2010, p.76).



Lindley (2005) argues that by utilizing hypernarratives in game design, this would
satisfy both inherent requirements of narrative and gaming. Branching options provide
a player with the ability to choose and allows their choices to have an effect on the story
and gameplay (Schreiber, 2009). These structures help in creating a message and
elevating the theme of the hypernarrative as they provide the balance between the
narrative and gameplay (Bernstein, 1998; Cicconi, 2000; Rapatan, 2017). Utilizing this
in a conversation system can effectively be used as a means of storytelling, which is
why many propose that game developers move towards environmental oriented
storytelling (Jenkins, 2004; Schreiber, 2009).

Fabricatore’s (2007) studies show that players put their focus on “playability” and
“context” which include the goal of the game, design, appearance, narrative, and
gameplay. This is the reason why game developers focus on the “game’s world”,
“narrative goal”, “narrative background”, and the player’s “mental model” (Grip, 2014)
while encouraging “discovery” and “exploration” (Cook, 2006). Internal and external
factors come into play when it comes to motivation as ‘“contexts supportive of
autonomy, competence, and relatedness were found to foster greater internalization and
integration than contexts that thwart satisfaction of these needs” (Ryan & Deci, 2000,
p. 68, 76).

Players choose “appropriate games to fit their specific play styles and preferences”
(Glas, 2015, p.83) as they desire different “experiences from a game” (Lindley, 2005,
p-2). Bartle grouped players into four key categories (as cited in Lindley, 2005). Since
then researchers have expanded this with Lindley (2005) refining the taxonomy to cater
to story structured games. “Players may cross over” from one category to another but
“one play style tends to dominate the preferences of any given player” (Lindley, 2005,

p-2).

YouTube gamers are “sometimes called ‘professional fans’” due to their “love [for]
video games” and since they provide “their thoughts and commentary” (May, 2018,
p.94). Fans are individuals who have an “intense emotional investment in media text”
and “who engages with the larger fandom” (Jenkins, 2006¢, par.8). Developers have
acknowledged that fans know the work even better than developers do (Daneva, 2017;
Jenkins, 2006b). Players in World of Warcraft have spent a collective “5.93 million
years” in the game and compiled thousands of Wikipedia pages on the MMORPG
(McGonigal, 2010). Pierre Levy called this the “collective intelligence” where
individuals volunteer their knowledge in order to benefit their community who have
“shared mutual interests” (as cited in Jenkins, 2006a, p.4, 20). Terranova (2000)
“identifies]”(p.54) the collective intelligence as “immaterial labor” (p.39-42) where
“our social actions are captured and monetized” (Postigo, 2016, p.334). This can be
viewed as a form of “exploitation” where companies “channel the user’s own activity”
to further the company’s goals - unpaid and from the users “free choice”- where players
“give up some rights concerning the products of their playing hours” (Andrejevic, 2009,
p.416-421). However, Jenkins (2006b) provides a more positive view of the collective
intelligence which he termed “participatory culture”. Participatory culture through new
media provides fans access to produce, create, and have a voice in various online
platforms which were formerly exclusive to gate keepers (Jenkins, 2006b). Fans of a
game are able to promote it and show their approval or displeasure at what traditional
media producers are doing with it. But “participatory culture['s] inner workings are



subject to the rational of capital accumulation, commodification, and profit” (Postigo,
2014, p.215).

Researchers who discuss participatory culture and the collective intelligence
acknowledge that fans understand their participation is free labor and that corporations
have this tendency to exploit them (Banks & Deuze, 2009). However, “co-creative
relationships... cannot be reduced to one simple manipulation at the hands of
corporations and firms” (Banks & Deuze, 2009). Instead they credit “co-creation... [as]
a disruptive agent of change that sits uncomfortably with our current understandings
and theories of work and labor” (Banks & Deuze, 2009). This is why researchers such
as Sotamaa (2007) are clamoring for a different model of ownership for games as the
current structure of copyright might not work due to the “conflict between ‘corporate’
ownership and ‘common’ practice” (Coleman & Dyer-Witheford, 2007, p.945).

“The games industry... has been eager to broaden consumer participation” as the shape
of an MMORPG does not only require the input of designers but also players (Jenkins,
2006b). This involvement occurs within and even outside the game’s boundaries as the
needs of an MMORPG differs in terms of design and processes compared to traditional
approaches to games in famous design books (Daneva, 2017; Jenkins, 2006b). Game
designers must have intimate knowledge of the game as players themselves and would
view this as a “process... between game creators and players” (Daneva, 2017, p.61-64).
MMORPGs are known for their highly supportive communities who are focused on
helping people learn more about the game (O’Connor, Longman, White, & Obst, 2015;
Hopp, Barker, & Weiss, 2015), inspire new ideas, and “come up with unimaginable
approaches to in-game situations” that even “challenge” the people who developed the
game (Daneva, 2017, p.64). These players “affect the development of game features
that happens after the release of the game” (Daneva, 2017, p.64).

As it is important for researchers to understand both the community behind the game
and the people playing the game (Nascimento et al., 2014), it is crucial to understand
how YouTube and Twitch operate. Twitch is a live streaming site which allows
streamers and users to interact with each other constantly (Anderson, 2017). While
Twitch streamers post every day with content lasting roughly 2 hours long, YouTube
gamers would typically post only a few videos per day (Nascimento et al., 2014). It was
YouTube that first helped popularize gamers and their playthroughs allowing Internet
users to upload and view pre-recorded gameplay (Johnson & Woodcock, 2017). “Game
companies seek partnerships with the best-known [ YouTube] commentators” (Postigo,
2014, p.211) providing early access or financial incentives. Big YouTubers can bring
the attention of millions of people towards an obscure game. But according to
developers, “creating communities of broader support” is what makes games successful
(Hudson, 2017). Thus, they turn to small to medium-sized YouTubers in order to help
cultivate communities and develop a loyal following for these games (Hudson, 2017).

The “architectural affordances” (Postigo, 2016, p.335, 337-340) of YouTube allow
YouTubers to be producers by mixing “on-demand”, “crowdsourcing”, and “old-
media” models of media production and sustainability (Postigo, 2014, p.214).
YouTubers are incentivized to create videos and post them on the platform as they earn
a percentage from ads that are placed alongside their content in the platform (Postigo,
2014). In YouTube, the subscriber is the most common social currency” as the secret
advertising and ranking system is dependent on them (Postigo, 2016, p.338-339).



Although content creators can be financially independent and produce their own videos,
they are also subject to the “tastes of the audience”, YouTube, and game corporations
(Postigo, 2014, p.213) due to the system that favors “commercial content” and
YouTube’s goal as a company (Andrejevic, 2009, p.421).

A full-time professional gamer must satisfy his audience, cultivate patrons, and create
a spectacle that is worthy of being watched by millions of viewers (Johnson &
Woodcock, 2017, p.17). “Humor, swearing and gossip” are elements that are used to
engage the audience while making moral choices throughout the game (Piittinen, 2018,
p.14). These YouTube gamers engage their audiences in such a way that viewers feel
involved in the video through their “commentary”, “reactions”, “persona”, “role”,
“spectacle”, and “performance” (Anderson, 2017; Glas, 2015, p.83-84; Johnson &
Woodcock, 2017; May, 2018 p.17; Pietruszka, 2016, p.68; Zariko, 2016, p.28); thus,
live vicariously through the YouTuber (Glas, 2015). YouTubers may not always follow
the “intended design of a game” and may show “divergent and deviant forms of play”
(Glas, 2015, p.84). The way YouTubers entertain their fans “vary from one vlogger to
another” (Pietruszka, 2016, p.68). Players who do live streams of their gameplay would
utilize a “first person” view instead of a “third person” view (Anderson, 2017).
YouTube gamers would provide their “status in the game”, voice their “player
expectations”, and even discuss issues regarding ‘“usability”, “accessibility”, and
“design” (May, 2018, p.99-101). While Johnson and Woodcock (2017) discuss the
aspect of performance in Let’s Plays, Zariko (2016) focuses particularly on the concepts
of “affect”, “embodiment”, and does not limit it to just “performance” (p.28). She states
that a Let’s Play shows players as the “writer of their own narrative content... that is
unique to them” instead of just the game’s narrative dragging players along (Zariko,
2016, p.158). “The nature of games and the designs implemented by the video game
developers must be taken into consideration when the videos are analyzed” (Zariko,
2016, p.158).

In the literature, there are three issues that occur: the debate between ludologists and
narratologists regarding game narrative, participatory culture viewed as exploitative
unpaid labor (Andrejevic, 2009; Banks & Deuze, 2009; Sotamaa, 2007; Terranova,
2000) versus an agent of decentralizing power (Banks & Deuze, 2009; Coleman &
Dyer-Witheford, 2007; Jenkins, 2006a, 2006b), and the idea of being an independent
content creator versus being bound by the system of YouTube (Andrejevic, 2009;
Postigo, 2014, 2016).

For the first issue, I am in no way rekindling the debate between ludologists and
narratologists. As established by previous scholars (Lindley, 2005; Simons, 2007,
Zariko, 2016), these debates tackle different areas within game theory and can shift
based on how narrative is defined. In this paper, I will consider the player narrative or
mental schema as a form of narrative since the structure provided by a hypernarrative
game is narrative based, thus, the structure implies that there is a narrative to be engaged
with and a player narrative can develop and form. In this context, I am not in any way
disregarding player experience but will refer to player experience as the result of
interacting with the game. “There is no such thing as a universal narrative” (Lemmens,
Bouzouita, Caracciolo, & Schelstraete, 2016, p.18), “play is self-reflective and
represents its own form and own play” (Myers, 2010, p.82), and the idea of the reader
being a co-author has existed since hypertext (Machinima, 2011; Myers, 2010, p.76;
Zariko, 2016). This struggle usually occurs between gamers, producers, and content



creators making their own videos (Clark, 2018; Rigney, 2017; Wilde, 2017). Players
are no longer consumers but “co-authors” as the nature of Let’s Play videos allow for a
conceptualization of the play experience as a singular, unique story, as told by, not
navigated through the player” (Zariko, 2016, p.141). Let’s Plays place its focus on the
player in the moment, not what a “player can do within the game” (Zariko, 2016, p.161).
Therefore, the study builds on the idea that players are co-authors (Myers, 2010;
Simons, 2007; Zariko, 2016) as they experience the game and develop a narrative
schema (Lee, 2013). In this study, I define co-authorship as the collaborative
interactions between different entities resulting in the co-creation of a product. As the
player narrative is the result of the co-authorship between the player and the game, the
study explores the flexibility of the player’s narrative schema, how a player reacts to
“dissonance” (Lee, 2013), how in-game and external elements affect the schema, and
how player type and player values affect the commentary.

In the second issue, researchers view the collective intelligence as “immaterial labor”
(Terranova, 2000) favoring corporations (Banks & Deuze, 2009; Coleman & Dyer-
Witheford, 2007; Sotamaa, 2007; Terranova, 2000) since the fans work for “free”
(Andrejevic, 2009) or as participatory culture where fans have access to power formerly
exclusive to gate keepers (Jenkins, 2006a, p. 160, 2006b; Postigo, 2016). Thus, the
study explores how a dedicated fan discusses GW2 in relationship to the greater
community and the game’s development.

In the third issue, content creators have been observed to show both independence
(Postigo, 2016) and dependence on the system provided (Postigo, 2014). YouTubers
have been observed to author their own story (Zariko, 2016), cater to their niche market
(Pietruszka, 2016; Johnson & Woodcock, 2017), take on roles that are ‘expected’ of
them by the audience (Johnson & Woodcock, 2017), diffuse different moral choices
they make in game (Piittinen, 2018) while engaging and building their audience
(Anderson, 2017; Glas, 2015; Johnson & Woodcock, 2017). Therefore, the study
explores how WoodenPotatoes presents himself in relationship to his audience and
affiliations.

Scope

The study focused on WoodenPotatoes’ main channel on a specific time period and
topic in order to have better data consistency as MMORPGs constantly update and
patch the game. Although G2 is a multiplayer game, it is just a part of the experience
that WoodenPotatoes has. This paper did not explore the topic on multiplayer
experiences as it is too expansive to fully cover in this paper. The study did not include
thumbnails or title of the video and the comments that fans and players put in the
comment section of YouTube as the focus was on WoodenPotatoes’ commentary and
his playthrough experience. This study did not cover dungeons, fractals, raids, monthly
activities, guild missions, special items, Player versus Player, and World versus World.

Limitations

The study was done on a single individual who is an avid fan of GW2. Videos were
created and curated after the events were experienced with most videos being spoiler
free. This limited WoodenPotatoes’ footage and his ability to create juxtaposing text.
Another limitation of this study was that the samples selected were his first experiences



produced during the release week of Path of Fire. Being an ArenaNet partner, he may
have held back on commenting considering that there might be repercussions to his

account, his channel, and the popularity of the game.

Methodology

I utilized the qualitative method of thematic analysis as this method helps “manage
large volumes of data without losing the context, for getting close to or immersing
oneself in the data” (Lapadat, 2010, p.926). I used Braun and Clark’s (2006) “six-phase
guide” as a “framework” to ensure data accuracy and credibility (Maguire & Delahunt,
2017, p.3354). The codes that were initially generated came from the player and his
background, as well as gameplay, design, and narrative. This was based on
Fabricatore’s (2007) and Grip’s (2014) research regarding the focus of players
game.

in a

Theme: Player values

Codes:

* Concerned with incentive
and payoff’

* Concerned with gameplay
and exploration

* Concerned with agency,
organic learning, and
immersion

« Concerned with narrative,
lore, in-game world morals
and values, and thematic
design of the narrative.

« Highlights content and

experiences based on values

Themes
Sub-themes
& Codes

Sampling

I utilized a purposeful sampling strategy for the study.

Theme: Player narrative

Codes:

* Sub-theme: Encountering
clements that broke
immersion

* Encountering elements
that did not make logical
sense

* Gameplay experience did
not match narrative

* Dialogue did not fit
scenario

* Dialogue made in a can

¢ Elements not in their
proper place

* Improperly used cutscenes

* Lack of consistency with
canon

* Lack of believability

¢ Sub-theme: Encountering
clements that resulted in
immersion

* In-game elements that
were related to lore and
that were narratively
connected

* Logical

* Believable

* Connected by theme

* Sub-theme: Schema
flexibility

* Elements included by the
schema

¢ Elements excluded by the
schema

Theme: Suggestions to better
the game

Codes:

* Discusses and addresses
community concerns

* Suggests what the game
should address

* Checks what the game has
addressed

* Provides feedback regarding
the game

» Uses expertise to provide
suggestions that will benefit
the game and community

* Sub-theme: Has a sensc of

Theme: Sharing personal
thoughts on the

Codes:
* Adds his own analysis to
the game
* Injecting ideas
* Provides speculation
* Provides theories
* Wants to share his
experience and

opinion with others

* Sub-theme: Engages

online discussions

ownership

¢ Defending the game

« Critiques game

* Concern regarding
keeping a healthy player
base

* More play time for fans
and players

¢ Concerned with the
status of the game and
how other players feel
about it

* Concerned regarding
how the developers
handle the game

* Speculation and
assumptions

* Based on forums and
feedback

* Checks data mined
info on the game to
check for updates and
accuracy

Theme: Building
Codes:

* Encourage viewers
to subscribe to his
channels

* Cultivates patrons
and subscribers

* Encourages viewers
to watch him

and support him

* Engages audience
* Presentation style

* Focused on niche
market

* Plays roles

Theme: Feedback
on the game
Codes:

« Careful regarding

criticism

* Self-reflective

* Provides feedback
constructively

« Protects game’s
integrity

* Defends developers
* Generous when

giving praise

Figure 1: Themes and Codes

The qualities that were needed for the subject of study as indicated by the literature
were the following:

An experienced gamer with significant dedication to the game

Able to discuss gameplay, design, narrative, and relay a player narrative
A dedicated fan of the game
The game played must have hypernarrative affordances



. The game played must be an MMORPG due to the nature of MMORPG players
and their relationship with developers

. Must have a small to medium sized YouTube channel

. Had a significant role or contribution in the game’s community

Due to the criteria above, I sclected nine videos from WoodenPotatoes’ YouTube
channel on the Guild Wars 2: Path of Fire expansion.
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s1:29

THE EI.ON RIVERIJ\NDS Guild Wars 2 Path of Fire - Day 3 | [Open World Spoilers] Augury Rock, Community
— %y 4| Update, & Skimmer! Published on: Sep 25,2017

~ ‘ YouTube Link:
S https://youtu.be/QIm2frgRepc

Published on: Sep 23,2017
¢ " YouTube Link:
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Kviews - 3 years ag Published on: Sep 29,2017
YouTube Link:
https://youtu.be/eSyPrPZMDt4
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YouTube Link:
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Story Steps

44K views - 3 e Published on: Oct 31,2017
YouTube Link:
https://youtu.be/MkLzNjgVDAk
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Figure 2: Videos Studied

GW2 was chosen due to the game’s hypernarrative affordance, the theme park structure
of the MMORPG, and the release of new elements in the expansion.

WoodenPotatoes was selected during the time that this research was conducted as his
videos dominated the YouTube search results on “Guild Wars 2 Path of Fire”. He has
over 10,000 hours of playtime as of 2017. His channel had over 47 million views and



131,000 subscribers during the time of the study. He actively promoted the expansion
during its release. His natural progression through the narrative and his relationship
with the developers and the community made him an ideal subject in this study due to
his expertise.

0D Youlube guild wars 2 path of firel SIGNIN

About 227,000 results

Bl EVERYTHING To Know About Guild Wars 2 Path of Fire in Ten Minutes

WoodenPotatoes

SUBSCRIBE 131K

Guild Wars 2 Path of Fire - One Week In Review | What | have Left To Do &
Bl General Impressions

Guild Wars 2: Path of Fire - Expansion Announcement

Figure 3: Guild Wars 2 YouTube search results during the time of the study

During this series, WoodenPotatoes had a play time ranging from six to ten hours per
day with the exception of the video on the Griffon (WoodenPotatoes, 2017d). After his
playthrough, he would produce his commentary regarding the expansion and upload it
online.

Findings

The findings show that WoodenPotatoes engaged in three dimensions of co-authorship
during the playthrough. The dimensions of co-authorship as are a gamer, as a fan, and
as YouTuber based on the findings of the thematic analysis. In this framework, the term
gamer specifically refers to the gamer as the player of the game. It must be noted that
the term gamer will be used interchangeably with the word player throughout the paper.
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Figure 4: Conceptual Framework

Dimension 1: Co-authorship as Gamer includes the influence of player type, player
motive, player narrative, and player values. This also includes the player schema in
relationship to gameplay, the in-game world, theme, and narrative.

Dimension 2: Co-authorship as fan shows how WoodenPotatoes as a fan of the game
engages with the greater community of players and takes on a role as a developer
because of his sense of ownership for the game.

Dimension 3: Co-Authorship as YouTuber shows how the affordances of YouTube as
a platform and WoodenPotatoes’ affiliations affect the commentary, his behavior,
presentation, critiques of the game, and structure of the video.

All of these dimensions affect and interact with the elements of the game and each other
even prior to the creation of the video. The interactions of each dimension experienced
as a gamer, fan, and YouTuber results in the production of a video in which each
dimension then co-authors the final product. Once the content creator experiences
feedback from the affordances provided by YouTube or sees an update in the game
(whether or not what was discussed was featured in the update), this affects the
dimensions and the next video that is produced. These three dimensions help answer
the research questions below.

RQ1: How does WoodenPotatoes in his playthroughs relate gameplay, design, and
narrative?

The findings of the study show that WoodenPotatoes relates gameplay, design, and
narrative as a gamer and as a fan.



Dimension 1 answers this as WoodenPotatoes discusses these elements in relation to
his player values and player type. Utilizing the player taxonomy schemes of Bartle (as
cited in Lindley, 2005) and Lindley (2005), WoodenPotatoes fell under these four
player types: “explorer”, “achiever”, “audience style”, and “immersionist” (Lindley,
2005) as he showed motivations, interests, and actions that fit with each taxonomy’s
descriptions. As an explorer, he stated that he wanted to play “comprehensively”

(WoodenPotatoes, 2017a, 00:46) as he wanted to know more about the game.

Even if MMORPGs try to cater to a wide variety of player types, the discussion
revolved around WoodenPotatoes’ player values as an individual.

The traits of his player type affected WoodenPotatoes’ player values and commentary
in the following ways:

. Emphasized instances revolving incentives and payoff because of his achiever
traits.

. Focused on gameplay and exploration as an explorer.

. Concerned with the tone of the narrative, morals, and values of the in-game

world, the lore, and the thematic design of the game and narrative which align with
audience style values.

. Highlighted instances in the game revolving agency, organic learning, and
immersion as an immersionist.

Ultimately, his concerns shaped and affected the video and commentary that was
produced. All these values were discussed under the dimension of co-authorship as a
gamer.

Dimension 2 answers how WoodenPotatoes as a fan of G2 takes on the role of a
developer. He discusses these elements as if he were developing the game despite not

being an employee of ArenaNet because he has a sense of ownership over the game.

WoodenPotatoes exhibited the following characteristics:

. Understands the game and its playerbase

. Keeps tracks of developer’s progress, understands how they think, and how it
applies to the game

. Keeps track of the game’s progress

. Shows concern for the game while providing critiques, suggestions, and
solutions

. Showed concern regarding the health of the player base

By taking ownership of the game, WoodenPotatoes discusses parts that can be enhanced
and improved. He provides solutions and features that are not currently available in
game as well as suggestions that can better cater to the community. These findings align
with studies done by Daneva (2017) and Jenkins (2006b). Thus, his commentary
addresses the needs within the game. This is how co-authorship occurs as a fan.

RQ2: How does WoodenPotatoes comment on his playthroughs?

The findings of the study show that WoodenPotatoes comments on his playthrough as
a gamer, as a fan, and as a YouTuber.



Dimension 1 shows that as a gamer, he related his experience as if he lived through it.
The narrative and hypernarrative structure of GW2 served as a guide to his mental
schema which cultivated his player narrative. The schema was an important aspect in
formulating his perception of the game as this heavily affected his playthrough and
commentary. Interestingly, WoodenPotatoes did not just depend on in-game elements
but also included external elements as part of his schema. This was seen in his
commentary as he reflected on the game and his experiences and expectations.

The following items affect the schema:

. In-game narrative, content, and game play experiences
. Officially published content by the game company
. “Dissonance” (Lee, 2013)

His schema also adjusted based on his personal context of play which is why he found
certain facets of the game acceptable or unacceptable. The schema did not adjust to
logical leaps, continuity issues, and failure to meet narrative expectations which led to
player disappointment. WoodenPotatoes (2017b) would point these instances out:

“Now I am a bit disappointed... despite all of the world building and map story
and stuff you get everywhere. I was talking about this being the serious
fortification that people shouldn't be able to travel through!” (18:31)

However, when narrative expectations were met and continuity was present, it led to an
immersive experience for WoodenPotatoes. Interestingly, personal player context
allowed WoodenPotatoes to reflect and adjust his player narrative to adapt to elements
in-game. With a recap scene, he felt the developers “made the right call”
(WoodenPotatoes, 2017c, 24:25).

Dimension 2 shows that WoodenPotatoes comments on his playthroughs as a fan in
order to engage with the greater community of players. As a member of the G2
fandom, he discusses his thoughts, theories, and findings with the greater G2
community which aligns with the studies done by Jenkins (2006a, 2006b, 2006¢). He
engages with the community and tries to answer their concerns and issues by using his
expertise or by providing a theory that is based on his knowledge of the game.

In this example, WoodenPotatoes (2017b) discusses and explains the community’s
concern about metas in Path of Fire:

“Now, yesterday, we talked about a few things that spurred quite a lot of
discussion... I think when people say Path of Fire has no metas what they actually
mean is there's no farm potential behind the meta events. Like, why do people
really like Auric Basin in Tahrir? Well, yes, it's incredibly well built and it's
beautiful... but why do people play it really? Why do they do it so much over two
years? Well, because it was attached to a farm...” (00:40)

This is how he comments on his playthrough as a fan which helps co-author the video.

Dimension 3 shows how the affordances of YouTube causes WoodenPotatoes to take
on a particular style of presentation, balance his interests as a fan, and his financial



interests as a YouTuber. Asa YouTuber, it is necessary for WoodenPotatoes to engage
the audience as it is how channels are ranked and how YouTubers earn money.

The following are the strategies he used to engage his audience:

. Direct audience engagement

. Provides context

. Uses in-game terms

. Uses first, second, and third person to relay player experiences

. Features content that adds value to player experience

. Places focus on the game by using only his voice and game clips

. Plays roles as a teacher, mentor, and experienced fan in order to establish
credibility

. Provides a buffer to negative criticism and comments

This aligns with the studies done by Anderson (2017), Glas (2015), Johnson and
Woodcock (2017), Pietruszka (2016), Piittinen (2018), and Postigo (2014, 2016).
YouTube allows content creators to become financially independent, yet the system
causes content creators to be subject to the tastes of their subscribers, corporate partners,
and affiliates. As a person cultivating patrons, he must balance his own interests as
well as the interests of the GW2 community and ArenaNet. Thus, we see how the
dimensions influence each other and co-author the video and commentary.

Analysis

The study adds to the literature of game studies, fan studies, and new media studies by
showing how these three dimensions affect each other and are affected by each other.
These dimensions interact because of the affordances of YouTube as a platform because
individuals can upload their content online. Thus, these dimensions interact and
influence each other through the co-authorship of the playthrough video, and it is not
solely dependent on the game or its context. Dimensions co-author the playthrough on
two levels: the first level of co-authorship occurs between the dimensions and the game
while the second is inter-dimensional co-authorship. Although the game is engaged by
the player in all dimensions, what is featured, highlighted, and discussed comes from
the content creator as an individual. This is because a playthrough video includes
factors that go beyond the scope of the game such as the mental schema of the player,
the interests, knowledge, and engagement of the player as a fan, and the structural
affordances provided by YouTube. Through this, the study also adds to the literature of
game studies by showing how the mental schema requires continuity, how dissonance
affects the mental schema and the player’s perception, and the flexibility of the schema.

Conclusion

Playthrough is a site of both production and consumption as the player is not only
playing a designed game but takes on the role of a gamer, fan, and a YouTuber. Gamers
are co-authors of a game’s narrative. Their mental schema or player narrative is guided
by the structure provided by the game and is influenced by factors such as a player type,
items they read or see from official sources, and the elements of the game itself to create
their own story.



As fans, these gamers act as developers for the sake of the game’s betterment by
providing suggestions to improve the game’s gameplay, narrative, and in-game world.
Their expertise allows them to analyze the progress of the narrative, changes that were
made in the game, and its need for improvement. They also engage with the larger
community by sharing theory, speculation, and possible solutions to in-game problems.
In this particular instance, YouTube gamers who are affiliated with companies must
strike a balance between sharing their interests, cultivating their audience, and manage
the interest and perception of patrons. They must play the roles assigned to them by
catering to their niche market and thus manage how people view them.

Recommendations for Future Studies

As this study was done on a single YouTuber, there is a need to test the theory through
other qualitative and quantitative methods. Researchers can also explore if other
dimensions exist and if these affect the legal rights of content creators.
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