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Abstract 

The aim of this thesis is to examine Twitch Plays Pokémon as an example of an online 

community engaged in distributed creative practice and to explore their creative process and the ways 

in which they understood the narratives that emerged from their creativity. How online communities 

engage in the creative process, and how individuals interpret their community’s creative work are 

important to understand, as internet communities have become increasingly prominent in people’s 

lives and artistic development. 

Twitch Plays Pokémon (TPP) was a digital community that played the game Pokémon Red 

online in 2014, and during the sixteen days of play, they developed fiction and narratives to rationalise 

the events of their play in a distributed creative process. Through analysing these narratives and 

examining the development of particular elements over time, this thesis aims to further our 

understanding of the social processes of creativity and how individuals interact with a broader creative 

community when faced with conflicts. To reinforce the qualitative analysis provided in this thesis 

quantitative analysis of the corpus of comments from Twitch chat and Reddit highlight trends within 

the data. 

This thesis makes use of theories of distributed creativity (Sawyer and DeZutter, 2009), the 

role of conflict in creativity (Rank, 1989), the narreme1 (Hills, 2002) to form the creative engine model 

to explain the distributed creative process. Narremes are combined with the concept of hyperdiegetic 

narratives where much of the narrative is formed by the reader (Bronwen Thomas, 2011) to explain 

how individuals understand the creative work of their community. Through this analysis, this thesis 

identifies a simple creative process that shows how a narrative emerges as well as how individuals 

understand the broad and contradictory interpretations. The creative model may aid in studies of other 

distributed creative groups, and the narremes interaction with hyperdiegetic narratives provides a 

model for understanding how an individual forms a complete narrative from the creative work of a 

distributed creative community. 

 
1 The basic unit of narrative structure. 
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Introduction 

The aim of this thesis is to examine an online community that engaged in distributed creative 

practice to explore both how the community engaged in a creative process and how individuals 

understood the conflicting narratives that emerged from their creative process. To explore Twitch 

Plays Pokémon, the community, and narratives of Twitch Plays Pokémon (TPP) are explored, 

theories on creativity such as Amabile (1988, 1996), Rank (1989) and Literat (2012) are studied, and 

the community’s creative outputs are examined. TPP provided a useful community to study, as its 

short duration presented a clear framework to focus the study on a particular timeframe and a 

particular community. Online communities are increasingly core to how people experience the world, 

especially with respect to how they practice creativity. Understanding the motivations and methods of 

online creative communities is needed to further understand how people engage artistically with a 

networked world. 

When I went to university, I wanted to study creativity in any way that I could. I encountered 

TPP at the same time as I was applying to universities and I noticed how it was both unique and a 

microcosm of other online creative communities that I was familiar with. My previous work in film and 

theatre exposed me to the complexities of creative communities, such as identifying where an idea 

came from and why some ideas captured people’s attention and others disappeared. It has been my 

hope that, by better understanding what creativity was and how people engaged with it, it would help 

in making my own creative process easier to engage in. From the art and writing that was developing 

in the TPP community, it was clear that TPP was engaged in a creative process and had developed 

emergent narratives despite the community’s original intent only being to complete the game as a 

community. I came to consider that TPP was worth examining, as it was a public expression of 

creativity that was a model for how we engage in creativity in an increasingly online world. 

TPP  (TPP Community, 2014) was a 2014 experiment and social media phenomenon that 

developed a community that engaged in distributed creativity. TPP was a streaming channel on the 
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twitch platform2 where all watchers of the channel could control a single game of Pokémon Red 

(Tajiri, 1996) by inputting commands (left, right, up, etc.) into the channel’s chat window. Links to the 

twitch channel quickly spread across social media, both drawing in users from other sites and 

establishing communities on those same sites. The large number of channel watchers3 playing the 

one game simultaneously created a slow, chaotic, and unpredictable mode of play that would be 

called anarchy by the creator of the channel. As the community played, they began to create a 

narrative that fictionalised the events of this unique way of playing Pokémon Red. TPP’s original 

playthrough took sixteen days (Twitch.tv, 2014) and left behind a wealth of preserved data (Internet 

Archive, 2014a) that recorded their play and art, as well as revealing the fractured fiction of TPP. This 

involved a conflict between anarchy and democracy and religious aesthetics and framed the 

community itself as an otherworldly external force. 

While TPP can be modelled in a number of ways, for the purpose of this study, it is being 

examined as a creative community and then through the narratives that the community created about 

itself. Examining TPP through narrative analysis supported by quantitative methods can help deepen 

our critical understanding of how this community operated and formed narratives and provide further 

insights into how and why communities engage in creativity online. The value of such knowledge is 

clear now that the online medium is the main locus for much of humanity’s art, creativity, and 

community activities. Additionally, insights into the distributive creative process may provide insights 

and understanding into how individuals perform creativity. 

 Chapter one begins with an overview of TPP in all its component parts, the 

community, the narratives, and the available data. TPP comprises of the game Pokémon Red and the 

streaming site Twitch.tv. The TPP community involves a variety of websites that were used during the 

community’s period of play for discussion and hosting their content. A timeline of events and a brief 

explanation of what happened after the TPP community beat Pokémon Red are provided. A 

description of the community as it spread across social media helps in situating the ways in which an 

individual could become involved in the TPP community, as well as the different roles within the 

community, will provide an understanding of the phenomenon. As a community distributed online, the 

 
2 Twitch.com is a website where live video (a stream) can be watched live. This has most 

commonly been used by individuals to demonstrate their play in video games, but has many other 
potential uses due to how individuals can engage with the video content while events unfold. 

3100’000 concurrent players(Hollister, 2014), with additional nonparticipating viewers. 
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TPP community is comprised of individuals with different motivations, and lacks top-down authorial 

authority; instead, TPP relies on peer-to-peer processes to author narratives. This results in creative 

works that are connected as part of the community’s broader narratives but can also tell contradictory 

narratives, allowing members of the community to have notably distinct narratives from other 

community members. 

The major narratives will then be presented as prose and separated according to an alteration 

to Genette’s narrative levels (1990) which define the relations between narratives: the ludic narrative, 

with the definite acts that occurred while the community played TPP; the discursive narrative, which is 

concerned with how the community interpreted events and the community’s actions; and the fictitious 

narrative, which is concerned with the actions taken by the characters in the community’s game of 

Pokémon Red. This separation is important, as attempting to describe and explain all three narratives 

concurrently is not a comprehensible approach because of the mixing of gameplay, discussion, and 

fiction because the TPP narratives were not narratives that were intended to be comprehensibly 

communicated but rather emerged from the natural course of play and the discussion within the 

community. 

Finally, the corpus of data from TPP community discussions and chats is analysed to explore 

the overall trends within the community. Online creative communities potentially offer new methods for 

building on the insights of qualitative methods through data analysis of the large amounts of user 

discussions. As a social media community, TPP created a large amount of data that remained 

accessible. While some of the data became inaccessible due to data decay or changes to social 

media platforms, with Twitch and Reddit data, it became possible to accurately examine how much 

engagement there was over time, how prevalent particular narremes (Rosenbaum and Semiotic 

Society of America, 2019) were, and the impact of different events on both engagement and narreme 

engagement. This allows this study to determine more factually how the community acted rather than 

to rely on the most popular narratives that the TPP community stated about itself. 

In Chapter Two, the literature review explores the question of ‘what is creativity?’ The 

definition of creativity can be addressed through the work of Amabile (Amabile, 1988, 1996), through 

descriptions of distributive creativity (Sawyer and DeZutter, 2009), through discussions of how people 

practice creativity through digital remixing (Knobel, 2017), and the nature of conflict in art between the 
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individual and the community (Rank, 1989). While the question of what creativity has long been a 

cornerstone of art and philosophy, as a modern topic of study, the question of creativity became a 

particular focus of attention when J.P. Guilford stated: 

“Creativity refers to the abilities that are most characteristic of creative people. Whether the 
individual who has the requisite abilities will actually produce results of a creative nature will depend 
upon his motivation and temperamental traits. The creative personality is then a matter of those 
patterns of traits that are characteristic of creative persons...which include such activities as inventing, 
designing, contriving, composing, and planning” (Guilford, 1950 p.444). 

While the definition of creativity is important and far reaching this question has filled entire 

careers on its own, for the purposes of my study, Amabile’s definition of creativity has been chosen as 

the basis of this thesis’ definition of creativity. This is because it is a synthesis of definitions over time 

that accounts for these questions. The definition used here is based on products and ideas: “creativity 

is the production of novel and useful ideas by an individual or small group of individuals working 

together” (Amabile, 1988). Creativity is an immensely complicated term to define and has been 

explored in psychology, business studies, and sociology due to creativities broad reach across human 

experience. However, this study aims solely to understand a community engaging in developing and 

appreciating emergent media narratives. The work of scholars in other fields provides a framework to 

define the phenomenon of creativity, but this thesis does not focus on the psychological frame or a 

business frame beyond what is useful to understanding the TPP community. This thesis is concerned 

with distributive creativity as an emerging artistic trend that is part of the broad field of the humanities. 

TPP is a text, a complex and multimodal text with a brief and complex community that creates 

narratives on the fly, but TPP is a text all the same. 

 There is a dichotomy that complicates the definition of creativity, which is should the creative 

process or the creative product be the focus of the definition. This dichotomy is in some ways 

irrelevant when dealing with a digital community that performs creativity publicly and in real time while 

sharing their creative products as an essential component of their creative process. When we define 

creativity, the motivations of individuals in creative communities can then be explored in terms of how 

they relate to TPP (Adler and Chen, 2011), and TPP as a creative community can also be contrasted 

with the findings of researchers who have studied more traditional creative communities (Bennis and 

Biedermann, 1997). An overall exploration of creative models will help indicate where the creative 

engine model’s approach is building on prior theories, and an exploration of the role of conflicts in 

creativity both between the individual and the collective (Rank, 1989), as well as when and what 
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forms of conflict lead to productive outcomes. In the case of TPP the internal conflict between anarchy 

and democracy faction, and the conflict between the individual and community form the most 

important conflicts for this study. 

Chapter three, the literature review of narratology, establishes the narratological theories that 

are vital in describing what narratives exist about TPP, i.e. how they were experienced and 

understood by TPP Community members. The narrative of TPP is also fractured in ways that require 

the use of narrative frameworks to be understood correctly. TPP has narratives around its gameplay 

and discussions in addition to its fiction, which are best divided to provide a better understanding of 

events. Narrative levels (Genette, 1990) is an analytic concept used to define the relationship 

between narration and the acts being narrated. The TPP narratives are made of building blocks that 

are related but not necessarily reliant on each other called narremes (Rosenbaum and Semiotic 

Society of America, 2019). A narreme is the basic unit of narrative structure and is helpful in 

describing how community members use small narrative elements when imagining the complete 

fictional narratives. This process of using these narremes to form a coherent complete narrative is  a 

process called hyperdiegesis. 

The literature review concludes with an exploration of metamodernism, with particular 

attention to the concept of metamodern oscillation (Baciu, Bocoş and Baciu-Urzică, 2015, p. 35; 

Akker, Gibbons and Vermeulen, 2017, chap. 1). Oscillation refers to the tendency of metamodern 

creative works to oscillate between modern sincerity and postmodern scepticism. While not initially 

relevant to the research question, metamodern oscillation helped guide the creative engine model that 

concludes this thesis. Additionally, metamodern oscillation is a useful framework for understanding 

how narremes are experienced by members of the TPP community.  

In Chapter Four, the creative engine model is explained, and examples are provided from the 

TPP community. This model posits that in distributed creative communities, conflict and obstacles 

during the pursuit of  community’s shared goal encourages creativity even if that creativity does not 

overcome that obstacle. The model is examined by exploring five particular prominent narremes. 

Narremes in TPP emerged from the community encountering obstacles in the gameplay that would 

drive discussion, discussion would then fictionalise the gameplay challenges into a narreme. In turn, 

over time, the narremes of the fiction drive discussion and lead to gameplay decisions. These 
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narremes are examined through the lens of metamodern oscillation to demonstrate the many ways in 

which they are interpreted. Furthermore, an example of how an individual player would form a 

hyperdiegetic (Knaggs, 2011) narrative from the TPP narremes (Hills, 2002) is demonstrated to 

illustrate how an individual could interact with the community.  

The conclusion summarises what has been learned about the creative process through 

examining TPP as a distributed creative community, as well as insights into how the TPP community 

understood the emergent narratives of their creative works. Potential future research that could 

develop the creative engine model and the study of online distributed communities is discussed 

alongside the issues and limitations faced by this study, which could be addressed by future research. 
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1 – What is Twitch Plays Pokémon? 

Twitch Plays Pokémon’s unusual nature can best be summarised by an anonymous comment 

on 4chan during the middle of the community’s play. 

“>45k+ people just staged a micro protest by repeatedly voting for a passive action on a 
online cooperaviely controlled japanese rpg from '96 in order to change the method of control 

Living in the future is weird” (Anonymous, 2014). 

 

This comment highlights why a description of what TPP is necessary before undertaking a 

literature review, as when I first encountered TPP while it was being played, it was not clear exactly 

what it was. TPP can be seen as belonging to different mediums, leaving an incorrect idea of what it 

encompasses. TPP consists of a game, streaming, and social media; however, none of those 

mediums fully encapsulate TPP. The simplest explanation of TPP is that it was a video stream where 

viewers collaborated to play the game Pokémon Red. The TPP Pokémon Red video stream is 

preserved with slightly more than two weeks of recorded play. This thesis will approach TPP as a 

community engaged in creative play so that we can come to understand the distributed creative 

process. Members of the TPP community are individuals who engaged in one or more of the following 

during the period where TPP played Pokémon Red: watching the stream, playing the game, engaging 

in social media discussions, and creating or sharing creative works inspired by TPP. 
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1.1 – Description of Twitch Plays Pokémon 

Twitch Plays Pokémon is a channel on the website Twitch.tv4, where viewers of the channel 

have control over a Pokémon game by entering commands into the channel chat room. The video, 

chat stream and community remain active as of August 2023. The original game played on the 

channel in February 2014 was Pokémon Red. Over 16 days and 7 hours, 750,168 people participated 

in playing Pokémon Red by inputting at least one comment into the chat, with approximately 40 

million total comments in the twitch chat. 

The people playing Pokémon Red on the TPP channel created communities on other social 

media platforms to make plans and collaborate more effectively as well as discuss events happening 

in the game. During the TPP community’s interactions and discussions on Twitch and other social 

media community in-jokes started to form around the nonsensical events in the game. The developing 

TPP community’s in-jokes would soon be reinterpreted by the community, and a fictional narrative 

began to take shape; for example, the unintentional attempts to use the helix fossil was jokingly 

responded to with ‘Praise the Helix’, which would develop into a stand-in or allusion to Christian 

churches (Ramirez, Dietmeier and Saucerman, 2014, p. 4; Dou, 2017, p. 39) 

This fictional narrative lacked an authorial authority that could decide what events were 

canonical and, consequently, can best be understood as ‘fan-authored, exemplifying fans as creator-

consumers’ (DeAnda, 2023, p. 235). As a consequence, the community was divided, and there were 

contradictory interpretations of events greater narrative meaning. However, the basic events and 

characters of the narrative were more concretely defined, as they were derived from the objective 

events of their gameplay in Pokémon Red. Despite the characters and events having an objective 

reality, the narrative elements the community created were highly subjective. An objective telling of 

the story would be mostly a list of events and times at which they occurred lacking in any real humour, 

pathos, or bathos. 

In the narratives created, the TPP community itself was typically characterised as the 

antagonistic hivemind, an embodiment of the community’s chaotic actions and fractured aims. This 

hivemind became divided over the political and religious ideas they developed, which they described 

 
4 https://www.twitch.tv › twitchplayspokemon 
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as democracy and anarchy, each being associated with a fossil that is treated as a deity by the 

community, the Dome, or the Helix. This dichotomy forms the core conflict that most narrative 

interpretations became concerned with, and both originated with the different philosophies of play and 

modes of participation in TPP. What we see at play is a microcosm of digital societies that can be 

usefully examined to gain knowledge about how we collaboratively story in online spaces. By 

understanding how we collaboratively tell stories, we may be better able to build creative spaces and 

understand how people create their personal narratives from what is seen online. 

Twitch Plays Pokémon (TPP) is composed of many different elements, a twitch channel, and 

a community, and built on a foundation of the game Pokémon Red, which was streamed to the Twitch 

platform and discussed on various social media sites. To fully understand the complexity of TPP, 

grounding each individual element that comprised the original TPP event is useful. This description 

demonstrates how the collaborative creative community emerged and then developed narratives 

through discourse. 

 

1.1.1 – Gameplay of Pokémon Red 

Pokémon Red (Tajiri, 1996)5 was developed by Game Freak and was the game that TPP 

played as a community6. The game was initially released for the Gameboy, a portable console 

developed by Nintendo. The game has a simple story, with the player travelling to different towns 

through the wilderness where they encounter new Pokémon and when in towns talking to various 

local people to learn more about the world. 

Pokémon Red follows the player character, who is usually called Red by convention as the 

protagonist can be named by the player. Red is ten years old, and so is old enough to set out on his 

own Pokémon adventure as a Pokémon trainer. The word Pokémon is short for Pocket monster. 

 
5 Terms related to the game Pokémon Red are included in the glossary. 
6 Pokémon Red is one half of a pair of games that in Japan were called Red & Green, and 

Red & Blue in the rest of the world. The initial pair of games was later joined by a third game called 
Pokémon Yellow. They are typically referenced and Pokémon Red & Blue. Despite there being three 
different games, all three have the same basic gameplay and story with only minor differences mostly 
in the Pokémon creatures available in the game. Pokémon Yellow has some story changes inspired 
by the anime that followed the first two games, but the basic narrative events remain the same. 
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Pokémon are creatures that are found in the wild and are similar to real-world animals or objects, but 

they are associated with a broad range of elemental types (fire, grass, rock, fighting, etc.). The best-

known Pokémon and most easily recognizable as the franchise mascot is the Pikachu species, known 

as the electric mouse, which has real-life inspiration from mice and is a type of Pokémon that uses 

electricity. Pokémon are caught by Pokémon trainers on their adventure in a Pokéball, which shrinks 

the Pokémon to be pocket-sized for travel, thus the term pocket monster. Notably, this capture is 

typically characterised as Pokémon becoming willing to accompany a strong trainer in hope of 

becoming stronger and becoming friends. The player can obtain as many Pokémon as they wish 

throughout the game, with a secondary goal being to ‘Catch them all!’, as the franchises’ marketing 

slogan proclaims.  The player is given a Pokédex to record Pokémon details and their first Pokémon, 

or starter Pokémon, to aid in the task of the player’s adventure (Hollinger and Ratkos, 1999; Laato 

and Rauti, 2021) 

Although the game world shows that Pokémon are helpful in daily life, the games focus is on 

Pokémon battles. The basic gameplay loop in a Pokémon game is that the player sets out to travel to 

a new town so that they will face both aggressive wild Pokémon and other Pokémon trainers who 

wish to battle the player. Defeating another trainer rewards money, the potential reward for battling 

wild Pokémon is to try to catch the Pokémon and ‘exp’ (experience) that levels up the players 

Pokémon, making them stronger. If the player loses a battle, they return to the previous town’s 

Pokémon Centre, a location where Pokémon is restored to full health before restarting their journey, 

having lost a percentage of their money but hopefully now being strong enough to progress (Laato 

and Rauti, 2021). 

In the next town, there is usually a Pokémon Gym to challenge and/or the criminal 

organisation Team Rocket to foil. Typically, there will be an obstacle preventing progress until the 

Pokémon Gym and/or Team Rocket are defeated. The final aim of mainstream Pokémon games is to 

defeat the Pokémon League once all eight Pokémon Gym badges have been acquired and after 

defeating the Pokémon League, the player becomes the Pokémon champion of the region. As 

Pokémon champions, the player can continue catching Pokémon to collect research data on all 

Pokémon available, a task that requires trading with another player who owns the paired game 

Pokémon Blue (Mallindine, 2017). 
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In the narrative of Pokémon Red, the player character Red is given a Pokédex and a starting 

Pokémon by Professor Oak to document the Pokémon encountered. Professor Oak’s nephew, Blue, 

selects a starter Pokémon that is strong against the players Pokémon and appears throughout the 

game at inopportune moments to battle and antagonise the player. The player journeys to defeat the 

eight Gym leaders, who provide a badge showing progress and allowing the player to use further 

abilities, thus allowing the player to use stronger Pokémon and moves to allow the player to continue 

their adventure, such as Pokémon being able to move boulders. 

As players travel, they encounter and foil criminal enterprises via defeating Team Rocket, 

which aims to use Pokémon cruelly for profit. The last gym leader is revealed to be Team Rocket’s 

leader and, upon defeat, disbands Team Rocket, resolving that secondary obstacle. The player 

proceeds to the Pokémon League to beat The Elite Four and become champion; however, they were 

just behind their rival Blue. In a climactic battle, the player defeats their rival a last time and becomes 

the Kanto region Pokémon champion.  

Pokémon Red was a major success, selling 3 million units in three months (Tobin, 2004, pp. 

4–6) and becoming the top grossing global franchise7 (Jones, 2019; Laato and Rauti, 2021). Since its 

release, Pokémon has become the highest grossing media franchise globally (Godfrey, 2019; 

Talaviya, 2019). Pokémon Red would lead to comic books, toys, spin-off games, and a series of 

animated shows that continue today. As expected for any modern franchise on this scale, there is an 

abundance of fan-created content. 

A particular form of fan-created content that is relevant to TPP is ROM-hacked games. A 

ROM (Read Only Memory) emulator is a piece of software designed to allow games to be played on 

hardware; it was not designed to run on, typically a PC or phone, which can be illegal (Harding, 2018). 

The ROM emulator Visual Boy Advance (VBA Team, 2005) was used to run a Pokémon Red ROM on 

a PC instead of a Gameboy so that it could be streamed to Twitch and receive commands from the 

viewer chat room. This illegal method of playing Pokémon Red was crucial to the playability of TPP 

through Twitch streams chat. 

 

 
7 During its first 23 years of operation, the Pokémon franchise grossed over 90 billion USD making it 
the most profitable cross-media franchise of all time (Laato and Rauti, 2021). 
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1.1.2 – UsingTwitch.tv 

Twitch.tv (referred to as Twitch hereafter) is a website that was designed for streaming video. 

While the video being streamed can have any content or format, the most prominent and successful is 

the streaming of individuals playing video games where part of the content is seeing the gameplay 

and part is the personality of those playing the game. Twitch also contains a chat feature where 

viewers can communicate with the streamer or each other. The video streaming and chat aspects of 

Twitch were vital for TPP to work. 

TPP occurred in 2014 when streaming games were still a growing entertainment market 

compared with the success video game streamers would have in the following decade. TPP is a 

significant reason why Twitch, as a platform, has become recognised as valuable for streaming 

(Eadicicco, 2014) because of the volume of viewers Twitch has shown that it can handle, and the 

level of engagement that TPP has demonstrated is possible. 

Importantly, TPP differs significantly from the most well-known content in that the Twitch 

platform becomes known in three major ways. First, the streamer did not play Pokémon Red but 

hosted the game and designed the software that allowed the viewers to control the game. It was 

viewers who were controlling the game by inputting commands to the Twitch chat were able to play 

the game collectively. Second, the main interest for the audience was to see if they could complete 

the game—it was not initially apparent to the TPP community that completing the game was actually 

possible. While other streamers have had goals such as total completion of Donkey Kong 64 

(Tannam, 2019) or completing a game at the fastest time, these streams are often performed for 

charity purposes (Sher and Su, 2019), and it is unusual for the community around a stream to have a 

specific shared goal aside from watching the stream, unlike the TPP, where the goal is for the 

community to win the game. 
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Figure 1 – A screenshot showing how Twitch Played Pokémon appeared to viewers.  

The figure above provides an overview of how the TPP channel works. The streamer had an 

instance of Pokémon Red emulated on their desktop using Visual Boy Advance; the video of this 

game was then streamed to Twitch, allowing the game to be seen. Each Twitch stream has a 



15 
 

dedicated chat for viewers to comment; in the case of TPP, viewers can input commands (Up, Down, 

Left, Right, A, B, Select, Start) through the twitch channel chat. The commands are sent to the 

emulated Pokémon game in which the streamer is running and implemented. The comments were 

extremely fast paced with almost thirty each second8. 

Through this method, the viewers watching the TPP stream were able to play Pokémon Red 

collectively, although there was a stream lag of approximately 20--25 seconds because of how Twitch 

streamed video meant that the players were often responding to events that had already occurred 

(Saltarin, 2014). This ‘Twitch Plays’ method of play is designed for a chaotic and slow gameplay mode 

that becomes known as anarchy while making Twitch chat difficult to use for discussion because of 

the volume of commands. With Twitch reporting that there were in total 55 million views of the stream, 

with 120,000 concurrent views TPP demonstrated to the streaming site that the entire chat system 

had to be reworked (Furtner, 2017, p. 28). 

In the rest of this chapter we will look at TPP as a community, as narratives, and what can be 

learned from the available data. 

  

 
8 Total seconds recorded-1,388,940 Total Comments- 39’599’436 Comments per second- 

28.5. The twitch chat could show only 30 comments at a time and updated with each new comment if 
it wasn’t fixed in place. See table 3 for full details. 
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1.2 – The Structure of the TPP Community 

As a community TPP was distributed across multiple websites and comprised of a variety of 

individuals who had different motivations, many individuals were drawn to the novel, others nostalgia 

(Furtner, 2017, p. 16; Mallindine, 2017, p. 125), and some found TPP to be a creative outlet. How 

these individuals and websites interact with each other can help our understanding of what drove the 

distributed creativity of the community. Furthermore, we can explore the ways in which the TPP 

community, as a distributed creative community, resembles the traits of more traditional collaborative 

creative communities examine how distance and technology have caused the two forms of community 

differ and/or resemble each other. 

The TPP, however, was not only a video and chat stream on Twitch but also a community 

that formed around the twitch channel across many social media websites. To participate in the TPP 

community, an individual could play the game, discuss events, and create creative work. Participation 

in the TPP community did not require participation on a particular social media platform, be it Twitch 

or Reddit, this allowed many to engage with the TPP community in the manner they preferred. 

In this, we can see how TPP was operating as a distributed creative community. According to 

Sawyer and DeZutter (2009, p. 82), distributed creativity refers to “situations where collaborating 

groups of individuals collectively generate a shared creative product”; they further refer to the 

creativity of unconstrained groups as collaborative emergence. It is accurate to refer to the TPP 

community as a distributed creative community, as it is distributed by nature both in the real-world 

locations of its participants as well as in its online community, which exists on multiple social media 

platforms. The community became more creative as it grew and attracted more members who could 

specialise in their existing skills in prose, artistry, music, and humour. 

This section is concerned with three questions: what websites made up the TPP fandom and 

how were they governed? What type of creative community was the TPP community and, more 

broadly, the Pokémon fandom? Who participated in TPP, how were they motivated, and in what ways 

did they contribute to the event as a whole? 

The TPP, as an event, occurred over multiple websites and had many forms of participation. 

This is not unusual for a modern online event, but it is important to establish the roles that different 
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websites play in organising the community and shaping its development. Furthermore, it is important 

to understand the different websites’ choices in how they ‘governed’ their part of the TPP community 

and how they impacted discussion, creativity and minimised splits in the fandom from derailing the 

efforts to win the game. 

With the websites described, the next question is to address what kind of community TPP 

was? TPP and the Pokémon fandom as a whole are both well-grounded in remix culture, which 

creates much of the content for the fandom. This is not unusual for fandoms; however, the breadth of 

the types of remix and media involved is quite significant. Tied to this question is describing the types 

of participants, as are how they interact with both TPP and each other. This will involve discussing the 

types of involvement, the anarchy vs. democracy split, and then the different figures involved in the 

governance of the community from the original TPP Streamer to the various moderators. 

 

1.2.1 – Websites of the TPP Community 

One reason why Pokémon has become such a pervasive force in society is its characteristic 

ability to build and foster community (Elza, 2009; Diker and Taşdelen, 2018, p. 299), this is a narrative 

told both in the games and by the games (Laato and Rauti, 2021). The main components of Pokémon 

video games are 1) collecting Pokémon and 2) the Pokémon battle, both of these are facilitated by 

having a community by the ability to link the games, and it is these components that help drive the 

community’s ability to foster a community. The importance of interaction within the Pokémon franchise 

manifests in the form of widespread community building. Online battling competitions, sponsored 

events at gaming stores, and community-driven websites give fans and players physical and virtual 

spaces to meet, trade strategies, and share their love of Pokémon (Elza, 2009; Furtner, 2017, p. 33; 

Stalberg, 2021). 

In the case of Twitch Plays Pokémon, the various sub-communities that sprang up on social 

platforms throughout the stream—and the relationships that those communities fostered—have 

greatly contributed to the experiment’s rapid rise in popularity and diffusion in virtual space. As people 

with similar interests formed places in which to share TPP content, it increased the likelihood that 

such content was passed around among individuals and created virtual echo chambers that amplified 
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the effects of exposure (Lule 2016). TPP had further advantages in the speed at which it could spread 

as Furtner elaborates ‘the popularity of video games and streaming websites, the growing 

phenomenon of virality, and the universality of Pokémon as a genre’ (2017, p. 69) 

The core of Twitch Plays Pokémon was the Twitch page that hosted the stream; it is from this 

site and page that the community organises. This page primarily functions to play the game and 

provide basic information. Individuals browsing Twitch find the stream and then link to it on various 

social media sites, bringing in new participants. As the number of participants increased, the ability to 

discuss play through twitch chats decreased significantly. Consequently, discussions of the stream 

migrated to social media sites, which brought increasing attention to the stream from each social 

media site. Increasing attention has spread the TPP stream to other websites and news sites as it has 

garnered attention. Both the majority of the video and chat data from the TPP are well archived and 

readily accessible. 

Moving to the next orbit from Twitch.com is the collection of websites that are the main hubs 

for discussion, which can be split into two separate groups. The first group consists of established 

Pokémon fandom forums, sites that are wholly dedicated to the Pokémon franchise and the fandom 

(Merrick, 1999; Smogon, 2021). Many original Pokémon fandom forums are older sites often 

considered Web 1.0, which are founded by fans who are subdivided among the community’s different 

interests, collectables, competitive battling, animated shows, etc. Many such forums involve the most 

dedicated and knowledgeable members of the Pokémon fandom. 

The second group of sites are the large social media sites of Web 2.0, which provide a place 

for a broad array of communities to gather around a particular topic and have larger communities, 

unlike forums, which also typically structure discussions with likes, re-blogs, and similar algorithmic 

methods rather than the simple chronological order of forums. 4chan, tumblr, Twitter, and Reddit all 

served to spread awareness of TPP to a broader audience and provide places for discussion of what 

was happening in the game and the lore, including strategizing how to proceed. The main fan 

communities and hashtags on these sites are intended for the broadest possible audience of 

Pokémon fans in comparison to fans who would participate in a dedicated forum, as the site 

algorithmic structure would expose popular TPP community discussions to an audience that was not 

specifically seeking Pokémon content. 
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4chan was the first known site to mention TPP outside of twitch on its dedicated Pokémon 

board /vp/ (Furtner, 2017, p. 27). 4chan continued to be a site for discussion and had an impact on 

TPP. However, while 2014’s gamification would demonstrate that the site still had a major impact on 

internet discussions, 4chan’s central relevance to internet culture had already declined by early 2014 

(Chen, 2012). As a result, 4chan’s involvement did not lead to significant disruptive behaviour, as 

might be expected. 4chan regularly deletes inactive discussions, and a search of a variety of 4chan 

‘archives’ shows no discussion before April 2014 (4chan, 2022), two months after TPP Red 

concluded. Leaving any concrete analysis of the site’s discussions reliant on screen captures and 

other sites discussing what 4chan was doing. 

Tumblr is a well-established social media site that is better preserved but does suffer from a 

significant issue due to its poor archiving and searchability. It was not a site that was particularly well 

suited to strategic discussions; however, it was very effective for artists sharing their artwork on their 

personal tumblr blog, as 4chan was anonymous and reddit linked only to external images. 

Unfortunately, it has been difficult to search for specific topics and times and has suffered significant 

deletions of content and accounts since 2014. Since 2014, poor archiving has left advanced Google 

searches as the best option for finding content about TPP, which is less than ideal for gathering data. 

Twitter in 2014 still had a 128-character limit, which meant that the site was effective at 

spreading immediate information about the TPP but was possibly the worst site for discussions about 

strategies or fiction about the TPP. Therefore, Twitter was not able to serve as a major hub of 

discussion. Twitter is easier to search for and access than tumblr and better archived, although it is 

still vulnerable to the issue of data decay from users deleting their accounts and past tweets and the 

expense of accessing its application programme interface (API). 

Many of the community discussions and organisations occurred primarily on reddit. As a link 

aggregator, Reddit was designed to pull together content from other websites into a single location, 

allowing content from other sites to be readily distributed through the dedicated r/twitchplayspokemon 

community. The ability to upvote and downvote could function as an inbuilt way to promote the 

strategies and decisions the community favoured before they encountered challenges in the TPP 

stream. The ability to organise discussions by the best or newest comments provided an efficient 

platform for keeping track of popular discussions or catching up on current developments. For the 
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purpose of exploring how the TPP community discussed topics, Reddit provides our richest source 

due to both good archiving with appropriate metadata and a relative lack of data decay owing to 

community archiving (Jason, 2022). 

Outside the first orbit or websites, we hit the tertiary sites that served to bring attention to the 

TPP community as well as expand its presence. There are three particular groups of websites to look 

at this level, all of which have content related to the TPP community or creative work but are not 

intended to be a part of the discussions or TPP community as a whole. The first of these are news 

and magazine sites that reported on TPP. The TPP community wikis (Helixpedia, 2022; 

twitchplayswiki, 2022) are hubs that are useful for people new to TPP to catch up on information and 

the story of the TPP. The third group includes sites that host artwork, music, fiction, and other creative 

work, such as DeviantArt or YouTube. These sites are tertiary, as there are only a few relevant pages 

from each site and no intent to form community or discussion threads; however, they should still be 

considered a part of the TPP community as a whole, as tertiary sites also serve as ways that people 

learn from TPP and enter the community. 

Notably, as with all large internet communities, while the individual sites making up a part of 

the TPP community might appear distinct from one another, internet users are not as bound to 

singular sites as is sometimes thought. A participant in the TPP may have found the stream through a 

4chan post, logged onto Twitch to watch it, reddit to discuss it, and then tweeted out about it. 

Therefore, each site is described as a part of the TPP community and not as discrete communities of 

their own, although we only have good data for two parts of the TPP community. 
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Figure 2 – An illustration of the orbits of websites in which the TPP. 

1.2.2 – Governance of the TPP Community 

Although the TPP community initially seemed to be completely anarchic, individual sites all 

had some amount of governance. As the best available data on the TPP community come from 

Reddit r/twitchplayspokemon and the twitchplayspokemon channel on Twitch, we look at these two 

community hubs. While the less visited community forums had their own moderators, they had less of 

an impact on the community as a whole. Social media sites such as 4chan, Tumblr, and Twitter use 

thread or hashtags instead of communities, which are typically only moderated according to the site 

rules on content or harassment. In regard to the actual governance of a section of the TPP 

community, reddit and twitch are important sites to explore. 

Three groups had notable impacts on the TPP community through the actions they took. The 

first is the TPP streamer, who manages the channel and the Pokémon Red ROM, as well as being 

responsible for changing how the community would interact with the game. The administrators of 

Twitch then had a role in maintaining the twitch servers as more people joined to watch the TPP 
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stream as well as in promoting TPP across social media. Finally, there is the subreddit9 moderation 

team and the decisions they make to keep the community engaged and civil. 

TPP’s streamer is likely the most contentious governing body of the TPP event because of 

the introduction of the democracy mode of play. The TPP Streamer was the individual who set up the 

original anarchic input system at the outset of TPP; however, the TPP Streamer did not set up 

anarchy out of any ludic10 or community logic and thus introduced democracy to make the completing 

the game more achievable (McWhertor, 2014). The streamer chose to add a better method for the 

TPP community to decide on actions when they felt that the TPP community might not be capable of 

completing the game due to the difficulty the community had in navigating Team Rocket HQ’s maze 

near the midpoint of Pokémon Red. This was due to a puzzle that required players to navigate a 

complex maze where a single incorrect step could completely reset the community’s progress. 

The decision to enact democracy as a means of voting was met with significant protests and 

Start9 riots by the community. The Start9 riots used the democracy voting system against itself, as the 

community could string button inputs together, so Start9 would simply open and close the menu nine 

times if enough of the community inputted it as the next command. 

For many in the community, the aim of TPP was to show that players could win the game 

despite the chaotic nature of play. Democracy instituted a system where players voted on the next 

move, which significantly lessened the difficulty of distributed play. To many, this felt like the entire 

experiment was undermined. They would never get to know what would have happened under the 

initial conditions. Notably, while TPP is often described as a social experiment, the change from 

anarchy to democracy partway through TPP means that social experiment cannot be an accurate 

depiction of the community and its work, as the conditions of the experiment were changed part way 

through; rendering any insights into how the community played limited from a scientific perspective. 

Aside from the notable shift in how the community input commands, the TPP streamer also 

played a normal administrative role in maintaining the stream. There was lag and down time that had 

 
9 A subreddit is a community on Reddit that is focused on a particular topic that users post 

content and discussions to. 
10 Ludic as in relating to play, in this case both the gameplay of Pokémon Red and the play of 

TPP as well. 
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to be minimised, and on occasion, the stream went down entirely owing to issues with the growing 

player base and lag. 

The TPP streamer was removed as the main administrator years after the initial TPP stream 

due to allegations of doxing (Jackson, 2017). The TPP Streamer is an unusual example of 

governance, as they had complete control of the stream and utilised this to bring about radical 

changes; however, overall, they remained largely hands off when it came to the community during the 

initial stream and allowed the community to develop largely independent of their input. 

The Twitch company is the next significant governing figure for TPP. They largely remained 

hands off as well and left the TPP stream run. Their primary roles were to promote the stream as an 

example of what their site could do and to ensure that the website could sustain many viewers for a 

single streaming event. Importantly, TPP played a role in the company being acquired by Amazon, as 

the TPP’s large viewer base demonstrated Twitch’s ability to keep the stream online. 

Away from both the TPP streamer and the Twitch staff, the community organised on reddit. 

The subreddit r/twitchplayspokemon was created, and like all subreddits, it has to have a moderation 

team and rules even if those rules are limited. Reddit as a major social media site comes under 

significant criticism for its moderation, and administrators with communities frequently protest 

moderator decisions (Squirrell, 2019) and reddit users clashing with administrators over the site’s 

direction (Centivany and Glushko, 2016). In the case of TPP, however, the moderation was largely in 

line with community needs and aligned with factors that have been found to be conducive to 

successful collaborative creative communities. 

The main action taken by the moderation team was to ease discussion and communication. 

There were live action reports of major events. The most important developments were stickied, 

meaning they were always at the top of the subreddit page. There were discussion threads that 

existed expressly for catching new participants up on what the TPP event was and the lore around it. 

The moderation team took on the role of facilitating communication in the community more than they 

focused on moderating discussion. 

There is an important distinction between positive and negative moderation. Moderation 

ideally facilitates discussion, establishing rules and norms for a community and removing content that 

does not fit into the established community. Moderation is usually the pruning of off-topic or 
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aggressive discussion, a style of negative community governance in which comments and topics that 

hinder productive discussion are removed. However, pruning discussion is not all that can be done to 

facilitate discussion. Positive community governance can facilitate discussion through the addition of 

things to the community, such as creating posts that focus discussion on major events or creating 

pages so that new community members can be caught up with what has happened to date. 

Traditionally, moderation covers both terms; however, it is important to separate the two terms, as 

while positive and negative moderation are both conducted by the same individuals governing a 

community they are seen and received differently, which must be recognised to understand how a 

community interacts with its governing members. 

 In the case of TPP the subreddit governance was incredibly important, as it focused mainly 

on positive facilitation. This style of moderation is not necessarily the correct way to moderate, but for 

distributed creativity communities this style matches the handoff leadership style that is often seen in 

collaborative creative communities (Schrage and Schrage, 1995, pp. 155–157). This indicates that if 

more negative governance is used, it could affect the creative output of the community and distract 

from the community’s central aim. 

It would be easy to create a hierarchy of TPP community governance into three groups: those 

governing Twitch.com, the TPP streamer governing the stream, and the subreddit moderation team. 

However, this hierarchal view of community governance obscures the importance of community 

governing itself. As shown, the TPP community was able to protest effectively to ensure that anarchy 

remained and that the TPP streamer would be removed from the community in later years, and the 

r/twitchplayspokemon moderators had no way to prevent the community from creating a new 

subreddit for the community if they felt that the moderation was in excess. It may be more useful in 

this case to look at the governance of the community as facilitators, be it the Twitch staff maintaining 

the hardware, or the moderators helping the community discuss events. 

Additionally, the concept of community governance extends throughout the TPP community 

from the approval and sharing of narremes (Rosenbaum and Semiotic Society of America, 2019) or 

the community beginning to disfavour certain narremes, such as that of the player character as a 

robot. The audience of the TPP stream could only be maintained through consent, meaning that it is 
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likely that anyone attempting to use their power too blatantly risked derailing the entire short-lived 

community. 

 

1.2.3 – Creative work in TPP 

The differences between internet users have often been an area of interest for researchers 

and are important for understanding how social media interactions work. The internet is not used the 

same way by different users. A study conducted in 2014 indicated that 1% of users generate 73% of 

internet content, 9% generate 25% of content, and the remaining 90% of users contribute only 2% 

(Nielsen, 2008). This finding by marketing groups has been born out in academic research into digital 

health support networks (van Mierlo, 2014), which indicates that this finding can be assumed to be 

accurate across internet communities. The importance of this finding is summarised as follows: 

“Superusers generate the vast majority of traffic and create value, so their recruitment and 
retention is imperative for long-term success. Although Lurkers may benefit from observing 
interactions between Superusers and Contributors, they generate limited or no network value” (van 
Mierlo, 2014, p. 6). 

In regard to TPP, we must acknowledge that not all participants interacted in similar or equal 

ways. While it is important to explore the community as an actor itself, it is also useful to explore 

individual participants’ ways of engaging with TPP. The different types of participants are related to 

different motivations and websites, but these motivations and websites are not easily divisible into 

clear groups. 

TPP, as a creative community, is naturally still reliant on individual contributors. There are a 

few broad traits we can assume about those who contributed to the TPP community despite the 

community’s playthrough lasting only 17 days. There was a significant amount of content made in a 

short period of time, which relates to the Pokémon franchise and fandoms preexisting traits. We will 

now consider the traits that were common in the TPP community’s contributors. Pokémon Red was 

targeted at children around 10 years of age in 1995 (Laato and Rauti, 2021); by 2014, this was the 

age cohort of 24–30 years. In 2014, this age cohort was the largest and most active age group online 

(Smith, 2014). Pokémon fandom, owing to its size and global reach during the early days of the 

internet, has fans ranging from casual to very committed in large numbers across the globe. This 
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means that an internet event (TPP), on a platform aimed at the same age cohort (Twitch), has an 

extremely large potential audience. 

The prevalence of Pokémon among the 25–31-year age group further benefitted for the TPP 

community. First, such a large fanbase will include artists of many different styles and interests, many 

of whom must have already practiced their artistry inspired by Pokémon. Second, as the audience of 

TPP grew, it naturally created an incentive for artists to invest their time in appealing to a large 

audience. None of this is particularly unique in affect; however, it is unusual in scale and speed. The 

creators of ROMS and emulators targeted an older and more technologically savvy audience than the 

average 10-year-old Pokémon advertised towards. We can see that many older fans may have been 

recently reinvigorated to join the Pokémon fandom due to the most recent generation of Pokémon 

games, which were released in October 2013 and became the 3DS’s fastest selling game (Karmali, 

2013) and Pokémon GO two years later would also draw people back to the franchise and childhood 

dreams (Vaterlaus, Frantz and Robecker, 2019). The sixth generation of Pokémon games was the 

first to transition to a 3d art style, replacing the sprite-based graphics that the mainstream games had 

kept until then. Additionally, for the first time, it became possible for a player to acquire all Pokémon 

that existed in a single game without requiring close contact with another player. These two factors 

combined revitalised interest in the Pokémon franchise in advance of the TPP. 

Following TPP, we have further examples of both the broad popularity of franchises and the 

effect on TPP. Less than a month after TPP Red was finished Google ran an April Fool’s event where 

users caught Pokémon on the basis of Google Maps’ locations (Gorey, 2014). Considering the timing, 

there was ample speculation that TPP was a major inspiration for the April fool’s joke, and later, when 

the mobile game Pokémon GO came out, it was assumed that this project was heavily inspired by the 

Google event. When Pokémon Go was released, it was readily taken up by mobile users and has 

become one of the most successful mobile games to date (Kumparak, 2019). These events around 

TPP highlight that in addition to actively involved Pokémon fans, there was a revitalised interest in 

Pokémon shortly before TPP and after TPP. This indicates that the Pokémon franchise was 

experiencing a revitalised interest at the time, one that would recapture an audience from the now 

older players who played the original Pokémon Red. This provided TPP an established bas of fans 

and artists to begin with who were well familiar with the material and some of whom must have some 

artistic training. 
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Fan art is a useful indicator of how TPP was both grounded in the Pokémon fandom and in 

the broader remix culture of the internet (Doerr, 2011). Typically, fan art is used to refer to the 

creations that fans of a work create in homage (Leonard, 2018, p. 1; Seymour, 2018, p. 99), but the 

term is somewhat inaccurate to apply to TPP, as arguably all the works made by TPP players of TPP 

helped create the narrative and events of TPP and, as such, are not just fans of TPP. However, the 

term fan art is still useful for describing the creative work that came from the TPP community, as it can 

also be argued that, in many cases, the creators of one artwork were fans of someone else within the 

community’s work (Noppe, 2011, p. 13). Consequently, the term ‘creative work’ will be used 

throughout this thesis. As all of the creative works were made by community members and helped 

shape the work—in contrast, terms such as ‘fan art’ or ‘fanwork’ are commonly used to refer to works 

that are reflective or adaptive of an established creative product. The term ‘work’ is similarly used to 

avoid having to determine what qualifies as art. While defining art is a valuable topic, this is not within 

the scope of this project, and many definitions could preclude some of the creative work performed in 

planning gameplay. 

The first examples of fictionalisation was humour-based. Each Pokémon caught can be 

named, but the community cannot use the controls to name the Pokémon beyond gibberish text. This 

meant that the community had to find a consensus on what to nickname Pokémon on their team, 

sometimes taking inspiration and other times focusing on what was most funny to them. Figure 3 

below is a wallpaper posted to the subreddit by the user larunex and shows how Pokémon’s name 

could take shape, for example, the Pokémon named ‘AAAAAAAAAA’, a text string that could be seen 

as reminiscent of the catchphrase of Happy Days (‘Happy Days’, 1974) character the Fonz, ‘Ayy!’, 

leading to the Pokémon being nicknamed The Fonz and eventually depicted in artwork clicking his 

fingers in a manner reminiscent of the character. The community naturally built on each other’s ideas 

in this way, coming to create shared creative works that began with simple issues, like naming. 
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Figure 3 – Image of the final team made from several artists’ works (larunex, 2023). 

1.2.4 – Viewer, Player, Artist, Moderator 

For TPP, four forms of engagement can be readily identified: the viewer, the player, the artist, 

and the moderator. It is worth noting that these are not fixed roles that a participant occupies, but 

forms of engagement that could change moment to moment. This distinction is important as it also 

highlights that a participant could both help author a part of the narrative, while also being mostly a 

reader of others works. The roles of viewer player, artist and moderator describe what a user is doing 

in a moment, not a fixed attitude that an individual user holds to. 

The viewer is the first core role and comprises most of the participation. Viewership is 

traditionally described as a purely passive role where a participant simply consumes content. A simple 

relationship that is quickly complicated with online content and TPP. A viewer of the TPP channel 

promoted both the TPP stream and the Twitch platform simply through viewing the TPP and having 

the stream appear higher on the main Twitch page; in this way, viewers also serve to promote 

passively. Additionally, we cannot solely see TPP viewership as passively watching the stream. 

Passive participation on other social media platforms, such as Twitter and Reddit, is also a part of the 

viewer type of participation, even if it solely consists of liking, sharing, upvoting, or downvoting. 

The participants were focused on the ludic elements of TPP, i.e., the players, increasing the 

direct participation from simply passively viewing content. Player participation involves all 

engagement, from simple attempts to beat an immediate obstacle to those who are considering 
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issues such as how to acquire a water Pokémon to progress to the seventh gym, as well as those 

who are actively involved in the clash between democracy and anarchy. The active player level of 

engagement is more involved, but participants may be only engaged at this level for a few hours, or 

they may have been active players throughout the duration of TPP Red. 

Viewers and players make up the bulk of how the community interacted with TPP, but two 

other methods of engagement are vital to the community’s success. Viewership requires no particular 

knowledge or skills, though play could involve both. The creation of artwork and the governance of the 

community require both. 

Artistic participation is a vital component of the community, as it creates more content to 

engage other members of the community. In TPP, this is most clearly represented by the fanart, but 

artistic engagement is also represented in prose descriptions of events, music, and memes shared by 

the community as well as other creative work. Artistic forms of participation are different, as they are 

not just simply participation in the event; rather, they add to the community by expanding on the ways 

in which the community engaged with TPP. The artistic community largely concerned itself with the 

fictional aspects of TPP, but also in the discourse and gameplay just as readily. 

Artistic participation is naturally an outgrowth of viewership or play forms of engagement. As a 

section of the community, artistic participation requires a level of skill that is developed before and 

outside the TPP community. The community did not encourage the development of artistic skills 

because of its brief existence; it relied on the existence of these skills’ prior existence, in the case of 

The Helix Choir TPP served as an inspiration to create art rather than to learn the skills (Dou, 2017, p. 

39). The community provided a subject and audience for preexisting artists to engage with. As the 

Pokémon fandom encouraged many people to engage with Pokémon artistically, meaning that the 

TPP community had a significant base of artistically disposed participants. The skills individuals 

brought to the TPP community could have been as simple as understanding how to add text to visual 

memes or be as complex as being able to draw or compose music. 

The last form of participation was in the governance of the community. The governance of 

internet communities, and fandoms, is unusual compared with how governance typically operates in 

traditional media and communities. Fandoms and internet communities are governed mostly by 

volunteer moderators, who are generally unelected, and often, there is little way for the community to 
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remove them. It is thus unsurprising that they often find themselves at odds with the community 

(Plackett, 2018; Squirrell, 2019; Gilbert, 2020). In the TPP community, these volunteers are governed 

according to the established structure of the social media platform. Consequently, the community is 

self-organised according to the constraints of the platform. 

Moderating any social media platform requires a few skills to do effectively, as well as a large 

investment of time. TPP as a community benefitted significantly from both preexisting Pokémon-

related communities and hashtags on social media. This meant that there was a preexisting group of 

participants experienced in organising a large community. Those who participate through governance 

are significant assets to most internet communities to facilitate community ideas and prune off-topic 

discussions. In the TPP community, the existence of well-organised and maintained communities was 

vitally important for facilitating discussion and keeping participants updated on current news. 

 

Although moderation is not often considered a part of aiding creative endeavours, it is worth 

considering the following: 

“There are two ways of being creative. One can sing and dance. Or one can create an 
environment in which singers and dancers flourish” (Bennis and Biedermann, 1997, p. 77). 

With respect to the TPP, we can identify three forms of governance and determine how the 

platform impacts governance. The first is Twitch itself, which by its nature requires an individual user 

to maintain a stream. This is naturally an authoritarian style of governance, which can be seen in how 

the TPP streamer was able to change to the input system from anarchy to democracy overnight 

without any consultation with the community (McNally, 2014). The Twitch page had a singular 

governing individual who had complete responsibility and control of the stream. 

The r/twitchplayspokemon subreddit requires a hierarchy between users and moderators, and 

generally, the larger the subreddit is, the more moderators are required to govern the community. This 

group is by the site design oligarchical, and typically, it is the current moderators who select new 

moderators by whatever means they see fit. Subreddits may approach governance in a light-handed 

manner, avoiding the need to enforce rules, or they might have extremely exact standards and 

remove all content that fails to meet near academic standards as r-/askhistorians do (Gilbert, 2020). In 
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both cases, however, the moderators are a small subcommunity that can change rules and enforce 

them without input from the community if they wish. 

Sites such as Tumblr and Twitter use hashtags, making for significantly more self-organised 

communities that lack a hierarchy or established leadership. Users and posts that use relevant 

hashtags are, for the most part, popular solely because the community enjoys a particular post 

without any obvious method of organising a database. This can seem like a highly libertarian or 

anarchic community, but it should be kept in mind that this form of governance is a function imposed 

by the design of the social media platform. Social media platforms have their own concerns and can 

remove content and rank and organise tweets according to unknown algorithms; creative communities 

of many kinds simply have to adapt to the platform. 

There are additional sites that have other base structures that impact how parts of the 

community are organised. These include sites that hosted artwork, news articles and YouTube for 

those who were documenting the event. However, only 4chan is a remaining hub for the TPP 

community. 4chan’s /v/ and /vp/ boards hosted significant discussions and were organised into video 

games and Pokémon games. It is difficult to know what role the 4chan community janitors may or may 

not have had, as community janitors often choose to remain a hidden force on the site. 

The diversity in governance is interesting, as it allows the community to exist on many 

different platforms, allowing participants to engage with TPP in the manner that they prefer. This also 

meant that the different governing methods were able to provide the community with their different 

needs. However, the core of the TPP remains the twitch stream, which the TPP streamer has 

absolute control over. This led to the most fundamental divide in the community. 

1.2.5 – Anarchy vs. Democracy: The TPP Community’s Core Conflict 

The participants of TPP can be broadly divided into those who advocated anarchy and 

democracy as a mode of play. This divide was rooted in the mechanism that determined how the 

game interpreted inputs, either every input was implemented, or a vote was taken about which input 

to next take. Both were represented in the community by a fossil item in the game: Helix for anarchy 

and dome for democracy (Dou, 2017, p. 4). This section aims to highlight how the community became 

divided and how this divide speaks to the core aim of the community being interpreted in different 
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ways. There was a minority group known as Old Amber (Dou, 2017, p. 29), which was based on a 

third fossil that could be picked up later in the game. The Old Amber group advocated balance but 

failed to find any significant support. This group is an example of smaller narratives that could exist 

within the broader TPP community. 

The aim of the TPP community was to ‘beat Pokémon Red as a community’. This aim is an 

innate component of the TPP concept itself. However, the interpretation of how to achieve ‘beat 

Pokémon Red as a community’ was not universal across the community. The initial voting system, as 

anarchic being replaced by democracy unilaterally by the TPP streamer, highlighted that an unsaid 

part of that aim for many players was ‘to beat Pokémon Red as a community under anarchy’. Until 

democracy was introduced, it was not even thought that anarchy existed in the TPP community, as it 

was only given that name when an opposing system emerged. 

For a section of the community, the aim of the TPP was for a community of players to 

organise and beat the game. For victory-motivated players, the addition of democracy was not an 

issue. However, many players saw the aim of completing the game under the same conditions that 

they started with to be an essential part of the game. Simply completing the game did not matter if it 

was not under the anarchy conditions, changing the methods of mid-game to democracy to 

fundamentally spoil the experiences of anarchy-motivated players (Aiken, 2014). 

The community would be divided, and the divide would fuel the artistic and fictive 

interpretations. However, aside from the start9 riots, the change to democracy would also result in 

attempts to ‘troll’ the stream. This division took a central stage but never managed to derail the basic 

aim of the TPP community. The most prominent example of this trolling was the streamer, Destiny. 

Destiny intended to use the democracy mode of play to release the player’s best Pokémon by having 

his fans vote for democracy and then coordinate to deliberately release Pokémon. This trolling 

attempt failed, although it ironically occurred shortly before the Bloody Sunday, when the community 

unintentionally released many of their own Pokémon without the intervention of trolls (Hernandez, 

2014). Destiny’s failure could be seen either as an example of the difficulty of organisation that the 

TPP community was already struggling with or as an example of how anarchy protected the 

community from manipulation. 
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The failure of the anarchy/democracy divides to derail the community is very interesting and 

may point to the bulk of the community favouring middle ground over either side. Most participants 

favoured an input method, but the community could recognise that both had advantage. This allowed 

the community to focus on the largely immaterial fictional divide rather than on divides over issues 

that did have the potential to damage their ability to succeed, a sort of moderate conflict that did not 

hinder progress (Farh, Lee and Farh, 2010). AN example of a significant conflict such as the choice to 

try evolving Eevee, had a much greater impact on the participants’ ability to complete the game and 

the fictive narrative. The divide over anarchy and democracy fuelled creativity and discussion, 

allowing a level of engagement that might not have occurred without this safe conflict. Importantly, 

this divide occurred because the community did not have a say that democracy was being 

implemented. The start9 riots led to a voting system allowing the community to choose between 

anarchy and democracy meaning this conflict was initially more intense, and the conflict did derail 

short term goals while leading to the innovation of the Star9 input allowing a group to derail goals (De 

Dreu, 2006).  

This is an important reminder that the TPP community was entirely subject to the decisions 

and actions of the TPP streamer. The community did not have control over the game their community 

played until after the TPP Streamer was removed long after TPP Red. This is important not only for 

understanding the community but also for understanding the community’s reaction to the TPP 

Streamer’s interference. Considering 4chan’sinvolvement in spreading the stream, it can be assumed 

that many of the early participants shared the 4chan community’s interest in absolute free speech and 

in anonymity and ephemeral ‘chaos’ (Bernstein et al., 2011). These methods are manifested by the 

start9 riots, but they also occurred because many early members of the community were suddenly 

reminded that they had limited control of TPP. 
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Figure 4 - The beginnings of the Start9 riots. 

This sudden change to democracy demonstrated to the community that they were not an 

anarchic group trying to beat the game. Nor were they a democracy. They were the audience that 

could participate according to the rules established by the TPP streamer. Anarchy and democracy, 

becoming a fictional divide with a ludic component, allowed the TPP to continue , avoiding the 

community becoming focused on the split in political/philosophical ideas. 

 

1.2.6 – User Navigation of the TPP Community 

With the websites that together formed the TPP community’s structure and how they were 

governed, the way that a user may have navigated through the community and its related websites is 

worth exploring to understand how the loose association of websites would have been approached by 

a user. 

Although it has become a much more prominent website in internet culture and in the 

development of streaming, Twitch was a more niche site for gamers of a younger demographic. 

Streaming was difficult to view by mobile, so the most likely visitor to twitch.com in February 2014 was 

a young PC user with an interest in games who we would call Green. Green might have a few games 

that they either cannot play on their personal computer. Checking new streams Green would find the 
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TPP and, curiously, click on the channel. After some slight confusion, they might input commands into 

chat and enjoy trying to help guide the character. 

After this, Green might think about their other social media and travel to Twitter or Facebook 

to share the strange new stream they had found. This would be mainly to attract new viewers rather 

than to start any in-depth or open discussion. Twitters’ character limit makes it best for obtaining 

news, and Facebook is good for spreading the stream to family and friends. Green might have gone 

to forums they were a part of, and if they were artistic, they might have been inspired to post artwork 

they made to DeviantArt or Tumblr. If Green wrote any articles, particularly for sites related to gaming, 

they might have decided to write an article for the site on the basis of this unusual new stream. 

However, Green has a problem. The TPP stream is nonstop; they cannot always keep 

watching it they need to work, eat, game, and sleep, with the greatest interruption. This is when they 

might decide to finally make a Reddit account, hearing that the r/twitchplayspokemon subreddit post 

discussions to keep updated every day. Stopping to Reddit before the stream is not only good for 

quickly checking out what is new in the stream, but there are also memes and comics being posted 

that build on the stream with comedy and drama. 

Green then finds that the subreddit also helps organise things so that they have a plan of 

what to do next in the stream. The chat moves too fast for Green to get an idea of what people 

actually are trying to do, mostly it’s just a fast-moving list of commands and people saying, ‘praise the 

Helix’. It’s a much better site for discussing what is going on with the stream, and Green keeps the 

subreddit open in a tab to refresh when they get a chance during the day. 

When TPP truly starts to take off is when Green hears it briefly mentioned outside of the 

internet. Around this time, the stream changed, and the community divided as anarchy and the Helix 

battled with democracy and the Dome. The reddit community means that Green knows to spam the 

chat with ‘Start9’ to riot until anarchy is reinstated thanks to infographics posted to the site. The 

stream is more fun than ever now that it feels there are stakes and something that they are struggling 

against now. 

The story and memes become slightly convoluted, so Green helps set up a Wikia site for the 

TPP so that new viewers know what has happened and who the characters are and keep a record of 

what has happened. Green has never seen anything like TPP and hopes that a simple Wikia will keep 
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a record of events and ensure that people know Dome and democracy’s ‘lies. By the time the stream 

ends, Green is happy to see that others have preserved the chat and video, and the community is 

trying to keep things going by playing a Pokémon Crystal. 

Green’s hypothetical experience shows how a link aggregation site can become a very useful 

hub for a disparate community such as TPP. This provides not only a forum of discussion for the 

community but also an obvious place for bloggers and artists to post links to their work and find 

attention from a community looking for content. The /r/twitchplayspokemon subreddit by its nature 

acts as a better centre for the community than Twitch itself does, as the subreddit preserves and links 

fandoms work far better than Twitch does. However, the actual footage was preserved by Twitch 

when the popularity of the streams was noted. 

Importantly, many internet users are quiet users who do not comment or participate 

significantly (van Mierlo, 2014). This means that in Twitch chats, quieter users’ voices are not heard 

because of the nature of the chat. However, Reddit’s up- and downvote system provides a low-effort 

way for users to indicate their approval or disapproval of content. The constantly flowing comments on 

twitch chat contrasted with the voted-on comments on reddit do interestingly reflect the anarchy and 

democracy divide across the TPP community. In many respects, these comments can serve as a 

rough tool for determining what ideas thrived among the community, both artistic and strategic. Other 

members of the community could have a very similar type of experience as Green but without having 

any significant interaction with the community. 

Reddit as with all social media sites, has its criticisms. The upvote and downvote mechanism 

is not intended for approving or disapproving of content; however, it is the practical reality of how it is 

used by users (Reddit.com, 2021). This results in non-mainstream opinions being marginalised in 

favour of the community’s dominant views (Mills, 2011). In the case of TPP, this effect can be seen as 

the community editing the developing narrative without a central group deciding on canonicity.  

The different websites used by TPP fans served different purposes for users: Twitch hosted 

the stream, Twitter and others promoted it, Reddit and 4chan helped the community organise, and 

many sites hosted creative work and articles that spread knowledge about the TPP. Members of the 

TPP community, such as Green, used these sites to enhance their experience with TPP. 
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It is important to understand how the community was structured in order to understand both 

how the community worked and how an individual interacts with that community. 

  



38 
 

1.3 – The Narratives of TPP 

In exploring the distributive creativity of the TPP community, it is useful to look at the 

narratives that the community created, as it helps us understand in more detail the creative value in a 

community-authored text. TPP’s narratives are the creative works of the community, the recording of 

the game the community played, the fiction and creative works created, and the community’s 

discussions. Each type of narrative relates to and relies upon the other narratives, but separating 

them is important for clarity and to avoid any description of events being convoluted by tangents. It is 

only after the completion of the game that it is possible to interpret the narrative, as at the time of the 

narratives were being created their final form couldn’t be known. Complex digital narratives such as 

TPP are not necessarily complex because of their content, but they are complex due to the sheer 

amount of content that exists that relates to a narrative lacking a definitive form. TPP is an example of 

a story being told by many people in many places using many digital platforms and tools. The 

importance of disentangling and breaking down TPP into distinct narrative levels (Genette, 1990)  and 

narremes (Dorfman, 1969; Rosenbaum and Semiotic Society of America, 2019) is that it helps to 

highlight the creativity of the TPP community by showing the simplest narrative of gameplay events 

contrasted against their fictional counterpart. This method also helps us begin to understand how 

digital forms of narrative are experienced11, which is increasingly important to attempt to address, as 

interconnected digital narratives are the dominant form across current society. 

As outlined in the previous chapter, the TPP community contains a multitude of narratives, 

which are interrelated. TPP’s narratives can be categorised as belonging to different narrative levels , 

defined by the narrative’s relationship with the community’s participants and the medium in which the 

narrative existed. The ground level of the TPP narratives is called the ludic narrative; the ludic level 

describes the literal and definitive events that happened on the TPP stream and can be verified by 

looking at the archived footage. The discursive narrative is an intermediate level. The discursive level 

consists of the various discussions that occurred among the TPP community in their social spaces. 

The discursive level is the intermediate level as the discussions the participants had effects and is 

affected by the events of the ludic narrative as well as effecting and being affected by the fictitious 

narrative. It is the discursive narrative level where the majority of the TPP community’s conflicts over 

 
11 A depiction of how an individual experiences their hyperdiegetic narrative is in chapter 4. 
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anarchy and democracy were played out. The fictitious narratives are the topmost narrative level, 

having some effect on the lower levels, but it took time for the fictitious versions of ludic events to be 

fictionalised such that fictitious narratives typically affected later events in the ludic narrative. As there 

is no authorial figure to establish a ‘correct’ version of narrative events, the fictitious narratives are 

fractured and contradictory, and it is for each individual to determine what they consider to be the 

correct version of events out of the various narremes that exist in the narratives. 

Beyond this is the hyperdiegetic narrative level is where the individual constructs their 

personal interpretation of events from the various narremes according to what could have happened 

(Hills, 2002, p. 137). With the fictional narrative consisting of comments, comics, and music that 

highlight individual events, there is no singular fictional narrative of the whole story of TPP. Though 

later summaries would exist that favoured particular interpretations. It is the nature of distributed 

creativity that the final arbiter of the narrative will always be each individual who experiences the 

community’s narremes assembling their narrative at the hyperdiegetic level. 

The purpose of this chapter is to describe the narratives in plain text, considering the length of 

time of the recorded play of TPP, and the disjointed nature of the discursive and fictitious narratives, it 

is necessary to communicate TPP’s narratives in a clear manner for the purposes of this research. 

This also serves the purpose of demonstrating how each narrative level is built upon the other. 

The ludic narrative will be described with citations to the particular time that an event occurred 

and as clear and simple a language as possible. The discursive narrative will make use of comments, 

images, and news articles to show how the discussions developed and changed the TPP community 

over time. The fictitious narrative will be described as prose fiction while making sure to refer to the 

more common different interpretations of events. As the nature of the hyperdiegetic narrative is 

related to the understanding of the creative engine, and how individuals relate to distributed creativity 

this will be explored in chapter four. 

1.3.1 – Timeline of events in TPP 

Before engaging in describing the narratives a timeline of events is presented here listing the 

events of the game next to the community events. 
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Table 1– Timeline of events 

Start Date 
12/Feb/2014 

Game Events Community Events 

00d 09 h First Pokémon Gym Challenged in Pewter City TPP first mentioned on 4chan’s 
/vp/ board 

00d 10 h Gym Leader Brock Defeated TPP mentioned outside of 4chan 
on GBAtemp 

01d 05 h Helix Fossil is acquired Viewer count begins to rapidly 
rise from 20 to 300 viewers 

01d 06 h 1000 viewers reached TPP mentioned on GameFAQ’s 
and Reddit 

01 18 h 2nd Gym Leader Misty Defeated N/A 

02d 00 h N/A /r/twitchplayspokemon subreddit 
created 

02d 11 h 3rd Gym Leader Lt. Surge defeated Stream goes offline for some 
hours due to an accidentally 
triggered soft reset 

03d 07 h Players eventually clear The Ledge, a minor 
obstacle turned major. 

N/A 

04d 00 h 4th Gym Leader Erika Defeated N/A 

04d 01 h Eevee acquired, A Pokémon they hoped to 
evolve into a crucial water type 

N/A 

04d 14 h Eevee evolved into the fire-type Flareon Eevee named as The False 
Prophet 

05d 00h Democracy introduced, and attempts to release 
The False Prophet result in the loss of many 
Pokémon 

Start9 riots begin whenever the 
stream enters democracy mode 
to protest the change 

06d 02 h Team Rocket Leader Giovanni defeated Simultaneous viewers reach the 
all-time height of 123,224 

08d 06 h 5th Gym Leader Koga Defeated N/A 

09d 13 h Team Rocket Leader Giovanni defeated a 
second time 

Community starts to plan on 
catching the legendary Pokémon 
Zapdos 

09d 17 h 6th Gym Leader Sabrina Defeated N/A 

10d 7 h Zapdos caught under anarchy mode Throughout the day a streamer 
named Destiny attempts to troll 
TPP by having their followers 
vote for democracy to release the 
community’s best Pokémon but 
leaves after four hours 

10d 17 h Twelve Pokémon lost during attempts to add 
Zapdos to the Pokémon team 

N/A 
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Table 1– Timeline of events (Continued) 

11d 10 h Helix fossil resurrected as the Omanyte 
Pokémon nicknamed LORD HELIX 

N/A 

12d 8 h 7th Gym Leader Blaine defeated N/A 

13d 13 h 8th Gym leader Giovanni (Leader of Team 
Rocket) Defeated 

N/A 

15d 17 h After some difficulty the players make it to the 
Pokémon league. 

N/A 

15d 19 h Famed defeat of fourth member of the Elite 
Four by the Pokémon ATV. Players then 
defeated by Pokémon Champion Blue. 

N/A 

16d 7 h Pokémon Champion Blue defeated, Players 
Pokémon enter Hall of Fame, credits for the 
game play. 

Game ends with 92,588 viewers 

1.3.2 – Limitations of Describing the Narratives 

Having discussed the forms and levels of the narrative, we must first address the limitations of 

describing the content of the narratives of the TPP community contemporary to 2014; as well as the 

limitations that are presented in creating an accessible summary of TPP’s narratives. The immediate 

consideration is how to discuss the narrative events of the game Pokémon Red, as they were 

expected to be experienced by a player. The first option is to separately explain the narrative of a 

standard playthrough of Pokémon Red and then to discuss the playthrough that the TPP community 

experienced. However, this method results in significant and needless repetition, as the ludic events 

of the TPP community’s playthrough are quite similar to an individual player’s experience. The 

unusual effects of the TPP community’s mode of play should be clear to any reader. 

The next issue in addressing the ludic narrative is the method of citation. The ludic events are 

recorded as a series of timestamped videos covering the majority of the 16 days and 9 hours of the 

playthrough. When I reference significant events, I will relate the timestamp and the video where the 

particular event can be seen. To do this, I will cite in the following manner [day hour minute second, 

video number], for more important events that occur over a number of hours, I will shorten the time 

stamp to a particular frame of reference [day hour-day hour, video number range]. This method 

should be useful both for being able to verify the events described here and for providing a sense of 

time for the playthrough. 
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Another issue that has no available workaround is the simple loss of data. Twitch does not 

archive chat or video data by default. Consequently, there is a period of time known as the ‘lost days’ 

(lostmediawiki.com, 2019) describing the period before the TPP channel gained much attention where 

the chat and video was simply not archived. For some of the lost video, there are no images baring a 

few screenshots and gif files until 1 day, 11 hours, 55 minutes and 48 seconds [1d 11 h 55 m 48 s, 1]. 

The Chat data begin slightly earlier at [01d 07 h 48 m 18 s]. However, the events are broadly known, 

and it is important to recall that while important events occurred during this time, for both the 

Discursive Narrative and the Fictitious Narrative. Notably, in addition to minor mentions on 4chan that 

are unrecorded bar a screenshot, the first discussions on GameFAQs and then reddit occur after [01d 

06 h], and the /r/twitchplayspokemon subreddit was established eighteen hours later at [02d 00 h 54 

m] 

 

Figure 5 - GBAtemp-second mention of TPP off of twitch site. 

The discursive narrative will be discussed in the context of its most notable discussion in this 

section will describe the broader events, however it is also the comments and chat of the discursive 
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narrative that provides useful data on the TPP community. The discursive narrative involves the 

process by which memes, narremes, and community conflicts begin to emerge by looking at 

particularly prominent discussions and news articles that highlight the discussions that the community 

and outside sources considered particularly relevant. This will primarily make use of 

r/twitchplaysPokémon’s highest-rated discussions from the time period, news articles from prominent 

sources, and other social media discussions where relevant. The discursive narrative had effects on 

the mode of play the community engaged with, as well as the themes that became prominent in 

fictitious narratives. 

The fictitious narrative will be presented as one individual’s hyperdiegetic interpretation of 

events. The presentation of the narrative aims to tell the complete fictional story while making 

concessions to other notable alternate interpretations of events to convey a relatively balanced 

narrative. The choice to create a new interpretation is due to two particular issues. First, many 

prominent prose or video interpretations are also written after the time this case study looks and with 

an individual’s bias as part of their interpretation. Second, the disparate narremes and creative works 

have to be brought into an encompassing narrative structure to be readable to an individual who is not 

experiencing the narrative the was the TPP Community in 2014 did. 

The practice of adapting a narrative that originated in a digital space for an academic journal 

is needed, either to present the commentary from a community about a work such as Shakespeare 

(O’Neill, 2015) or to communicate creative work intended for an interactive digital space for academic 

analysis through a journal (Allen and O’Sullivan, 2016). In this thesis, it is necessary to communicate 

community commentary and creative work for any analysis to proceed. 

1.3.3 – The Ludic Narrative 

In this section, I will outline the ludic narrative. To discuss the missing events will begin with a 

summation of the events of Pokémon Red (Tajiri, 1996). The game begins in Pallet town, with the 

player character being sent to the Pokémon Professor Oak to receive a starter Pokémon and start a 

career as a Pokémon trainer. A starter Pokémon is a unique Pokémon in the game, with each game 

only allowing a player to pick one of three, meaning that they can never acquire the other two in the 

game without trading with another player in real life. The first day has fewer than 100 viewers. After 
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meeting Professor Oak, the player is introduced to their rival, Blue, the Professor’s nephew. The 

players chose the fire-type Pokémon Charmander, who was in game named ABBBBBBK, but 

nicknamed Abby. The rival, Blue, then picked the water-type Squirtle, as this Pokémon type has an 

advantage over fire-type Pokémon. 

Blue challenges the players who successfully win the Pokémon battle, defeating their rival. 

This provides both money that the Player can use to buy items and experience for the Players 

Pokémon to level up and become stronger. The player is tasked with retrieving a package for 

Professor Oak. This involves passing through wild grass where ‘wild’ Pokémon are encountered. 

These Pokémon do not belong to another Pokémon trainer and can thus be caught and join the 

players’ team. The players successfully retrieve the package from Viridian city, deliver it to Professor 

Oak and receive a Pokédex, a computer device that documents information on different species of 

Pokémon. 

With that completed, the players navigated the wild grass and other trainers of Viridian Forest 

and made it to Pewter city. This city contains the first gym leader in the game. Gym leaders give out 

badges once all eight are acquired, the player is able to face and defeat the Pokémon League in 

battle, which is the game’s primary objective. The first known image of TPP Red and the 

accompanying timestamp are posted to 4chan’s /vp/ board, giving a time of [00d 09 h 37 m 00 s] 

when the players are inside Pewter city Gym. 
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Figure 6 – First known screenshot of Twitch Plays Pokémon. 

The players challenge the rock-type gym leader many times, presumably having difficulty, as 

Abby’s strongest attacks are ineffective against Rock-type Pokémon until levelled up significantly. 

Brock is defeated at [00d 10 h 40 m 36 s], giving the players their first badge. In the seven hours that 

Abby evolves into a Charmeleon, Pokémon evolve into more powerful forms when they reach certain 

levels after gaining experience from battling. The players also catch their second Pokémon, a flying-

type Pidgey, which is named aaabaaajss - but eventually becomes known as BirdJesus. For the 

remainder of the day, the players struggle to enter the next section of the game Mt. Moon. The IRC 

chat bot crashed at [00d 17 h 43 m 55 s], returning at [01d 01 h 09 m]. 

The number of players starts low again on this day but rapidly grows as the players navigate 

Mt. moon, acquire the Helix fossil and escape Mt. Moon at [01d 06 h 23 m 45 s]; unfortunately, the 

players have all their Pokémon faints. When all the characters Pokémon faint, they are sent back to 

the last Pokémon centre they were in, which in this case was the entrance to Mt. Moon. The players 

would finally make it out of Mt. Moon three and half hours later, making it to Cerulean city. The player 

base is now measured in the thousands at 3,345. 

After failing to defeat the water-type gym leader Misty, the players go to the Nugget bridge to 

level up by fighting other trainers. They faint after losing to their rival, Blue. Before facing Misty again, 

the players acquire their third Pokémon, a normal-type Rattata, Jay Leno (JLVWNNOOOO). They 
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would face Misty and fail 11 times, evolving Bird Jesus in the process. However, the players would 

defeat Misty on their 12th attempt [01d 18 h 56 m 29 s]. The players help an inventor called Bill 

reverse a teleporter accident, receiving a ticket for the SS. Anne, and catch a second Rattata who 

would be nicknamed Digrat. 

The players made their way to Vermillion city and taught Digrat the move Dig. They managed 

to board the SS. Anne, and once again lost to their rival, but managed to eventually clear the ship, 

acquiring the ability to teach the move HM01-Cut. HM moves are vital to progressing in the game; 

subsequently, the players managed to catch two Pokémon who could learn cut. The first was a 

psychic-type Drowzee who was nicknamed The Keeper due to later events, the other flying-type 

Spearow, which the players manage to trade in games for a Farfetch’d (Dux) who was taught cut. 

With the move cut, the players were able to enter the Vermillion city gym and solved a puzzle to fight 

Lt. Surge The electric-type gym leader who was defeated on their second attempt at [02d 11 h 29 m]. 

The game was briefly reset to the start menu but soon returned to normal. The players taught Abby 

HM-01 Cut. 

The players then faced one of their most notable challenges on route 9 on the way to the 

Rock Tunnel, The Ledge. The Ledge for a single player is a mildly annoying obstacle where a jump 

down (a single input of down) resets progress, but for the players, it was an eight-hour trial of their 

ability to organise [02d 16 h 51 m- 03d 01 h 23 m]. The rest of day four is where Digrat earned his 

name, the move Dig used outside of battling Pokémon returns the player to the last Pokémon centre; 

between all Pokémon fainting and Digrat using Dig, it took the players ten attempts to get through the 

Rock Tunnel to Lavender town, after attempt eight, the players managed to deposit Digrat into the 

PC, which is what players use to change the six Pokémon in their team. This started at [03d 06 h 55 

m], and finally, the players reached Lavender town at [03d 15 h 26 m]. 

The players soon left Lavender Town for Celadon city, and with Bird Jesus having evolved, 

they defeated the grass-type Gym leader Erika after two attempts [04d 00 h 46 m 41 s]. One hour 

after defeating Erika, players acquired the Pokémon Eevee. Eevee would become known as The 

False Prophet. The players would require a Pokémon who could learn HM03-Surf to complete the 

game. Eevee is a unique Pokémon who evolves into different forms on the basis of exposure to a 

particular elemental stone, which is a purchasable item. The attempts of the players to move Eevee 
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from the PC to their Pokémon team would prove disastrous. The players in this attempt released both 

Jay Leno and Abby, an irreversible action that permanently deleted these Pokémon from the game. 

Following this, they also evolved Eevee into the Fire-type Flareon and not the desired water-type 

Vaporeon. The initial disaster was soon followed by depositing the much-used Helix fossil [04d 01 h 

48 m - 04d 15 h 42 m]. The players then proceeded to discover the hideout of the villainous Team 

Rocket, and after Digrat delayed their progress, they reacquired the Helix fossil [04d 21 h 15 m]. 

The sixth day fundamentally changed the ludic logic of the game. The Team Rocket hideout 

features a large number of puzzles that were thought to have been virtually impossible for the 

community to navigate. To address the puzzle that seemed impossible under the established 

gameplay mode of anarchy, a new mode of play was introduced: democracy [05d 08 h 35 m]. In 

anarchy, the game would proceed as it has with each input being acted upon after a delay; under 

democracy, the players would input actions as votes, and the most voted for action would be enacted 

after a delay. These modes of play were decided by the players, who input democracy or anarchy into 

the chat with enough votes changing the current system. 

Many players found the change to democracy to be intolerable, changing the absolute 

fundamentals of the game they were playing, and it was not long before factions formed. A type of 

protest emerged whereby inputting start9 members of the anarchy faction could interrupt gameplay as 

the IRC bot pressed start nine times. The sixth day struggled between the two modes and led to the 

release of The False Prophet. By the end of the day, the leader of Team Rocket Giovanni was 

challenged at [05d 23 h 28 m] under the anarchy system; however, the players were defeated by 

Giovanni. 

Giovanni would be defeated despite the Digrat resetting progress frequently by using the 

move dig. Upon defeating Giovanni, the players acquired the sylph scope; this item would allow them 

to deal with the ghost-type Pokémon in Lavender Town. They managed to get to Lavender Town and 

defeat their rival. During this time, they acquired many Pokémon that would be sent to the PC. The 

players now faced an issue where few of their Pokémon were able to damage ghost-type Pokémon 

that were abundant in the Lavender Town tower and had to be defeated to progress. 

This led to many attempts to deal with the tower that ended in failure; however, at [07d 22 h 

59 m 35 s], the players defeated and freed an actual ghost of a Pokémon that had come to reside in 
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the tower after Team Rocket caused its death. This gave the Pokéflute, which is essential to 

progressing in the game. 

The players used the Pokéflute to wake the Pokémon Snorlax and then the players ran away. 

Despite not defeating or catching Snorlax, the Pokémon disappeared, allowing them to make it to 

Fuchsia city; at this stage, the players were very reliant on Bird Jesus, who was their most powerful 

Pokémon. In Fuchsia City, the players managed to beat the poison-type Gym leader Koga after two 

attempts [08d 06 h 31 m] and proceeded to catch a number of Pokémon in the safari zone, most 

importantly a Bug/Poison-type Venomoth who would become known as ATV. They would also acquire 

Air Jordan, a Lapras who could learn HM03-Surf. 

The players left Fuchsia city for Saffron city, where they would once again face Team Rocket 

and Giovanni. The players would defeat Giovanni [09d 13 h 51 m 33 s] and Saffron cities Psychic-

type gym leader Sabrina [09d 17 h 52 m]. For defeating Giovanni, the players were rewarded a 

Master Ball. This is an item that will catch any Pokémon. A group of players at this point conceive of a 

plan that would prove devastating. 

Pokémon Red has three legendary Pokémon available before fighting the Pokémon League, 

the legendary birds. The players decide that to defeat the game, they require one of these, and the 

easiest for them to fight and catch is also the most powerful, the electric type Zapdos. This process 

requires them to navigate the infamous ledge again, reach a power plant, and catch Zapdos using the 

Master Ball under the anarchy system [10d 07 h 49 m 16 s]. However, Zapdos is sent to the PC under 

the name ‘AA-j,’. The attempt to remove AA-j from the PC resulted in an event called Bloody Sunday. 

In the process of trying to add AA-j to the team, the players spend a disastrous day releasing 

many of the Pokémon they had caught, including Digrat and Dux [10d 08 h 17 m - 10d 17 h 14 m]. As 

Dux was the last Pokémon with a cut, the players had only one way to progress to the seventh gym 

badge. They returned to the starting point of the game at Pallet Town. In the process, they lose 

another Pokémon (Rick Gastly) to Pokémon Day care, which is used to level up Pokémon without 

fighting, but in this case, it is the same as depositing a Pokémon. 

The players made it to Cinnabar Island (location of the seventh gym) at [11d 09 h 53 m] and 

promptly managed to use the Helix Fossil. This fossil became the rock/water-type Pokémon Omanyte. 

The players spend the rest of the day again trying to move Pokémon between the box and their team. 
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However, they eventually manage to defeat the seventh gym leader Blaine [12d 08 h 27 m] and try to 

return to Viridian City to face the last gym leader. The players manage to reach the Viridian City Gym, 

discovering that Giovanni is the Gym Leader, defeating him after two attempts [13d 13 h 53 m]. The 

players can now enter the Pokémon League, and as they enter, they are defeated again by their 

Rival. This defeat returns them to Cinnabar Island, where they spend a day training and attempting to 

return to the Pokémon League. 

The players spend much of the day attempting to reach the Pokémon League, struggling with 

a ledge similar to The Ledge, which they clear in under thirteen minutes at [15d 00 h 03 m]. The 

players try to manage the last path to the Pokémon League, being sent to Cinnabar Island once again 

at one point and moving between the anarchy and democracy modes. Once the players make it to the 

Pokémon league, they face the Elite Four. The Elite Four are four very powerful trainers who must be 

defeated in sequence without healing Pokémon in a Pokémon centre. The players would fail to defeat 

the Pokémon League twenty-one times from [15d 17 h 18 m- [16d 07 h 06 m]] 

At this point, we should discuss the team the players had. Air Jordan was a Lapras who was 

needed the ability to use HM03-Surf. The Fonz was a Nidoking the players had caught in the safari 

zone late in the game but became important reliable member of the team. AA-j was the Zapdos, which 

was the most powerful member of the team by far. Bird Jesus was both the longest surviving 

Pokémon and the Pokémon who had been most relied upon. Lord Helix, who had been the helix 

fossil, was important only because of the mythic status he had gained over the game. Lastly and 

importantly for unusual reasons was ATV, a bug type Pokémon Venomoth. 

The last member of the Elite Four uses dragon-type Pokémon, with powerful damaging 

moves but because of the game’s coding, opposing trainers always use super effective moves, even 

if these moves deal no damage or have no effect on their opponent. This would result in ATV, the 

weakest Pokémon on the team, becoming crucial for defeating the second most difficult trainer in the 

game, as moves that did not affect ATV were used repeatedly [15d 19 h 32 m]. With a reliable 

strategy to defeat the last member of the Elite Four discovered on their 5th attempt at victory, the 

players would sill frequently struggle to defeat Agatha and Bruno. However, once they managed to 

get past both on their 22nd attempt, the players easily made it to their final battle against their rival 

Blue. 
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AA-J, easily beat Blue. At [16d 07 h 45 m 29 s]. Twitch Plays Pokémon defeated the game. It 

officially ended at [16d 07 h 53 m 04 s], with 92,588 viewers. 

1.3.4 – The Discursive narrative 

The TPP narrative is not only the narrative of the gameplay of the community or the creative 

works they developed; there is also the discursive narratives that were a part of the community and 

surrounded the community. The discourse does not just involve the planning and debates over what 

course of action the TPP community should or might next take or the sharing of ideas about how to 

use fiction to explain the game events. It also includes the story the TPP community told itself about 

itself and the stories that others told the rest of the internet about the TPP community. 

The discursive narratives can be difficult to establish due to the fragmented nature of the TPP 

community. There are several limitations in exploring any distributed community. The most prominent 

issue is the ever-increasing issue of data decay. Data decay (Jason, 2022)12 occurs because of a 

number of reasons that overlap. The first is data simply being deleted; this can be users deleting 

comments or accounts or websites themselves deleting data after a while or the website being 

removed entirely. The other issue emerges from data becoming difficult to access, either because 

formats becoming outdated, such as Adobe Flash, or because the only record of a tweet or forum 

post being repeatedly uploaded and downloaded renders the image difficult to read and often 

impossible to verify. 

The other major limitation in following the discourse of distributed communities is the 

interrelated nature of websites, which can make it difficult to establish where particular ideas first 

emerged and if they flourished on other sites different from where they emerged. Many social media 

sites are difficult to search, and it is increasingly difficult to obtain usable data from them using APIs 

with a non-existent budget. This is a significant reason why this case study chose to focus on Twitch 

and Reddit; however, it should be acknowledged that there may be information missing due to the 

lack of inclusion of other sites. This problem is also a part of data decay, where difficulty archiving 

data leads to further loss of data. Many sites were not archived during the time period, so any usable 

 
12 Data decay is the process by which data that was a part of a database of set degrades over 

time. On social media sites usually due to users deleting accounts . 
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data would still be fragmented in the passing years, and other sites deliberately delete older 

discussions. However, there is a fortunate consequence of sites being networked, which minimises 

the impact of data decay and sites being interrelated. Social media sites share each other’s content 

very frequently, particularly a site such as reddit, which is designed to aggregate content from other 

sites. The aggregation effect alongside having the original twitch chat data should hopefully 

counteract the other effects to a reasonable degree.  

The TPP community came together rather quickly from the time when the stream first began 

to attract notice; each time the stream was linked to another social media site, it quickly attracted 

more interest, with peak engagement occurring on day six13. The community saw themselves as all 

being part of a community that shared an aim, and had a sense that this was both an exploration of 

their nostalgia and an example of the strange new future they found themselves in. While they 

recognised themselves as a community, there were different groups throughout their play, with the 

conflict between those who wanted to remain with the anarchy system and those who wanted 

democracy becoming the closest to a major rift the community faced. A rift that even members of the 

community also engaged in with humour, considering that they shared the same goal. 

The discursive narrative consists of the narratives that were told by the TPP Community to 

itself about itself, as well as those that emerged in articles reporting on the TPP. Two areas important 

to focus on are the conflict between anarchy and democracy and the discussions about strategy 

among the community (Aiken, 2014). These two areas of discussion show how the discursive 

narratives influence and are influenced by the other narrative levels (Genette, 1990) and demonstrate 

how the broad areas of the anarchy and democracy conflict as well as the discussions on strategy 

resulted in many different narratives during the community playing Pokémon Red. The origin of the 

Helix church comes from the community discussing why the Helix Fossil kept being used. This type of 

meme referencing is the beginnings of fictionalization with the majority of fictional religions being 

related to objects being used outside of their correct context (Dou, 2017, p. 43). 

As discussed in previous chapters, a significant driver of the community relying on sites 

external to Twitch was the desire to organise and strategize effectively while the Twitch chat became 

unusable for planning. While Pokémon games are relatively straightforward in their gameplay, there 

 
13 See figure 9 to see comments over time. 
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are areas that require particular types of Pokémon with special moves. These special moves, known 

as Hidden Machines (HMs), can be taught to a variety of Pokémon and are used to move through 

obstacles. For example, Cut removed trees, Strength moved boulders, and Surf allowed movement 

over water. Flash allowed players to see in the dark and was rarely vital to progress, and Fly allowed 

the player to return to already visited towns for convenience more than progressing the game. 

The first strategy discussion that had a major impact across the narrative levels emerged 

because of concerns about the players having access to HM03-Surf. Before having access to Surf, 

most water Pokémon were caught through fishing via a fishing rod, which required the TPP 

community to face a body of water, access the menu, choose items, and press A if a notification came 

up saying they had hooked a Pokémon, then they still faced difficulty catching the Pokémon by 

reducing its health without causing it to faint, throwing a Pokéball and catching it. This was a very 

improbable series of events for the TPP community to manage. Pokémon they could encounter on 

land that could use surf was typically rare, which led the community to consider their options. 

The strategy that the community eventually chose to follow was relatively safe. Two Pokémon 

in the game who could learn Surf were gifted to the player, Lapras and Eevee. Eevee is received first 

and can evolve with a water stone into Vaporeon; both are popular Pokémon, and the TPP 

community immediately decided that they should evolve Eevee and have their Pokémon for learning 

Surf. The TPP community did not succeed, evolving Eevee with a firestone into Flareon, a fire type 

that did not learn surf and was the same type as their most powerful Pokémon Abby. The TPP 

community then compounded this misstep by releasing many of their Pokémon, including Abby, and 

the Eevee turned Flareon, now known as The False Prophet. The False Prophet would generally act 

as a scapegoat for the TPP community and be blamed for the disastrous series of events. 

This “betrayal” by The False Prophet would soon be followed by the introduction of a new 

mode of play for the TPP stream, democracy, an event that is the only interference from the channel’s 

streamer. TPP was played by every input of a command being translated to the game in order, a 

mode of play that was quite chaotic and would become known on the stream and in the community as 

anarchy, after the introduction of democracy. Under democracy, every thirty seconds, the program 

selects the most inputted button option and sends that option to the Pokémon Red game. Making for 
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a slower but more controlled method of play. This was introduced due to a puzzle in the Team Rocket 

HQ that it seemed that the TPP community might be unable to complete under anarchy. 

The introduction of democracy would prove incredibly unpopular, even when the players were 

given the ability to vote to change between the two systems, it created a divide that played out in the 

discursive narrative and into the ludic and fictional narratives. The issue of democracy came down to 

a question of what the community’s values were. For some players, the abandonment of anarchy 

essentially spoiled the game, as the introduction of democracy changed the rules while they were in 

the middle of play; for others, the aim was to complete the game while playing together, with the 

method of play being secondary. Unsurprisingly, the anarchy/democracy system affected gameplay, 

but it also had a direct effect on the discourse at its most basic level. With the players’ votes for either 

system appearing in the Twitch Chat, it was not uncommon for the entire list of inputs to be 

overwhelmed by votes for either system. 

The anarchy supporters developed the start9 protests to try to make democracy untenable. 

The protests were possible, as the democracy system allowed for inputs to be chained; that is, 

StartUp3 would lead to one press of start and three of up. The supporters of anarchy realised that 

Start9 would simply open and close the menu repeatedly, delaying the games’ progress. Furthermore, 

as more players often wanted to return to anarchy, this meant that start9 could often win the vote. The 

Start9 “Riots” are notable for continuing throughout the stream whenever democracy was the current 

mode of play and for being an example of a notable impact the discursive narrative had on the 

gameplay that is not explained in the fictitious narratives. The start9 Riots were also highlighted in a 

4chan post about how strange the entire situation of playing had become: “45k+ people just staged a 

micro protest by repeatedly voting for a passive action on an online cooperatively controlled Japanese 

RPG from '96 in order to change the method of control.” 
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Figure 7 - A screenshot of a post from 4chan that considers the unusual aspects of TPP. 

The anarchy/democracy divide was of such importance to the community, as it divided the community 

between those that saw the aim of the game to see if it was possible to win under such chaotic 

conditions and those who saw the aim as seeing if it was possible for them to cooperate and win. 

These two factions would rapidly take on the guise of two conflicting ‘religious’ groups. The Church of 

the Helix followed anarchy and the oft-consulted helix fossil, the Disciples of the Dome saw 

democracy as a logical tool to achieve victory and followed the unchosen dome fossil. A smaller 

faction that chose to remain neutral also existed in the Followers of Old Amber, who largely aimed for 

an end to the riots and chose not to vote for either system. Notably, for many issues of gameplay, 

such as the issue of bots trying to force input system changes, the various groups were largely of the 

same mind, as shown in this comment exchange. 

 

Figure 8 – A joke about the ability of the TPP community to tolerate each other’s beliefs. 

The Church of the Helix would win the conflict in the end. The major reason is that the game 

was defeated in anarchy mode, and their icon of the Helix Fossil was revived into the players’ team as 

Lord Helix. The other major cause for the Church of Helix’s victory is the major narratives, which are 
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told from the perspective of the follower of anarchy and the Church of the Helix. However, the 

Disciples of the Dome’s thinking provide alternative interpretations of the ludic narrative that emerges 

in the fictitious narratives. For example, the Flareon that the players ended up with and labelled The 

False Prophet for its failure to evolve into Vaporeon and the subsequent visit to store Pokémon 

resulted in the release of Abby, Jay Leno, as well as the storing of Bird Jesus and the Helix fossil. 

This was a disaster for both the narrative and future gameplay. However, the Dome interpretation, 

which grew in popularity over time, is that The False Prophet was martyr. Taking the blame for The 

Hivemind’s (fictional embodiment of the players) reckless actions under anarchy. 

As the final Pokémon Gyms were defeated another strategic concern emerged, it may not be 

possible for the TPP community to achieve victory with their current team. It is entirely probable that a 

player could beat the game with a single mediocre, Pokémon (Green, 2018). However, this complexity 

of planning was far beyond what the TPP community had access to. They could not plan what moves 

for their Pokémon to retain with any reliability, and acquiring items to use in or out of battle was 

essentially impossible. Their team as a whole was poor in variety, many Pokémon were 

underpowered, and it was difficult to train other Pokémon to the same level as BirdJesus. As the last 

five battles of the game must be beaten in order without returning to a Pokémon centre to heal, the 

community began to consider a high-risk, high-reward strategy. 

The capture of one of the three legendary birds, the game’s most powerful Pokémon, is 

available before defeating the Pokémon league and winning the game. This would require them to 

backtrack to an early area of the game and surf down to the power plant area where they could 

attempt to capture Zapdos. Zapdos was caught at a high level and was an effective attacking 

Pokémon of the electric type, which the players lacked. Some argued that they could use the master 

ball and item that would guarantee a catch if they could successfully use the item in battle. 

Convinced by the arguments in favour of catching Zapdos, the TPP community made their 

way to the power plant to face Zapdos. In an unexpected turn of the event, Zapdos was caught in 

anarchy using the master ball. The players then went to the PC to add Zapdos to their party, and 

much like when they attempted to eliminate Flareon, many Pokémon were released unintentionally in 

an event in which the community termed ‘Bloody Sunday’. Part of the community feared that this was 

going to lead a divide among the players, with Zapdos being a new false prophet; however, instead, 
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Zapdos came to be seen as the Archangel, with the releases of the other Pokémon being seen as 

necessary sacrifices; ignoring that there had been a way to avoid these losses by using the much 

safer Pokémon day care to create a free spot on the team. 

The release of The False Prophet and capture of Zapdos are interesting, as they highlight the 

impossibility of the community enacting a safe strategy. In both cases, there was a safer, more 

reliable strategy that might have avoided significant losses, waiting to receive Lapras or using 

Pokémon day care. Both strategies were in theory sound, but impatience by the player base and 

anarchy led to major losses. However, one Pokémon is “The False Prophet”, and the other is “The 

Archangel”. A ludic explanation for this is simply utility. Flareon was not useful for the players’ end 

goal; Zapdos was. While losses occurred in both, the players were less frustrated at their failures with 

Zapdos, as they succeeded in their aim in the end. 

A discursive explanation lies in the increased importance of anarchy; it was after The False 

Prophet disaster that democracy was introduced. Over the subsequent 5 days, the conflict had taken 

absolute centre stage. With Zapdos being caught in such an unlikely way under anarchy, players 

could interpret the capture of Zapdos as ‘divine intervention’ from the helix, the avatar of their chosen 

system, and proof of the ability of anarchy to achieve much more than democracy advocates 

believed. Building on this success allowed for much more celebratory creative work and 

interpretations of what had occurred, a triumph followed by tragedy that was ultimately for the greater 

good. Compared with the Flareon incident, which was disappointment followed by tragedy, even 

interpretations kindly to Flareon are simple and sad in tone. The fictitious narratives explained the 

strange behaviour of the player character at the ludic level, but they also served as a method of 

rationalising the community’s behaviour after they took actions driven by discursive narratives.  

A last important area of the discursive narratives was the sense of comradeship. While the 

players disagreed on strategy, the purpose of the event, and the story being told, a shared sense of 

purpose and experience was still present at all events. This is a core element described in studies of 

collaborative creativity. Importantly, the importance of bonds of trust and love is the clearest theme in 

the Pokémon Red game, and the franchise as a whole (Tobin, 2004, pp. 126, 170), for example, at 

the end of the game, the Professor Oak character says to the player character, “You understand that 

your victory was not just your own doing! The bond you share with your Pokémon is marvellous! 
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Furthermore, the speed and anonymity of the game prevented any blame from falling onto 

any player. The game Pokémon Red was well chosen by the streamer, as it is certainly loved by 

many, and the new game he made from it could only truly be played by trusting that everyone was 

trying their best to actually achieve their aim. These themes often occur in discussions, the shared 

love the players have for the games, and the trust required to complete the game (Reddit Community, 

2014)14. Furthermore, the same themes were filtered into the fictitious narratives. 

This comradeship, however, was prone to frequent disagreement, as was also inherent in the 

game. Comfort in disagreement is also seen as an important part of what helps foster creative 

environments (Kurtzberg and Amabile, 2001, p. 290; Chiu, 2008, p. 385). This fundamental nature of 

disagreement also led to the players defining themselves as a disunited hivemind that haunts the 

player character. This creates an interesting situation where the Pokémon in the game come to 

represent comradeship and where the players are in a spirit of disagreement. Both important 

elements in creatively and inevitably collaborating become themes in fictitious narratives.  

 

1.3.5 – The Fictitious Narrative 

There is not a single fictional narrative of Twitch Plays Pokémon. Any story is one 

interpretation, although some are more popular than others. The story is in many ways best 

understood through its narremes, the individual building blocks of commentary, and creative works. 

Here, one interpretation will be presented that will focus on the most common interpretations, 

alongside alternative views of events. However, before that, it is important to mention how the earliest 

interpretation quickly fell out of favour. 

The TPP player character was initially interpreted as a robot. The robot interpretation was 

common enough until the Flareon incident led to the Church of the Helix becoming the path the fiction 

would predominantly take 15. This early interpretation saw the player character as a simple robot being 

controlled by many, explaining its bizarre and manic behaviour. However, the robot idea would be 

 
14 Appendix C – Sentiment Analysis adds some additional support for claims that trust was 

important to the TPP community. 
15 Appendix C – Sentiment Analysis helps highlight the importance of the Church of the Helix, 

by demonstrating the frequency of words related to the church being used in comments. 
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dropped, and a new interpretation would take form. The robot interpretation disappears from the 

narrative entirely as it falls out of favour, similar to other less referred to narremes such as a character 

called Bill being an unnatural creature, or the Church of Amber falling away from focus. The narrative 

presented here discusses events as they are interpreted with the advantage of knowing what form the 

narrative would take. 

 

 Twitch Plays Pokémon: The Helix and the Dome 

A boy called Red on his tenth birthday was to set out on his Pokémon adventure; however, as 

he began to stumble out of his house, he became overwhelmed by conflicting voices that began to 

torment him and command his actions. This Hivemind of otherworldly origin began to haphazardly 

force him to move forward. Red’s erratic actions gave him the impression of being a madman. 

During the first days, Red was accompanied by Abby, his starter Pokémon, and Pidgey, the 

one Pokémon he was able to catch during these lost days that he struggled to recall as the voices 

gradually grew in number and their demands came faster and faster, clouding his senses. During the 

lost days, Red managed to defeat the Pewter City Gym Leader Brock, allowing Abby to evolve into 

what would be her last form a Charmeleon. The three companions journeyed through Mt. Moon and, 

in the dark, were given a choice between two fossils. The Helix spoke to them and gave some 

measure of peace to Red when he held it. Red had clung to other items for comfort, such as Moon 

Stone or Nugget, but they were both eventually disposed of. The Helix Fossil, however, Red could not 

dispose of. He came to consult it often, sometimes saying ‘Praise Helix’ as the phrase cut through the 

voices ringing out when he held the fossil. 

As Red began to make his way to Cerulean city, he managed to capture another Pokémon, 

Rattata, Jay Leno. Red managed to make his way to a man called Bill, who gave them an S.S. Ticket. 

Some of the voices would attempt to convince Red that this ticket was what mattered not the Helix. 

Red managed to Defeat Cerulean Cities gym leader Misty and made their way chaotically to 

Vermillion City. In Vermillion city, Red faced a tree that needed to be cut. Red managed to catch and 

trade a Spearow for the Farfetch’d DUX and made his way through the S.S. Anne and use the S.S. 

ticket for its purpose. Red managed to help the captain of the ship, who taught him how to use cut. 
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The cut move allowed Dux to cut down the tree to easily solve the puzzle of the gym leader under the 

Helix’s guidance, where Abby defeated Lt. Surge. 

The Hivemind then sent Red to catch a Spearow and a Drowzee, finally giving Red a full team 

of Pokémon. Although The Hivemind felt that there was no task that they could not manage, they 

would be challenged by trying to guide Red over a ledge. The Hivemind struggled with dissent among 

the many dissenting voices within them and was unable to find the way past the ledge for many 

hours. This was the first sign of difficulties within The Hivemind; however, given time, they managed 

to get Red to the Rock Tunnel. The Hivemind now felt that no task could not be solved given enough 

time. As they made their way through the tunnel, they came to add a Rattata known as Digrat to their 

team. The Hivemind could not discover Digrat’s motivations, as he constantly led them back to the 

start of the Rock Tunnel. Was he trying to slow their progress for the Disciples of the Dome, or simply 

a trickster? The Hivemind managed to get Red through the dark tunnel regardless, making their way 

through to the haunted Lavender town and to Celadon city. 

At this time, The Hivemind successfully managed to remove Digrat from their team without 

accidentally releasing any Pokémon while dealing with the much-feared PC. Only Abby and the now 

fully evolved Pidgey (Pidgeot) were effective fighters. Pidgey now Pidgeot proved vital in the next 

gym, and along with Dux cutting down the trees that formed the obstacles of the gym. Pidgeot 

defeated much of the gym’s trainers and gym leader Erika single handedly. The voices now 

recognised Pidgeot as the prophet of the Helix Fossil and dubbed him Birdjesus. 

It was at this time that the Church of Helix and supporters of anarchy among the voices truly 

felt everything was possible; however, the first dark day came upon them as The Hivemind began to 

become lazy and impatient. The Hivemind knew that they needed a Pokémon who could cross water; 

they could wait and find something later, but with a free spot on the team, the voices called out for the 

immediate option. They were gifted an Eevee. Highly motivated from their successes, they went on 

the simple task of buying a water stone with which Eevee could evolve to the water-type Vaporeon. 

However, the voices were discordant, and Red soon spent his money on dolls, only acquiring a single 

Fire Stone. They had failed completely, and the anarchic voices were unable to achieve their goal. 

Unwilling to take the safe option of depositing a Pokémon in the Pokémon day-care centre, 

the players chose to attempt the PC they so successfully negotiated before with Digrat. The Hivemind 
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failed even worse than they already had. In their attempt to remove Eevee from their team, they 

released Abby and Jay Leno, leaving only BirdJesus of the original three. Moreover, they once again 

added the dreaded Digrat to their team, which frequently could reset their progress. Although The 

Hivemind released them, it is believed that Abby would lead Jay Leno and the other lost Pokémon, to 

aid Red in his goal of freeing himself from the voices in the end. 

This was the darkest time yet. Only BirdJesus was a capable fighter; they added an Oddish 

(xCabbage) to the team that did not make the team more effective, and it was Eevee who began to 

take the blame. There had still been a little hope that, after they got more money, they could still get a 

water stone, but in their panic, The Hivemind would unwittingly evolve Eevee into the Fire-type 

Flareon. For the Church of the Helix, it was clear that Flareon was The False Prophet sent by their 

hated foes The Disciples of the Dome to bring an end to their quest. They still tried to make progress 

in trying to take down Team Rocket’s hideout, but they could not with Digrat constantly guiding them 

back to where they started. The Hivemind felt there was no way they could continue with Digrat. 

Perhaps when the PC is used, the False Prophet and the nuisance Digrat could be eliminated. 

Instead, they deposited BirdJesus. Knowing there was no hope for them without BirdJesus, 

The Hivemind desperately attempted to rescue the Pokémon. They did so at the cost of the Helix 

Fossil, which took BirdJesus’ place. It was thought that the Helix Fossil might even have “Died for 

their sins”. The Hivemind tried to continue, but Digrat made progress so slow that it was impossible. 

However, BirdJesus kept the team and Red’s spirits up while they were struggling with the voices, 

increasing frustration at their failure to make progress. BirdJesus knew that if there was any hope to 

be free of the voices, they would have to regain the Helix Fossil, and they would have to do as the 

voices demanded and defeat the Elite Four. 

While The Hivemind once more tried and failed to dispose of Digrat, they did rescue the Helix 

Fossil. At the same time, a great change happened within The Hivemind itself. The Disciples of the 

Dome and democracy finally emerged as a force. Instead of the anarchy that The Hivemind usually 

spoke with the Dome forced order, a single voice spoke a command that the voices decided upon. 

From this time forward, there would be a constant battle in The Hivemind behind the voices between 

anarchy and democracy. 
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In the early days of The Hivemind’s inner struggle, democracy reigned, although the voices of 

anarchy managed to riot, stalling Red’s progress. When democracy reigned, he moved slowly and 

often with more focus; under anarchy, he returned to mania. This Hivemind continued the attempt to 

remove Digrat, and although that failed, they did deposit The False Prophet, leaving their Drowzee to 

be The Keeper of The False Prophet’s imprisonment. Nevertheless, no progress was made through 

Team Rockets Hideout. Democracy would never hold the reigns unchallenged again and throughout 

the game. The Hivemind would find itself pulled between anarchy and democracy, Helix, and Dome. 

The voices in The Hivemind that followed the Helix felt that a victory under democracy would 

be no victory; the voices of democracy argued that the puzzles and challenges they now faced were 

impossible under anarchy. Now Red was haunted not only by the voices of The Hivemind but their 

war between anarchy and democracy as well. 

It was under anarchy that The Hivemind brought Red to the PC in hope of vanquishing The 

False Prophet of the Dome, who had brought much misfortune and split The Hivemind. Finally, The 

Hivemind succeeded, The False Prophet was released, The Keeper’s job was complete. However, 

this is only one perspective; some say that The False Prophet was, in fact, The Martyr, who had been 

sent by Helix to bear the weight of The Hivemind’s hatred for the consequences of their own actions. 

However, darker, others believe that The False Prophet was not the one who created the misfortune. 

It was The Keeper feeding on the dreams of The Hivemind, Red, and the other Pokémon, as the 

eating of dreams is what the Pokémon Drowzee does. With so many hopes and dreams pinned on 

The False Prophet, it was a feast for The Keeper that he would not be blamed for. 

After the release of The False Prophet, the battles and riots in The Hivemind dominated 

everything; however, eventually, anarchy won, only ceding back to ‘Domecracy’ on brief occasions. 

The Hivemind managed to retrieve everything they had stuck in the PC, most importantly the revered 

Helix Fossil. With their newfound resolve the Church of the Helix placed itself in Bird Jesus’s claws. 

The Hivemind, Red and the others were led to the heart of Team Rocket’s hideout, coming close to 

defeating Giovanni Team Rocket’s leader. They were led once again to Giovanni, only to be 

undermined by Digrat, but they returned a third time to defeat Giovanni. Before claiming the spoils, 

Digrat sent them back once again. The Hivemind once more wished to be rid of Digrat, but their love 

for BirdJesus stayed their hand. They retrieved what they needed from Team Rocket’s hideout. 
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Team Rocket had been in possession of the silph scope, which The Hivemind needed to deal 

with ghost-type Pokémon, a type that would stay a constant fear owing to its immunity to many of the 

teams moves. Returning to the haunted Lavender town, it was apparent that they needed to train, as 

only two of the team had any way of damaging the ghost of the Lavender tower. Defeating every 

available trainer and even returning to the Rock Tunnel to train further, the players added two Zubat, 

X-wing and Dashbat, to the roster. 

In search of even more powerful methods of dealing with the ghosts, The Hivemind dragged 

Red to acquire a move called psychic for The Keeper. However, they could not manage to teach it. 

They did win in a fighting Dojo being gifted a Hitmonlee, that The Hivemind thought would be a great 

asset to the team. The Hivemind rarely learned a lesson; this trip to the PC resulted in the loss of not 

only X-wing and the Hitmonlee but also The Hivemind deposited the Silph-Scope essential to their 

progress. 

However, The Hivemind remembered their purpose, retrieved the scope, taught psychic to 

The Keeper and in the tower caught a ghost called Rick Gastly. While progress was slow, they did 

clear the Lavender town tower of restless ghosts. It was here that Digrat not only evolved into the 

more powerful Raticate but also proved invaluable in defeating the ghosts. The Hivemind saved Mr. 

Fuji and in doing so acquired the Pokéflute. The Pokéflute allowed them to awaken a Pokémon, 

Snorlax, while sleeping on the road. They failed to defeat or catch Snorlax, but the path was now 

open as The Hivemind desired. 

The Hivemind piloted Red to Fuchsia City, where once again, BirdJesus managed to defeat 

the Gym Leader Koga, even surviving the gym’s most powerful move, Self-Destruct. However, while 

celebrating their victory, The Hivemind overwrote Birdjesus’ most useful move. For a time after 

Domecracy reigned, The Hivemind was managing money poorly, and a lack of money could prove to 

end the game early, stranding Red penniless, at the least it could slow their progress significantly. 

They had to access the Safari zone to acquire the move, Strength. In the process, they caught twelve 

Pokémon, most of whom would never join the team but were nonetheless apostles to Birdjesus. 

The time had come to acquire a water Pokémon, and The Hivemind forced Red to Silph Co., 

which was under Team Rocket’s control. It was here they acquired Air Jordan, a Lapras who learned 

both Strength and Surf, ensuring its place on the team. However, this led to the Digrat, who had come 
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to accept the Helix, being sent to the PC. Taking Digrat’s place was a Venomoth from the Safari Zone, 

A.T.V., All Terrain Venomoth. 

This team proved highly effective, defeating Giovanni a second time to acquire the Master 

Ball and facing the Gym leader Sabrina. On the second attempt, five of the six Pokémon on the team 

fell to Sabrina’s first Pokémon. However, once more, Birdjesus saved the day, winning the sixth 

badge of eight. The Hivemind was once unsure of what to do next. Birdjesus was a powerful messiah, 

but the rest of the team was ineffective. They thought that leaving ATV with the Pokémon day care 

would free a spot for more effective Pokémon, but this plan failed. The Hivemind began to conceive of 

their most daring plan yet. The capture of Zapdos. A plan that would prove to be their last great test of 

faith. 

Despite the great challenge, The Hivemind once again had to navigate The Ledge, reach the 

power plant, and catch Zapdos with the master ball under anarchy in a single attempt. The Church of 

the Helix rightfully saw this as a great omen, and they went to retrieve their Archangel of Justice (AA-

j). Retrieving Zapdos would prove to be costly. Digrat, xCabbage, Dux and nine of the Pokémon 

caught in the Safari zone were released, leaving them with no means to cut trees. However, the 

Helix’s faithful saw this as a test. Finally, The Keeper was sent to the PC, Rick Gastly left in the 

Pokémon day care, but the plan had worked despite its cost. 

Zapdos would lead the team which was now annihilating all in their path. BirdJesus served his 

purpose and led them to anarchy’s Archangel AA-j. Air Jordan sailed Red across the sea to Cinnabar 

Island. A place where fossils could be brought to life. The Hivemind drove Red forward to fulfil their 

final goal. The Helix Fossil would never be consulted again, as it has risen as the living Lord Helix. 

Lord Helix (Omanyte) guided the team in their goal of defeating the Elite Four and banishing the 

voices from Red. The Archangel AA-j, BirdJesus, Air Jordan, the newly added Fonz (Nidoking), and 

last and least of all ATV all joined the Lord Helix in their last battles. 

Once they defeated the Pokémon Mansion, The Hivemind invigorated by Lord Helix’s 

guidance swiftly dealt with the Gym Leader Blaine, returned to Viridian city, and faced a great 

obstacle. The Eighth Gym was fortified by a ledge, much like The Ledge. Although this obstacle 

slowed The Hivemind’s progress, it soon entered and defeated the Final Gym Leader Giovanni of 
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Team Rocket. A battle that BirdJesus won as the last Pokémon standing, as he had done many times 

before. The path to the Pokémon League was now open. 

Victory Road was full of ledges to slow their progress, but they made progress. It was in these 

caves that both the Church of the Helix and the Disciples of the Dome shone. Lord Helix took on his 

final form as Omastar, and Domecracy provided a way for Red to be guided through the puzzles of 

this last road. The Hivemind drove Red and his team at the Elite Four again and again, slowly making 

progress and slowly approaching their goals. It was near the end of their goal that the least of Red’s 

Pokémon showed his mettle. 

Having faced the ice-type Pokémon of Lorelei, the fighting-type Pokémon of Bruno, and the 

ghost-type Pokémon of Agatha, they faced the most feared member of the Elite Four. The master of 

dragon-type Pokémon, Lance. With all the other Pokémon fainted and Lance using his fearsome 

Dragonite, none had hopes that the feeblest of them would win. However, ATV proved to be 

untouchable, preventing Dragonite from using its most powerful moves. The name All-Terrain-Vehicle 

was better understood after that victory, as dragon skin is also terrain. 

Finally, they faced the champion of the Kanto Pokémon League, their rival, Blue. Their rival 

lacked the strength of bonding Red’s Pokémon had with him, as Red’s team hoped to free him from 

being the vessel of The Hivemind. It was here that the need for the Archangel AA-j was proven. That 

his capture under anarchy was not chance but destiny. The Archangel defeated almost all of the 

Pokémon in the last battle, a victory that Birdjesus could not manage. As the last blow was dealt, The 

Hivemind lost control over Red, never to haunt him again. He would retire to the quiet Mt. Silver with 

his loyal team of friends. Treasuring the silence. 

 The Hivemind had achieved its goal and began to look for another… 

 With the narratives established we will now be able to discuss how the creative process led to 

the development of fiction in chapter four. 
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1.4 – Quantitative Analysis 

The community of Twitch Plays Pokémon consists of a vast collection of comments across 

social media, which provide us with insights into how the TPP community developed and when it 

acted. However, the data must be selected and processed to be made usable for analysis. The 

narratives constructed around TPP are all formed from video footage and community commentary, 

and all have the biases inherent in any individual’s perspective. However, to limit personal bias when 

constructing arguments, there is the option to explore a large dataset of comments and identify when 

the community developed ideas, why these ideas developed, and the general progression of the 

community. This also prevents the risk of repeating frequent or highly similar opinions within the TPP 

community as being factual when this may not be the case when looking at the actual comments. 

Quantitative methods can help both reinforce qualitative methods finding and provide a check against 

presumptions made during qualitative analysis. This is an important check in a media studies thesis to 

prevent my perception of events from being presented as definitive truth. 

This thesis is concerned with the TPP community, as it was in 2014 when it was at its height, 

which means that the best available information is the data available from that time; additionally, as a 

study of distributive creativity, the focus is on the community as a whole, not any particular individuals. 

However, interesting research has been conducted on how individuals perceive a creative community 

such as TPP. Surveys and interviews about TPP Pokémon Red cannot tell us about the 2014 

community, as there was a sharp decline in membership/viewership at TPP community sites, leaving 

any reference points for surveys lost. This means that any survey or interviews would not reflect the 

community at the time that is being studied or how it operated at the time but instead be a nostalgic 

reflection on events. Additionally researchers have also noted the difficulty in finding members of the 

community willing to participate in interviews, and especially difficulty in engaging the community to 

find interviews (Dou, 2017, p. 25). This difficulty in engaging the community was also found during this 

research, ultimately as this thesis is focused on distributed creativity this is not a particular issue.  

In qualitative analysis, it is possible to explain the overall narratives that comprised TPP in a 

way that allows for an understanding of how and why TPP was played and the collaborative creative 

fictions that developed that will be explored in chapter one. This overview provides a context that 

allows for the identification of key narremes related to TPP. This in itself is substantive enough to 
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identify the narrative developments in TPP’s creative fiction, but to identify the creative process, it is 

important to be able to identify when narremes rose and fell in prominence as well as the impact of 

obstacles in the game,  and frequency of specific inputs over time. This is possible because of 

minimised data decay and the constrained sixteen-day time frame to study. 

The TPP community created a substantial amount of data across social media, requiring 

sources of data to be identified and selected for their utility. The primary interest for identifying useful 

data involves first the data’s accessibility and second, which data can be utilised well considering the 

technological limitations of an individual researcher. In terms of accessibility, data sources were 

evaluated on the basis of the difficulty of accessing the data against the data’s potential value. This 

approach aimed to determine the simplicity of accessing social media data through the application 

program interface (API) and the level of discussion that occurred on the platform. This study uses two 

primary data sources, Twitch chat and comments on the subreddit r/twitchplayspokemon from the site 

Reddit. This is due to both the relative importance of these sources and the accessibility and 

functionality of this dataset compared with those of other social media platforms. 

There are also technological limitations: to study even this constrained event, there was a 

substantial amount of data for an individual researcher with a consumer-grade desktop to process 

with simple RStudio code, which takes hours to process simple requests in many cases and days for 

others. This is the issue of data overload, which occurs when the amount of information exceeds the 

ability to process the information. This can be due to individual or other resources, such as time, 

budgets, and needed equipment (Roetzel, 2019). The data acquired for the TPP consists of nearly 

sixteen days of footage, sixty million comments across two social media platforms, and a large 

quantity of images and other fan creations. The processing of data had to focus on clear questions to 

obtain useful information and not expend time on every possible insight. 

Ethically and legally, the primary concerns involve the use of comments and creative works, 

as while there are legal allowances for data scraping, there are limitations on what can be shared and 

how. This means that there are data as well as avenues of exploration that cannot be explored 

readily; for example, the use of usernames to identify particular social media users poses issues of 

privacy even with pseudoanonymous social media sites due to the difficulty of checking what 
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identifiable data users might have added that can be associated with themselves at the time or since. 

Only after addressing legal, ethical, and technical issues can the data sources be explored. 

With these issues and the data sources prepared, I establish the methodology and 

organisation of the data used, which are more practical considerations related to software. The 

methodology relates to the software chosen and methods of data visualisation that were considered 

vital for demonstrating how the community operated. Data organisation is separate, as the data 

sources do not exist in an easily usable form and must be transformed before they can be used 

appropriately. It is important to establish exactly how the data transformations were performed, as it is 

relevant not only to the validity of the analysis but also for other researchers who may wish to perform 

similar work. With all this established, it will be possible to examine visualisations of the available data 

that demonstrate the TPP community’s actions and activities. 

One of the foremost questions for this thesis is how engagement changed over time in the 

TPP community and how this engagement relates to particular major events within TPP. It is possible 

to map this using the number of comments and their timecodes, with the archived video providing a 

reference point for the events. This can be done because both Twitch chat comments and Reddit 

comments have the time to be posted in their metadata. The Helix/Dome and related 

anarchy/democracy conflict can be explored via this methodology by selecting the number of 

comments that make references to/voting for either. This same method allows for tracking the impact 

of the start9 riots and when they first occurred and impact after their initial popularity. 

We can then examine the more complex areas of analysis by starting with a consideration of 

what particular terms were used most. This helps form the basis for examining narremes over time, 

assessing which narremes tended to attract the most attention from the community, and identifying 

what events led to the rise of particular narremes. Together, all of these methods help form 

quantitative support for qualitative arguments about the nature of the TPP community and how they 

engage in the creative process. 

A quantitative analysis alone would not be sufficient to answer the question of how the TPP 

community authored narratives: a qualitative analysis is required to make any findings of substance in 

this investigation. Quantitative analysis alone would tell us much about the community and its data, 

but it would not be able to sufficiently explain the narratives and narremes of TPP. Qualitative analysis 
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can reveal many narratives and narremes of TPP, but any claims about the community would be 

subject to researcher bias and errors in identifying what affect led to what outcome. A broad dataset 

of comments from social media sites during the period of TPP play and trends across the TPP 

community can be used to reinforce the arguments made during qualitative analysis and to identify 

the patterns of play and discussion that can help demonstrate the process of distributed creativity and 

community authorship. 

1.4.1 – Ethical Considerations 

The primary sources of data for this research include the text logs of the Twitch chat and 

comments and submissions to the TPP subreddit. These data include usernames, comments, and the 

time of posting. This information was shared freely and publicly by those who participated; however, 

this does not simply allow this research to make complete use of these data without adjusting the data 

for ethical considerations. 

Article 4 of the EU Directive on Copyright in the Digital Single Market allows for a copyright 

exception for text and data mining for the purposes of scientific research (European Parliament 

Committee on Legal Affairs, 2019). This allows for the use of both the Twitch data that were available 

and the scraping of the r/twitchplayspokemon comment and submission data. However, it does not 

necessarily allow for the publication of that data in its entirety, only for the findings of that data. For 

this reason, the intended online public archive of comments has not been implemented, as it may not 

be in line with EU law and best academic practice. 

Furthermore, the ethical consideration is that while users of both the Twitch and Reddit social 

media sites may have agreed to terms of services that permit the social media company to make use 

of these data, users did not agree that these data would be used by external researchers or anticipate 

being subject to EU directives. However, this conflicts with the ethical requirement to cite creators for 

their content rather than simply attributing all material to the social media website. For this purpose, 

usernames are only used in this thesis when a specific comment or image is referenced for the 

purpose of a qualitative argument that makes use of the work of a member of the community that 

cannot be highlighted through data analysis. The data field of the usernames is removed from the 

dataset after the number of individual users is counted. 
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There is also an ethical consideration of what this research might return to the community 

being studied. In this case, every aspect of the TPP community was publicly accessible, and 

comments made by members were known to be public. Regardless, it is still important to consider 

what can be provided back to the community. This research provides data analytics on communities 

from a non-social media source in advance of their tenth anniversary. It will also create an archive of 

videos, chats, social media, and images that comprise the community to avoid further data decay from 

erasing the TPP community’s impact on the internet, which may be accessed by future researchers; in 

particular, those studying the history of live streaming in the future should find this useful. This 

preservation may not be immediately important, but it is important for data to be preserved in places 

unrelated to social media companies, whose archiving practices are often uncertain. This is 

increasingly important, as the presumption that social media sites data will be accessible is 

increasingly uncertain. 

There is also the concern of the researcher contributing to the TPP community. It is difficult to 

prove the limited interaction that I had with the TPP community. Users could use many accounts, and 

there were accusations of “botting”, which is the creation of scripts that repeatedly posted commands 

into chat on an individual’s behalf. As a researcher, I contributed to the community in the Twitch chat 

in 2014, and I helped spread awareness of TPP as a whole. However, my interaction was limited and 

certainly diluted by the many other contributors. Owing to the semianonymous nature of these internet 

communities, it is impossible to ascertain how little an impact my interaction had on the community, 

but it should be considered a potential factor and bias. 

An important final note to be considered by other researchers is the shifting nature of 

anonymity. We should look at two contrasting examples. The first is a commentator who used a 

username when engaging in TPP but later used the same username as their internet persona. While 

their comments or artwork on TPP may have been made under the presumption of anonymity at the 

time, they may have had their identity and work since they became more associated with their 

username. This would mean that the expectation of privacy when making a comment in 2014 may 

have changed significantly by 2023 (AoIR membership, 2019; Milligan, 2023). There is also the 

problem of artists who have contributed to TPP in the spirit of the moment and shared images that 

they intend to retain the copyright to. The artist might not have considered copyright when posting the 

image in the moment, but this does not reduce their claim of copyright on their artwork. This means 
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that their artwork cannot necessarily be shared, so they can be at best archived for future 

researchers. Neither issue has simple solutions beyond being especially careful in minimising what is 

used for research and being willing to remove images/citations if requested. 

Data analysis of social media remains a young and complicated field in which intellectual 

property and fair use have yet to be truly tested. The present research aims to consider what it shares 

and uses in the future. Consequently, the sources and the material will be provided to researchers but 

not to the public, as was initially intended. However, an archive of three solid-state drives contains 

both the raw data and images and the processed data, which are stored in separate locations if 

needed. The original raw data are available through an internet archive (Internet Archive, 2014a, 

2014b) and Reddit data dumps (Baumgartner et al., 2020). 

1.4.2 – Data Sources 

While TPP has an array of possible data sources, this thesis focuses on two sources. The 

major theoretical justification for this focus is the volume of available comments and the relevance of 

the commentary. Additionally, there are practical reasons with the difficulty of gaining access to some 

data sources and how interoperable the data are. In what follows, I first discuss the two sources that 

have been chosen and how the data were acquired and second, the sources that were not included. 

The primary data source is the TPP Twitch channel. The TPP stream and its chat data have 

been archived, and both remain available via the Internet Archive (Internet Archive, 2014a, 2014b) 

and, as part of this thesis, will be stored on an encrypted solid-state drive to ensure that the data are 

accessible. The stream is archived in video format broken into a series of FLV-formatted videos of 

approximately 30 minutes in duration starting at 1 day, 11 hours and 25 minutes. This is a substantial 

amount of footage but is important for establishing a timeline whereby events can be verified. 

The Twitch chat archive begins at 1 day and 5 hours, which is the same time as when the 

TPP stream was linked to 4chan, which led to an increase in viewers. The chat logs are also logged 

with the Internet Archive and stored on a solid-state drive as part of this thesis. The chat log was 

preserved as a series of LOG files of differing sizes. These LOG files recorded three pieces of 

information as a basic text file; the time a comment was made, the username who made the comment 
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and the comment itself, with each piece of information delineated by a tab, and each entry indicated 

by starting on a new line. 

The subreddit r/twitchplayspokemon was an important source of in-depth discussions during 

the play of TPP red. To acquire these data, a python script was used that downloaded the posts and 

comments from reddit, starting from the opening of the subreddit until March 2nd, 2014, when play 

ended (r/twitchplayspokemon, 2014). The Reddit downloader script created two datasets as CSV 

files. The first listed every discussion thread in the community, detailing its title, the body of 

discussion, the username, the time, and its reference code. The second database documents every 

comment made on the subreddit with the same data categories. Having the discussion threads 

reference allows for comments to be associated with the relevant discussion the comment was made 

on if it is deemed important. 

The video data fortunately have a timestamp providing several key pieces of information: first, 

the video files provide the timestamp that both verifies when things happen and context for how the 

twitch chat and subreddit react; second, the video files provide the absolute verification that events 

happened as the community says they happened. This was used for the timeline and in providing the 

ludic narrative earlier in this thesis. 

The Twitch chat amounted to approximately 40 million inputs, and the Reddit comments 

amounted to approximately 200,000 total rows. However, the Twitch chat LOG files were not usable 

as a database because they were simple text files, and the reddit CSV files were composed of 144 

CSV files that, while individually readable in a spreadsheet program, were disjointed, thus making it 

difficult to gain any insights from the raw data. Consequently, the Twitch chat data and the two 

collections of Reddit discussion CSV collections had to be converted into data that could be analysed. 

The datasets are composed of comments provided to social media sites, and any research 

follows the digital single market laws of the EU, as mentioned earlier. Images, videos, and music are 

on less certain copyright grounding, although they are permitted by law. The issue could be ignored; 

however, it is important to recognise that the legal standing of the TPP and every product of the 

community is permitted to exist because the Pokémon copyright is not pursuing legal cases over 

nonprofit infringements. While social media data are accessible and legally defensible, TPP is allowed 
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to exist because copyright holders do not pursue rights. This is also true of the derivative TPP creative 

works. 

The different data sources require a level of standardisation before any data visualisation can 

occur. The archiving of Twitch chat and Reddit discussions is useful, but the datasets were not 

interoperable, so the file formats and data formats had to both be standardised, as discussed below. 

To achieve this, several pieces of software are required to transform the files and data; however, the 

raw initial data are also preserved to ensure that the process can be verified if ever required. 

 

1.4.3 – Data Processing 

RStudio (RStudio Team, 2023) is the primary software used to analyse the data acquired as 

part of this thesis. The ethical reasoning for using the R programming language and RStudio is due to 

both being free-software licences allowing for significant ease in the replication of data 

transformations and visualisations performed as part of this thesis. The practical reasoning is that 

both can be operated across a variety of operating systems and have an established history across 

multiple research fields, meaning that both are also less likely to be affected by changes in 

commercial software. Owing to difficulties in RStudio graphing the large datasets while it was working 

on the next query, once the data were processed and counted through RStudio, graphing was 

performed through LibreOffice to maintain the ability for replication, as LibreOffice is also free 

software operable across multiple operating systems. Data were acquired through RStudio 

processing, and then the data were moved to LibreOffice for visualisation. 

The Twitch chat data were preserved as a text file recording the date of the post, the 

username, and the comment. The Reddit data had to be scraped into two sets: one with comments 

that had been posted to r/twitchplayspokemon and the other with the thread posted to the same 

place. A thread on Reddit was a link or a comment that other users of Reddit could comment upon. 

They were separated for Reddit structural design, but their linking data were retained in the CSV files 

if needed. 

With the three datasets, it was important to make all interoperable. There are many data 

analyses that could be performed, but there are primary areas to focus on to reinforce the arguments 
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made in this thesis. Most important of these arguments are those that help us understand how the 

community operated throughout time. Through standardising how time was described across the 

datasets, it became possible to join the comments from all three into a single dataset that was named 

the corpus. The corpus of comments allows the entirety of the discussions to be explored for 

keywords relevant to TPP. 

The Reddit comments have a Unix timestamp that is precise to the second. However, 

unfortunately, Twitch chat is not as precise. Twitch chat recorded to the minute of posting in a more 

traditional time format, converting this to the Unix timestamp, could not restore the missing data on 

the second of a comment being posted; however, these missing data are not needed, as looking at 

terms and entries on a daily level should be sufficient for studying developments over time. 

The comments of the datasets are generally simple text, which allows for all or a selection of 

the comments to be brought together into a corpus that can be examined in RStudio. One particular 

use of this for TPP is the ability to separate the chat comments on twitch from the input comments, 

thus allowing for an examination of the effects of the changes that occurred to how TPP was played. 

When dealing with a corpus of data, it is also important to consider what words are important. 

The immediate use is to focus on words that are particularly important, for example, ‘hivemind’, to 

track its use over time and highlight the rise and decline of different terms. 

There are a series of steps that are important for performing more complex analyses that can 

be explained here. The first is the ‘tidying’ of the corpus to remove words that are irrelevant and to join 

words that are relevant to each other. The removal of words can be important when trying to identify 

terms that are frequently used and that need to avoid what are termed ‘stopwords’ (Sarica and Luo, 

2021), slowing down the process. These are words such as ‘a’, ‘at’, ‘is’, ‘the’, ‘these’, and ‘this’. For 

this corpus, this process avoids the simple issue of stopwords appearing highly ranked in commonly 

used words, as this would not provide any useful information. For TPP, this can be further expanded 

to remove terms such as ‘http’ or common inputs such as ‘a’, ‘b’, and ‘start’. Building on this, when 

counting prominent words, it was then possible to remove repeated terms such as hyperlinks to 

websites and notifications that provided no particular insights. 

There are also technical limitations to the methodology. The size of the dataset makes 

complex data transformations a slow process. This requires that certain choices are made for reasons 
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of speed rather than being the best theoretical solution. For example, the dataset can be separated 

into days, and days can be used as the primary metric for time. The Unix timestamp could provide 

much more granular data, but the benefit would be heavily outweighed by the time it would take to 

process and the difficulty in graphing the results. Any possible benefit would be heavily outweighed by 

the amount of time it would take to process the information. Importantly, extending the time axis to 

hours would turn 14 points on the axis into 336 points, which is not useful for data visualisation. This 

again relates to the issue of data overload. 

Aside from the technical aspects of the methodology, there is the fundamental issue of 

identifying what data transformations to focus on. This decision is affected by practical considerations 

of what is most relevant to address, what information is best communicated by visualisations, and 

what data can be simply extracted by finding a particular comment. Being able to count the amount 

and types of comments made about TPP over time is the first important area for visualisation, as it 

can reveal the levels and types of engagement at key points during TPP and the actual size of 

different positions on anarchy and democracy as modes of play, despite what discussions might 

indicate where a small passionate group might appear much larger than the actual active group in 

play. This type of information is particularly relevant for identifying how large the start9 riots and 

supporters of democracy were. Furthermore, by examining how prevalent the start9 riots are among 

the inputs, we can identify how prevalent the rioters were among the player base from their 

emergence to the end of play. Similarly, we can look at how often democracy and anarchy are posted 

as inputs over time to see the back and forth between the two positions over time. These 

visualisations are able to demonstrate the effects of movements within the TPP community more 

effectively than just pointing at particular comments that both have a bias and do not have actual 

data. 

Using the same methodology, it is possible to count the appearance of particular terms over 

time. This allows us to check for how prominent narremes and memes were over time. This can help 

show how some ideas fell out of favour, while others became more prominent and when they were at 

the height of their prominence. Charting this provides insight into when the community particularly 

focused on and developed particular narrative elements that may not be as close to when the 

gameplay events that inspired the community occurred. It also provides a methodology for choosing 

to focus on particular narremes in qualitative analysis over other narremes. 
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The final data analysis is that of counting the frequency of word appearances throughout the 

entire corpus of comments. To do this, additional data processing is required to remove frequently 

used words in the English language and numbers and transform all words to lower case. With the 

frequency of every word counted, this list of words can be visualised as a table or as a bar chart for 

the most prominent terms and as a word list in which the size of each word matches its frequency. 

Each of these will be discussed in more depth, and the specific code and language used 

appears in Appendix A in relation to processing the data, and Appendix B for the RStudio code used 

to analyse the data. The large size of this dataset and richness of the data mean that many other 

analyses and visualisations are possible; however, for this thesis, only relevant visualisations to 

support arguments have been made, as not all visualisations are relevant or useful. 

In addition to the tables of data and visualisations, the methodology used to acquire and read 

the data, the transformed data, and the software and environment used to transform these data will 

be preserved as part of this thesis to ensure that replication is possible but as part of preserving TPP 

as a whole. Additionally, Unix time codes allow for the preserved video of TPP and chat to be 

matched together accurately, ensuring that the timeframe remains consistent and interoperable for 

referencing particular events throughout this thesis. 

 

1.4.4 – Data standardisation 

To gain valuable insights into the overall community process, the Twitch chat and subreddit 

data had to be read by one program that could relate each dataset to each other. The first and most 

important issue was ensuring that the timestamps of both were correctly synchronised. This might 

seem to be a simple issue, but different website standards can make this difficult. Once the timestamp 

of all the entries is standardised, the next important step is to ensure that the different file types are 

brought to a standard under a piece of software that can read and interrelate all the data, which for 

this thesis was RStudio. RStudio was chosen because of its cross-platform availability at zero cost, 

open-source licence, and familiarity for the researcher. 

Many of the twitch chat LOG files were too large to open in the basic software Microsoft Office 

or OpenOffice. This meant that the larger LOG files had to be separated into smaller files that 
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OpenOffice Calc could open. These smaller files could then have their plain text data converted into 

columns. Calc has the ability to transform data into CSV files that are readable by RStudio as data 

tables. Once each separated file was converted into a CSV file where the time, date, username, and 

comment were defined into columns, the files could be then recombined into a single dataset that had 

defined categories that could be related to the other datasets. 

The Reddit datasets had a similar issue of being too large to be read by basic office software; 

however, the data had been captured and clearly categorised, meaning that they simply had to be 

joined into single files to make a consistent data series that could be ordered by time from the 

opening of r/twitchplayspokemon to the conclusion of TPP Pokémon Red. However, an important 

issue remains: the timestamp of the twitch data is based on the Twitch server location, whereas the 

Reddit data are based on Unix time. 

Unix time is a common server standard that counts time from the number of seconds that 

have passed since 00:00:00 Universal Coordinated Time on January 1st, 1970 (Mashey, 2004). 

Reddit posts are timestamped on the basis of Unix Time (Baumgartner et al., 2020). Twitch chat posts 

are also based on Universal Coordinated Time, but the chat records it in the hour: minute day/month 

format (Internet Archive, 2014b). To reconcile the end point of the chat logs, the Reddit comments 

were aligned to ensure that the time conversion was accurate. With both datasets in RStudio, it was 

then a process of converting the Twitch chat timestamp to the Unix Time format. The process for this 

is recorded in Appendix B. This meant that all sources of data could be placed on a definite timeline. 

With the data now interoperable with the same timestamp, it was important to ensure that the 

data sources could be searched and transformed into visualisations that would highlight changes in 

the TPP community during the course of play. The Twitch LOG files were separated, each 

transformed into CSV files, and the Reddit data CSVs had empty or unneeded columns removed (IP, 

reddit gold status, etc…). These files were joined into large CSV files that were best read and 

transformed via the R language and RStudio software. 

With the datasets prepared and accessible by the RStudio software, the next important 

question is how to use these data and what these data can reveal about distributive creative 

communities. TPP provides a wealth of data because of the short period of intense interest, which 

allows us to examine how the TPP community operated as a distributed creative community with 



77 
 

greater definition than more long-term or slower communities might allow. With the data prepared, it 

became possible to ask specific questions about the community as a whole about particular terms 

and ideas the TPP community created, thus gaining insight into the actual events and processes in 

the TPP community. 

 

1.4.5 – Comments Throughout Play 

The best method for evaluating the level of engagement with TPP across its existence is to 

track the number of comments from day to day. To do this, the datasets can be searched for 

comments matching each date, which can then be separated out and saved as seventeen smaller 

datasets for each date. We can further separate each individual day between the Twitch chat data 

and the Reddit submissions and comments. The separation of the main dataset into subsets allows 

us to look at particular inputs and narremes across time, as well as the prominence of particular inputs 

on days where the community faces particular challenges. 

 This data table shows each total number of engagements each day. The data about the 

inputs are acquired from the data discussed further in this chapter. This table serves two important 

purposes: the first purpose is to show the actual data; the second purpose is to show how important 

visualisation of the data is. This information is exact and clear, but it requires careful examination, as 

its trends are not readily clear to the human eye. 

With the data available for study, it was not possible to look at the datasets through Excel or 

OpenOffice Calc. Consequently, the decision was made to use RStudio, although it was faster to 

adjust the visualisations for readability in OpenOffice Calc. As a consequence, these data came from 

counts made in RStudio, which were then entered into OpenOffice Calc and then graphed. 
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 Table 2 - Comments per day 

 

This table shows each reddit comment, reddit thread, and Twitch Comment on each day of 

TPP and the Total Comments. Below is a tally showing the divide between comments and inputs and 

the total TPP engagement between Feb 14th and Mar 2nd. 

 

 

 

Date Reddit Comments Reddit Threads Twitch Comments Total 

14-Feb 0 0 403,338 403338 

15-Feb 683 161 1,256,964 1,257,808 

16-Feb 3,444 791 2,334,316 2,338,551 

17-Feb 9,020 1,802 2,953,765 2,964,587 

18-Feb 22,872 2,776 3,858,465 3,884,113 

19-Feb 21,804 2,919 4,012,335 4,037,058 

20-Feb 16,019 1,726 3,207,839 3,225,584 

21-Feb 13,228 1,747 2,521,878 2,536,853 

22-Feb 4,615 972 3,224,294 3,229,881 

23-Feb 25,543 1,820 3,289,991 3,317,354 

24-Feb 17,936 1,174 2,812,873 2,831,983 

25-Feb 7,643 866 2,854,072 2,862,581 

26-Feb 12,558 861 2,773,870 2,787,289 

27-Feb 8,763 515 1,550,274 1,559,552 

28-Feb 5,153 860 1,925,696 1,931,709 

01-Mar 12,536 1,468 570,414 584,418 

02-Mar 3,163 243 49,052 52,458 

   Total 39,805,117 

   Inputs 12,845,917 

   Comments 26,959,200 



79 
 

 

Figure 9 - Stacked area chart of total number of comments per day on Twitch and Reddit. 

To visualise the number of comments over time, a stacked area chart provides a clear 

impression of the swift rise in engagement with TPP, with the fifth day, February 19th, having the 

highest number of comments at 4 million. This coincided with the evolution of The False Prophet and 

Team Rocket HQ’s issues. This number soon declined to 2.5 million by February 25th after two full 

days remained in the Team Rocket HQ and remained steady between 2.8 million and 3.3 million 

comments daily. The final decline occurred on the 13th day, which was after the Helix fossil was 

revived near the end of the game; this decline continued as victory became increasingly likely. 
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Figure 10 - Pie chart of inputs and twitch chat comments as a proportion of engagement.  

Further insights can be gained from these data. By removing the totals of the inputs to the 

TPP (a, b, left, right, etc.), it is possible to identify how much of TPP was composed of comments 

compared with inputs as a proportion of the total. A pie chart was chosen for this visualisation, as it 

efficiently conveys that inputs made up 1/3rd of Engagement, and chats comprised 2/3rds. 

 

Figure 11 – Total Reddit activity per day. 
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There were attempts to visualise Reddit activity as a portion of total activity. However, this 

visualisation was deficient because of the vast differences in the numbers of entries on both datasets. 

The Twitch chat was fast paced and thus contained shorter messages, many being inputs, and of the 

remaining two-thirds many were memetic or repeated phrases such as ‘Praise the helix’ and similar 

memes. Reddit comments and threads are typically longer and more in depth, as they are archived 

and can be replied to for months after their posting; long after the TPP, Twitch chat would have been 

archived and inaccessible outside of the large log files. Reddit comments are written expecting 

response and knowing that an audience can take time to read what is written compared with a 

constantly updating chat where comments can often be more like joining in a chant at a soccer match. 

 A line chart was used for visualisation, as a stacked area chart made the trend line less clear. 

The shape of the Reddit comments mostly matches what was seen with the Twitch chat. With less of 

a peak during the events of the False Prophet, which is unsurprising as that peak was part of the two-

day high of the entire internet looking at TPP. The dip of engagement while the community is stuck is 

also matched. However, for Reddit the peak engagement in comments was during Bloody Sunday, 

the community’s term for the event where they lost most of their Pokémon. This may be indicative of 

two factors: the remaining engaged users using Reddit more and the ability to attempt to organise on 

Reddit and mitigate the damage caused by retrieving Zapdos. 

Importantly, Reddit threads do not rise in proportion to the comments; this is expected 

because of Reddit’s purpose as a discussion hub. The even larger scale of difference in terms of peak 

days highlights that the site function as a discussion and organisational hub. What is interesting to 

note is that highest number of threads posted to Reddit occurred during the first decline in 

engagement. As a hub for aggregating content, be it news articles or artwork, this is most likely a 

consequence of two factors. First, following the height of engagement, many articles are expected to 

follow. The second factor is that it is during this time that many narrative elements begin to take 

shape; The False Prophet, anarchy vs. democracy, Bird Jesus. With these in place, artists were able 

to explore these topics and share their interpretations. 
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1.4.6 – Game Inputs, Start 9 Riots, and Anarchy/Democracy 

By looking at the data, we can also see how often different inputs were used, which can 

indicate trends in the data, particularly in relation to how strongly each day was embroiled in battling 

or difficulties dealing with travel. During days when travel issues were prominent, such as The Ledge, 

there was an increase in directional inputs, particularly near the end of the TPP when the community 

repeatedly challenged the Pokémon League, directional inputs fell. These data show that the 

directional and a/b buttons were used at quite similar levels, with the start button being much less 

used as it brought up the menu and select being almost unused, as it was a button typically tied to the 

bike or fishing rod to speed up either activity. 

Table 3 – Frequency of each input 

Input a b left right up down select start 

14-Feb 51’567 36’625 41’244 43’770 54’986 39’423 4’908 25’928 

15-Feb 99’622 67’623 110’199 120’222 155’696 93’943 11’764 68’488 

16-Feb 129’084 119’041 114’650 110’992 136’603 89’369 10’034 52’033 

17-Feb 90’482 117’374 125’720 119’060 143’056 127’701 8’557 63’109 

18-Feb 62’040 114’699 157’826 135’155 123’568 143’320 6’911 57’696 

19-Feb 108’103 99’585 87’934 77’932 119’835 99’864 5’422 34’963 

20-Feb 74’790 68’375 66’746 67’625 75’953 63’253 3’203 20’008 

21-Feb 67’808 59’359 52’837 49’005 68’226 52’755 4’067 21’460 

22-Feb 122’556 121’746 82’274 70’070 121’467 88’789 6’820 57’933 

23-Feb 85’207 88’598 79’071 85’746 96’101 74’494 7’039 38’538 

24-Feb 83’055 68’060 55’845 49’306 87’861 97’302 2’528 42’341 

25-Feb 85’101 76’250 72’205 62’599 136’237 136’237 2’638 33’903 

26-Feb 50’452 51’775 96’220 80’545 117’577 96’376 1’785 23’176 

27-Feb 56’203 46’282 37’356 36’625 58’819 51’214 1’250 18’887 

28-Feb 75’499 44’666 35’922 32’381 60’183 44’481 784 23’997 

01-Mar 79’318 37’661 25’608 22’462 49’943 24’007 1’473 10’449 

02-Mar 1’727 779 440 204 1512 552 241 1’092 

 

There is an important note to make before looking at the other three major inputs. A count of 

how frequently each word occurs across TPP will show that inputs such as left9 and down9 have 
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been used into their thousands. However, the above table focuses on the primary inputs, which were 

all used with much greater frequency. The table below shows that even the most commonly used 

input strings, the famed start9 riots, were still used much less than other inputs and yet significantly 

more than any other ‘input(number)’ style inputs.  
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Table 4 – Nonstandard inputs 

Input start9 anarchy democracy Total 

14/02/2014 0 0 0 298’451 

15/02/2014 0 0 0 727’557 

16/02/2014 0 0 0 761’806 

17/02/2014 1 0 0 795’060 

18/02/2014 14’568 111’030 131’909 1’058’722 

19/02/2014 10’715 236’982 267’406 1’148’741 

20/02/2014 1’695 175’161 169’083 785’892 

21/02/2014 8’778 132’596 175’601 692’492 

22/02/2014 3’700 186’987 225’601 1’087’943 

23/02/2014 4’719 219’878 268’179 1’047’570 

24/02/2014 2’665 185’680 158’579 833’222 

25/02/2014 2’140 164’994 209’999 982’303 

26/02/2014 2’411 212’898 239’277 972’492 

27/02/2014 885 132’657 106’470 546’648 

28/02/2014 4’925 191’938 184’421 699’197 

01/03/2014 916 80’376 58’902 391’115 

02/03/2014 217 4’932 5’010 16’706 

 

This table lists the three most prominent nonstandard inputs. That start9 input that served as 

a protest, and the anarchy vs. democracy inputs that would decide the mode of play. 
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Figure 12 - Bar graph showing total standard inputs in millions. 

Interestingly, looking at the total of all inputs as a bar graph results in a graph that is unusually 

uniform. The two primary buttons and the directional buttons are on a rough parr at 1.3 million, with 

the up input being higher. An interesting potential interpretation of these data is that the basic game 

Pokémon Red was very well balanced around inputs. The reason for the disparity of the up input is 

not currently clear, but it may be related to particular struggles with ledges while travelling. The start 

button was rarely used generally in the game, as it was only used to access Pokémon and inventory 

information, both activities that the TPP community was interested in attempting because it required 

an improbable amount of coordination. The select button is clearly the least used input, as it was not 

needed for gameplay and was often nonfunctional. The democracy, anarchy, and Start9 inputs are 

notable outliers among the inputs. Start9 is on par with the select input despite its prominence in 

discussions about TPP, and anarchy and democracy are both significantly higher than any other input 

but are much closer to each other than the popularity of the anarchy faction might indicate. 
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Figure 13 - Pie chart showing the anarchy and democracy votes. 

While anarchy was most popular in the community, democracy was voted for more often. This 

might initially be considered a very surprising bit of information, but it may also point more to how 

consistently and determined democracy voters were while anarchy voters could easily seize and 

maintain control. Consequently, those voting for democracy did so more often, whereas anarchy was 

generally in control more. However, it does demonstrate that the pro-anarchy players were not as 

prominent as might have been believed for both sides to be so close in number of inputs. 
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Figure 14 - The prominence of the start9 input over time. 

In a similar issue faced by looking at the reddit totals against the twitch chat totals, looking at 

start9’s effect on a graph that compares it to other inputs does not reveal its actual impact. When 

democracy play was much slower, every 30 seconds, the most input command would be picked and 

implemented. If the winning input was start9 the menu would be opened and closed repeatedly, and 

then voting would begin again. Essentially, a group collaborating to vote start9 could shut downplay 

for a time or at least slow play down significantly. 

At the height of the start9 riots, the number of start9 (57’696) inputs is 4 times fewer than the 

number of start inputs and only slightly more than double the number of select inputs (6’911). This 

finding indicates that even at the height of the start9 riots, they were a minority compared with the 

majority of players who wished to keep playing under democracy rather than stop playing. Start9 

would quickly decline and peak twice again after the start of the democracy/anarchy peak, while 

always having a slight presence at around a minimum 1000 inputs. 

 The second peak on day 8 is immediately after the Team Rocket HQ, which democracy was 

created to navigate. A clear push to return to anarchy now democracy was not needed. The next peak 

occurred while the community struggled between democracy and anarchy as failures on a victory road 

set them back a significant distance from Cinnabar Island. Ultimately, the decline of start9 can be 

attributed to the introduction of an option to vote to switch between the anarchy and democracy 

modes of play on the 17th. 
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Figure 15 - A line graph of all inputs over time. 

This graph clearly shows two important pieces of information. The first is how disruptive the 

start9 inputs were despite being a small group within the community. The number of start9 inputs may 

be small but had a significant effect on the community’s enjoyment of play. The second is how 

immediately the anarchy/democracy split came to prominence and how close the two groups were in 

terms of the number of inputs. Among all the methods used to visualise the importance of 

anarchy/democracy and the Helix vs. Dome, this graph makes it clear that this split was significantly 

important to the TPP community, as the contest between both remained significant from its inception 

to the very end of the TPP. 

1.4.7 – Most Frequent Phrases, Memes, and Narremes 

To establish what the TPP community was focused on as a whole, it is possible to count how 

often every individual word was used by the community. The count of every single word amounts to 

43,648,245 individual words, requiring a more focused approach to identifying the terms important to 

the TPP community. The first choice is to reduce the relevant words to the hundredth of a percentage 

of mentions. This means that every word above their 4364 mention is relevant. This provides a list of 

293 words. 
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It is immediately clear that the list requires a number of words to be removed. For example, 

the second most common word is ‘left’ because the chat announces every user who left, and the third 

word is ‘joined’ because it announces every user who joined the chat. Following those terms are 

many that are links to twitch and the term ‘http’. Removing those and similar links gives us a very 

clear top three mentions of TPP, anarchy, and democracy oversize all other words by a significant 

margin.  The third word Helix achieves a count of 655’270 compared to anarchy’s 2’140’382. 

Consequently, the TPP mentions, and anarchy and democracy were removed for their overwhelming 

mentions due to being inputs. Leaving Helix as the top mention across the community. 

There are additional terms that must be removed. The first is links to sites, whose word 

counts are recorded simply as site name with no further detail. The next to remove are the special 

inputs, for example, right9. These inputs were typically used to overcome specific challenges when 

the community was playing in the democracy mode, and while important to note, they do not 

communicate the TPP community’s aims over the seventeen days or the creative process. The next 

type of input to remove is emojis, which are specific reactions to the twitch community at the time that 

they are recorded as words; ‘biblethump’ is the highest-ranking example, but ‘pogchamp’ and others 

are also removed. Following this removal is typos such as ‘dow’, ‘righ’ and other inputs that were 

intended to be standard inputs but mistyped. 

These eliminations from the top word count are obvious, but the following exclusions are 

more subjective. The first was to remove nouns, verbs, and slang that are unclear in their relation to 

TPP, an example being the word holy. It might have relevance but is difficult to relate clearly to the 

TPP community without context. Similarly, words that are generic to playing Pokémon Red, such as 

‘Pokémon’, were removed, and catch were removed. This was followed by contextless words such as 

damn, which lack a meme or narreme to clarify their purpose to the community. 
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Table 5 - Table of removed words 

Original List Number of uses Reason for removal 

twitchplayspokemon 23446299 High frequency of use 

left 13016363 Frequent due to input 

joined 11740845 Frequency due to automatic chat message 

tmi.twitch.tv 3955454 As above 

testserver.local 2504453 As above 

democracy 2413631 Frequent due to input 

anarchy 2140382 As above 

start 655270 As above 

http 367912 Frequent due being a standard internet 
protocol 

helix 171885  

guys 88610  

select 88032 Frequent due to input 

start9 69017 Frequent due to input 

riot 55509  

kappa 54442 Twitch Emoji 

imgur.com 54071 Website for hosting images 

pokemon 51603 Does not provide any context 

jesus 51199  

tinyurl.com 47971 Website for hosting images 

bird 41780  

i.imgur.com 41421 Website for hosting images 

lol 40076 Common internet slang 

beat 39693  

codehero11 39390 Could be a bot, joins chat on average every 45 
seconds during a weeklong period of time. 
Google search only returns a snippler page 
“Create the backup of your site using curl” 
Further indicating a relation to being a 
programmed bot 

praise 39112  

 

This leaves relevant words but does not complete the refinement of the word count of the 

TPP community. There are highly ranked words that are related; for example, ‘guys’ ‘beat’ and ‘misty’ 
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have rankings of 12, 24, and 27 on the list before any alterations, respectively. These three entries 

refer mostly to the TPP community’s meme, ‘hey guys we have to beat misty’. This meme was an 

early reference that became popular as a chant to focus on an aim early when TPP became popular. 

There are many similar examples, such as consult, praise, and hail the Helix; all highly linked 

ranked words take up high spots individually. For the purpose of identifying how much the community 

cared for an individual meme and narreme the multiple words have been converted to being 

represented by the highest ranked word. Similarly, names of characters such as Bird Jesus (21, 19) 

have been similarly joined so that the term Bird Jesus would rank at 19, assuming no other changes. 

The last changes made to the list involved removing terms such as spam and gg (good 

game). These terms and their frequency of use are highly relevant in specific situations, but as 

general terms do not help identify what narremes were important to the TPP community. Finally, the 

important ludic terms of teaching abilities to Pokémon have been removed, as their importance to the 

community is naturally related to gameplay and can be related specifically to events and TPP 

community plans. A list of 25 terms is left for identifying important narremes. 

This process might seem selective in favour of the researchers’ conclusions owing to the 

many alterations to the pure list. However, a paired list of the unaltered word count and the altered 

word count should show the importance of making qualitative choices from quantitative data. 

  



92 
 

Table 6 - Table of the most common terms used after joining words. 

 Altered list of most used words  Number of uses 

1 Praise Helix Meme celebrating the 
Helix Fossil 

171885 

2 Guys we have to beat Misty Early meme, often 
referred to joking about 
community’s lack of 
focus 

88610 

3 Riot Consequence of the 
Start9 riots opposing 
Democracy 

55509 

4 Bird Jesus Name of most used 
Pokémon 

51199 

5 Game Plan Planning of 
community’s next steps 

37160 

6 The PC Where Pokémon were 
swapped 

36277 

7 AA-J The legendary 
Pokémon on the team 

27153 

8 Dux An early Pokémon that 
was lost 

16515 

9 Red Player character name 16466 

10 Dome The deific enemy of the 
Helix Fossil 

16060 

11 Don't Release Concern over releasing 
Pokémon 

14370 

12 Rick Gastly Pokémon put into Day-
care permanently 

13675 

13 Air Jordan Pokémon on final team 13434 

14 The Ledge The main navigational 
challenge the TPP 
community faced 

12916 

15 Secret/Lift Key An item that replaced 
the Helix fossil with 
frequent attempted use 

12705 

16 R.I.P Digrat Meme mourning a lost 
Pokémon 

12415 

17 Fight Major game mechanic 10377 

18 Grind The act of repeating 
simple fights in order to 
level up Pokémon so 
they can face more 
challenges 

10356 
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Table 6 - Table of the most common terms used after joining words (Continued). 

19 Progress No particular TPP 
meaning 

10268 

20 Die No particular TPP 
meaning 

10261 

21 Love No particular TPP 
meaning 

10223 

22 Flareon/The False Prophet Notorious Pokémon and 
foe to the TPP 
community 

10075 

23 Hell No particular TPP 
meaning 

9717 

24 Victory Standard meaning, and 
name of major location 
Victory Road 

9714 

25 Maze Rocket Maze was a 
major navigational 
challenge 

8495 

 

Tables should make it clear that the removal of some terms and the amalgamation of related 

terms are useful in creating a list of frequent words that is useful in describing and understanding TPP 

as well as choosing narremes to focus on. This does not make the unaltered list irrelevant, however, 

as it highlights how often ‘Imgur’ was used by the community. This piece of information first helps 

demonstrate the importance of the reddit community r/twitchplayspokemon, as Imgur, as an image 

host, was particularly used by Reddit users. The unaltered list also has highly ranked entries for words 

that look like ‘e5fxi’, this part of an Imgur link and allows for the identification of what ‘game plans’ 

were most shared in the TPP community. 

1.4.8 – Popularity of Notable Narremes 

Using the same methodology that was used to find the inputs, it is possible to track the 

prominence of narreme terms over time. This is achieved by ensuring that capitalisation is 

unimportant and that RStudio counts each instance. These counts were performed on the Twitch and 

Reddit community’s data, but the table of data below displays only the totals of both. The chosen 

narremes come from the analysis of the terms most used by the TPP community and their impact on 

the fiction of TPP. 
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Table 6.6 -Narremes frequency by day 

Date Submissions False Prophet Hivemind Helix Dome Bloody 
Sunday 

14-Feb 1 8 364 4 0 

15-Feb 13 29 2655 77 0 

16-Feb 15 77 6639 378 0 

17-Feb 325 88 12610 1158 0 

18-Feb 715 143 18886 2576 0 

19-Feb 419 123 14524 2618 0 

20-Feb 287 116 15306 2686 0 

21-Feb 180 84 10005 2353 0 

22-Feb 251 100 16423 2724 1 

23-Feb 673 165 16867 3599 182 

24-Feb 298 123 24864 2914 353 

25-Feb 171 96 19978 2402 155 

26-Feb 132 148 19741 2341 133 

27-Feb 324 509 14479 1340 89 

28-Feb 1916 56 14727 1424 44 

01-Mar 113 44 13957 1005 65 

02-Mar 75 16 2805 189 22 

Total 5908 1925 224830 29788 1044 

 



95 
 

 

Figure 16 - Line graph of The Helix vs The Dome over time. 

Two explanations exist for the disparity between this chart and the anarchy vs. 

democracy data. Democracy had a ludic benefit; it was useful to play under the democracy 

mode of play. However, anarchy and the helix fossil were far more fun for making stories and 

repeatable memes. Consequently, democracy and anarchy were contentious, but few people 

supported the dome versus the helix in a narrative sense. 
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Figure 17 - Line graph of Bloody Sunday’s prominence. 

In the remaining three prominent narremes we will discover how late they become prominent. 

The first is Bloody Sunday. Unsurprisingly, these values peak immediately and decline reasonably 

steadily until the end of TPP. This is expected since Zapdos presence meant that Bloody Sunday had 

to maintain importance in discussions towards the end of the game. 
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Figure 18 - Line graph of Hivemind’s prominence. 

The Hivemind shows a very interesting development. It has prominence as a narreme from 

start to finish, with a steady rise generally matching the growth of the peaks and troughs of the 

community, but on 27th February, The Hivemind hit a major peak, while engagement generally 

declined. This is best explained by the slow and steady pace of progress that had become apparent, 

which provided the TPP community time to fictionalise the events of TPP. The point at which The 

Hivemind came to prominence is ironically as it shrunk in capacity, but two important factors to 

consider are that creative work takes time and that the 27th February rise may be due to a rise in 

creative works. Second, after almost two weeks, the TPP community had taken on enough character 

that it felt like the community had to give it a mind to explain their actions. 
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Figure 19 - Line graph of False Prophet’s prominence. 

 The False Prophet is the very last narreme to peak. Unsurprisingly, the term first peaks 

immediately after Eevee evolved to Flareon and again reappears when Zapdos is captured and 

considered another false prophet. However, similar to The Hivemind, the False Prophet resurges 

again near the very end of TPP. One day after the term, Hivemind Peaks. Two prominent narremes 

rise very close to the end of the events of TPP: Hivemind and The False Prophet. Importantly, both 

terms that help define the fictional narrative of TPP rise to prominence near the end of events, 

possibly because events were near the end, meaning that few events could occur to change the 

inevitable outcome of the story. This might have made it easier for the community to focus on 

particular narremes. Though it is notable that fictional interpretations rise as engagement begins to 

fall, possibly indicating that a core of the TPP community was most interested in and responsible for 

the creation of the fictional narrative. 

There are limits on the conclusions that can be drawn from visualisations of count data. 

These data and these visualisations provide supporting evidence and contrast with the popular 

narratives about and within TPP that will be explored in chapter four. 
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1.5 – After Twitch Plays Pokémon Red 

Twitch Plays Pokémon ended on the 1st of March 2014; however, this was not the end of TPP 

story or impact. The community continues to play other Pokémon games to the present day, although 

the audience has dwindled significantly, and with the smaller player base, creative work has similarly 

dwindled. The stream brought considerable attention to Twitch as a platform. While many other 

streams have since been influential on the Twitch site, it is impossible to underplay TPP’s impact, as 

the Twitch VP of marketing stated: “This is a wonderful proof on concept that we hope to see more of 

in the future” (Saltarin, 2014). Other versions of the “Twitch Plays X” formula are still being attempted, 

but none have the same level of impact as TPP. 

Interestingly, the Pokémon Company (Owned by Game Freak, Nintendo, and Creatures), 

which is in control of the Pokémon franchise, has never officially acknowledged TPP. TPP has been 

obliquely referenced by some marketing events and potentially by games (Bulbapedia, 2020). 

However, the references made by the Pokémon Company have never been confirmed as intentional 

and are most likely the efforts of individual employees; thus, the impact of the TPP on the franchise 

remains unknown. 

As of September 2020, the TPP community has played 62 different Pokémon games for more 

than 6 years (Wikipedia, 2020). The player base quickly played through every viable generation of 

mainstream Pokémon games (mainstream games are those that follow the established gameplay and 

introduce new Pokémon, often utilising new hardware), and they were able to make use of the many 

fan-made games. The use of fan-made games highlights the commitment that fans of the franchise 

have to the franchise and desire more content, as while some fan-made games are rather simple 

changes, others are full games that simply use (even add to) the assets of the original games. 

This modification of the original games is highly dubious legally despite their popularity. The 

fan-made games, such as the TPP ROM, are played on a PC, not with Nintendo hardware. Although 

none are given away for profit, this type of modification has not been defended in court as of yet 

placing them in a dubiously legal area (Machkovech, 2016). The use of fan-made ROMs from the 

outset of TPP is likely not a small part of the reason it is unacknowledged by the companies involved 

in the Pokémon franchise. Nintendo is not favourable towards streamers (Wilson, 2017), and like most 

companies are not happy to have their IP used in ways that might breach copyright. Similarly, 
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acknowledging TPP may put their trademarks into question. Therefore, it seems that they have 

chosen simply to pretend that it does not exist, so the fanbase can continue without issue. 

The original streamer left running the stream due to allegations that he harassed members of 

the community (Jackson, 2017), and since then, the stream has been run by members of the 

community. The TPP subreddit has declined to under 50000 members (r/twitchplayspokemon, 2020); 

however, the twitch stream has continued to operate continuously for the 7 years since the original 

stream. While TPP Red has long ended, both the community and its impact are still present. 
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Summary 

Exploring TPP as a creative community, describing its narratives, and performing quantitative 

analysis on the community’s social media comments provides the foundation for exploring the 

distributed creative process. In the following chapters literature analysis of creativity, narratology, and 

metamodernism will provide the theoretical framework for chapter fours creative engine model. 

 Twitch Plays Pokémon is a channel on the website Twitch where viewers of the channel 

control a Pokémon game by entering commands through the channel chat room. The original game 

played on the channel was 1996’s Pokémon Red. Over 16 days and 7 hours, 1,165,140 users 

watched the stream, and 750,168 participated in playing Pokémon Red by inputting at least one 

command to a game that was originally intended to be played by a single player. The people playing 

Pokémon Red on Twitch Plays Pokémon channel created communities on other social media 

platforms to make plans, collaborate more effectively, and discuss events occurring in the game. 

During their discussions, community in-jokes started to form around the nonsensical events in the 

game. The in-jokes would soon be reinterpreted by the community, and a fictional narrative began to 

take shape within the community. In the rest of this chapter we will look at TPP as a community, as 

narratives, and what can be learned from the available data. 

TPP, like many modern internet communities, cannot be studied by looking at a single 

website. The TPP community can be viewed as having the Twitch page as the TPP community’s core, 

around which various major social media sites exist, allowing for more comprehensive discussion of 

the TPP stream. Social media sites can be seen as the discursive orbit around the core of the Twitch 

stream where the gameplay occurs. Finally, the sites around the community discussions hosted 

creative work and articles about TPP but were not primarily a community space themselves. 

Different social media sites provide different methods of engaging with TPP and are governed 

in different manners. The TPP Streamer chose to have a largely hands-off control of the community, 

except for the major decision to switch to a democratic decision process, and then, after protests, a 

shared anarchy/democracy system. Twitter and Tumblr make use of hashtags that result in a lack of 

direct governance. Users see what is shared and engage with what they wish free of any individual or 

group controlling the hashtag. The subreddit r/twitchplayspokemon, however, serves a particular need 

because, owing to reddit’s design, any subreddit community is governed according to its moderators. 
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These moderators chose to focus on facilitating the community, which Reddit was well suited for. 

Allowing the community to have live updates, and threads are pinned to the subreddits front page. 

This allowed participants to keep up to date, which was vital for them so that they could learn of 

developments while they were away. It also allowed for both organising and sharing strategies, as 

well as a place to centralise links with fan media. 

The broader Pokémon fandom is related to the TPP community. The Pokémon Fandom of 

course also already existed on major social media sites, providing a large audience for the TPP to 

draw upon. Pokémon fandom was already heavily grounded in remix culture; most importantly 

allowing TPP to be a ROMhack and be played on an emulator. Second, the Pokémon fandom has 

long had a strong history as a remix culture that created its own games, Pokémon, and music. 

Consequently, the TPP community was built upon a preexisting community that had long embraced 

altering and reinterpreting the franchise and had established creative skills. 

The participants in the TPP community shared a singular goal that they expressed in a variety 

of ways, all of which furthered the community’s development and aims. Most participants were either 

just viewers who drew attention to TPP or had minor participation by inputting a few commands. While 

seemingly minor, this large group was vital to the success of TPP and significant in increasing the 

viewership numbers of TPP and demonstrating interest in the stream. Players constitute another 

mode of participation that was highly motivated to organise the community and further the aim of 

completing the game. Artists of all forms are the core group that created the fictional narrative around 

the game events. Both prose comments and artwork were vital in shaping the narrative of TPP. All 

types of participants were ordered and facilitated by the moderators. The moderators were the 

governing group who elected themselves to organise the community. Moderators are likely among the 

most involved, as they had to focus time on organising the community while also staying away from 

becoming too overbearing. 

Regarding both governance and participation, there is an important additional layer. The TPP 

Streamer introduced democracy in the middle of the game, which resulted in riots by the community. 

This resulted in an ongoing clash between anarchy and democracy, as decided by the community. As 

a result, all participants and fiction would be viewed through this lens. It had a major effect on the 

fiction and community, leading to a divide that, while prominent, was not an impediment to the aim of 
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the community. It is probable that this conflict was instead actually important to helping to drive the 

creative process as conflict can be important to creative communities. With a clearer picture of the 

community this chapter proceeded to explore the narratives of TPP. 

Separating the TPP narratives into narrative levels allows us to determine how TPP’s 

narratives are related to each other and how important all three narratives are in fully understanding 

TPP. The ludic narrative is sterile without the community’s discursive narratives, and both lack much 

of the drama and humour that is embedded in the fictional narrative. 

In the ludic narrative, the definitive events of the TPP can be seen. An unusual playthrough of 

Pokémon Red, but following the expected story of the original game. It is the method of play through 

either anarchy or democracy that defines TPP events by turning relatively simple tasks such as 

changing the Pokémon in the TPP community’s team into risky operations, as was seen twice with the 

loss of Pokémon when trying to remove their Flareon (The False Prophet) from their team and later 

when they attempted to add Zapdos (AA-j). 

Through the discursive narrative, the TPP community and their views become clear, 

particularly the reasons for conflict over the introduction of the democracy mode. The start9 riots 

might have delayed play but had little effect on the events of the gameplay; however, they were 

significant in defining the divide in the community of the introduction of democracy. The process by 

which the community rationalised the irrational events of the ludic narrative became apparent through 

the discursive narrative, where the community shared their ideas and slowly, particular narremes 

about TPP began to be established. 

This fictional narrative lacks an objective canon and is composed of contradictory 

interpretations of events, although they share the same core events and characters. In the fictional 

narratives, the participants in the TPP are embodied by the antagonistic Hivemind, which becomes 

divided over the political and religious ideas behind anarchy and democracy. Anarchy and democracy 

represented the different philosophies and modes of participation in Playing Pokémon Red. 

Exploring the narratives of TPP provides a broad overview of what TPP created and the 

actual events of the game, as well as a summary of the disagreements and conflicts within the 

community. Next, quantitative analysis is used to explore the comments of the TPP community to 
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determine what can be learned about the community and their creative process through the 

community’s own words. 

The opening of this quantitative analysis presented the methodology of performing this 

analysis. The ethical and legal issues related to the use of users’ social media comments that had to 

be considered in advance of performing the analysis were addressed. The technical issues of data 

overload and data decay were discussed. The issue of data decay in particular highlights the 

problems of expecting that social media data will remain available for future research. 

Counting the use of particular terms provided important insights. Counting the community 

comments over time indicated the amount of user engagement with TPP over time, which 

demonstrated how obstacles that the community faced within the gameplay did reduce engagement, 

giving weight to some members of the community’s concern that people would lose interest in TPP 

before they completed the game owing to obstacles. Counting the specific use of gameplay inputs 

demonstrated that the Start9 riots were briefer and less concerning than what was perceived in the 

community. The number of votes for the anarchy and democracy modes of play demonstrated that the 

split was quite even despite anarchy often being portrayed as the ‘correct’ mode of play through its 

importance throughout the fiction. It was also possible to determine the most frequently used terms, 

which provides a way to determine what narremes were particularly popular and demonstrates that 

there may have been some bot activity in the game, as was claimed by some. A selection of the most 

frequently used narremes over time allows a timeline of when they first emerged and when they were 

being discussed the most by the community as well as basis to select narremes to focus on in chapter 

4’s analysis. 

This chapter demonstrates that data analysis provides methods for demonstrating the 

prevailing trends in the TPP community over time. By making use of different methods, this 

quantitative analysis provides further evidence for claims made through qualitative analysis. As an 

example, analysing the user numbers over time allows for claims to be made in regard to how 

engaged the community was and what events caused declines in viewership. Tracking the use of 

particular terms has demonstrated that many significant elements of the fictional narrative develop 

later during play than was initially expected. 
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As a case study of distributed creative communities, TPP may be able to show how 

fragmented in-jokes and ideas coalesce into more cohesive narrative elements and help provide a 

framework for our understanding of their creative process. This will provide a useful framework for 

understanding how people create narratives about their communities from the narrative elements they 

are exposed to. With an understanding of what TPP is it is important to explore and elaborate on the 

creative and narrative theories that have been touched on in the first two chapters and that will allow 

us to explore the TPP community and its narratives in depth, so that we might explain how the 

distributed creative process works. 
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2 – Literature Review: Creativity 

In this chapter, the literature and theories about creativity will be explored, particularly those 

that build towards understanding the distributed creativity that TPP expressed. When examining 

creativity, this chapter considers both the different definitions of creativity in the 20th century that 

formed the basis of our understanding of the 21st century’s creativity on social media. We also explore 

how the characteristics of collaborative creative communities are represented in the distributed 

creative community of the TPP and how those communities are identified as creative communities. 

The question of what knowledge an examination of TPP can provide regarding distributed creativity 

requires an exploration of what creativity is the broader theoretical context and how this thesis 

specifically both reinforces established theories and moves past those same theories. 
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2.1 – What is Creativity? 

One of the most difficult aspects of the study of creativity has always been the definition of 

creativity. While creativity is a commonly understood term, it is so difficult to define that much of the 

study of creativity has been simply trying to find a definition of creativity to study the phenomenon. It is 

within this issue of definition where we can most clearly see the development of scholarly thought on 

creativity in the 20th century. First, creativity, creativeness and creation are not terms that have been 

defined in academia to describe an observed phenomenon; rather, they are expressions that are most 

often used by people in the arts, sciences, or day-to-day life as useful for describing their actions 

(Wehner, Csikszentmihalyi, & Magyari-Beck, 1991). As Batey and Furnham  argue about the use of 

the concept of creativity, “{it’s} usefulness means that the term has been applied in such a diverse 

manner that it has almost ceased to mean anything” (2006, p. 357). This highlights how the diverse 

use of the term creativity has obscured the ability of academia to define what exactly is being referred 

to when people say something is creative. 

As a concept, the two primary discourses around creativity in the mid-20th century focused on 

highly individualistic theories of creativity (Knobel and Lankshear, 2008). From early research into 

personality in the 1920s until the mid-1970s, creativity was considered a mental property an individual 

possessed, such as intelligence, neuroticism or conscientiousness. This led to the belief that what we 

referred to as creativity was thought of as a trait belonging only to exceptional people (Runco and 

Albert, 2010). The second discourse considered creativity as a holistic phenomenon, a view that 

emerged in the 1950s from the theories of Freud and Montessori; their discourse also considered 

creativity to be highly individualistic (Runco & Albert, 2010).  

“The problematic definition of creativity is strongly tied to an issue of language. Creativity is 
understood by people through signifiers of creativity, such as novelty, success, or simply media 
portrayals of creativity. Creativity does not have an objective definition, and as Prentky explains, “what 
creativity is, and what it is not, hangs as the mythical albatross around the neck of scientific research 
on creativity” (2001, p. 97). 

Guilford, in publishing the first argument that creativity could be studied, gave a definition in 

1968:  

“In its narrow sense, creativity refers to the abilities that are most characteristic of creative 
people. Creative abilities determine whether the individual has the power to exhibit creative behaviour 
to a noteworthy degree” (Guilford, 1968, p. 63). 
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Guilford’s definition, however, is a tautological definition; however, it was primarily intended as 

a recommendation of what to study, which, for Guilford, was the personality of creative people, 

demonstrated by his statement “the psychologist’s problem is that of creative personality” (1968, 

p.444). Guilford’s definition also refers to novelty as a criterion for creativity (1968, p.444p. 452), 

which will reappear in later attempts by researchers. Guilford argued that creativity is a continuous 

trait in all people and that those individuals with recognized creative talent simply have “more of what 

all of us have” (Guilford, 1950, p. 446). Guilford’s definition clearly highlights the main aim of those 

studying creativity from a person-centric approach, where the approach is to determine the specific 

traits, motivations, and capacities of the people who create creative products (Carroll, 1993; Eysenck, 

1993). However, this perspective fails to consider the potential changes in the generation of creative 

ideas that can occur when the inputs and interactions of other people are introduced (Kurtzberg, 

2000). 

An ideal example of how Guilford’s definition of creativity is lacking can be found in the 

Torrence Tests of Creative Thinking (Torrance, 1974). The Torrence test attempted to measure 

creativity by presenting participants with a stimulus and a myriad of responses. The reasoning was 

that different responses and the rarity of such responses could define the creativity of an individual. 

However, the test fails to account for most of the variance in responses (Almeida et al., 2008). Failing 

to account for the variance in responses means that the test is too broad to measure creativity 

because of the many applications of these concepts (Kim, 2006). 

Morris Stein has previously identified this issue of overly broad definitions of creativity (Stein, 

1953), who argued that creativity requires three components. Creativity, according to Stein, must have 

some aspect of social judgement in relation to its usefulness; the creative individual in a culture 

identifies gaps in that culture, and the creative individual most be able to maintain their artistic 

direction while testing their hypothesis. Stein further argues that creative insight is related to a 

reintegration of prior existing ideas/thoughts and that personal creativity and historical creativity must 

be separated, as the pre-existence of an idea does not invalidate an individual’s creativity. The 

concerns of historical creativity and personal creativity are referred to as P-creativity and H-creativity 

by Margaret Boden (Boden, 2004), whose work highlights how creative action is separated by 

influential historical creative ideas and the individual’s creative ideas. Boden’s work would in part lead 
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to the 4 C-models of creativity (Kaufman and Beghetto, 2009). However, Stein and Boden’s 

definitions increase the difficulty of defining novelty. 

The issue of novelty as part of the definition of creativity has existed since a few years after 

Guilford’s paper. Some theorists argued that the product of creativity only had to be novel to the 

individual, in line with the individualistic concept of creativity (Rogers, 1954), with Stein arguing that it 

was up to society to determine whether the product was novel (1953) a sentiment echoed more 

recently by Csikszentmihalyi when discussing the systems method of creativity (Csikszentmihalyi, 

1998). To further the positions in the debate Boden (2004) broached the issue of whether any 

individual can produce something entirely novel; a position that seems to argue that all creativity is in 

some part collaborative creativity. The core of the novelty issue for research is simple: who can 

evaluate the artifacts of creativity and how do we determine who is able to evaluate them? 

If novelty is a key determinant of creativity, it becomes impossible to study how creativity 

develops since a product must be made first. It also becomes impossible to study the process, as the 

product must be shown to be valuable by evaluators where there is a lack of rigour in what could 

qualify them to judge the product of creativity, as it requires a measure to judge the judges of 

creativity. Guilford’s tautology haunts the definition. Additionally, for researchers who argue that 

creativity requires the creation of a product labelled creative by society as a whole (Csikszentmihalyi, 

1998), this makes it impossible to study how creativity develops or how the process itself as a creative 

product is defined after the process. 

However, Rhodes (1961, 1987) considered a different way to separate forms of creativity. 

Research areas can disentangle issues in the field to some degree. According to Rhodes, there are 

four areas of study: the study of creators, the study of cognitive processes, the study of the creative 

environment, and the study of the products of creativity. Rhodes work began to set the stage for new 

thoughts about creativity, as Rhodes’s observations of different fields within the study of creativity 

separate out the issue of the valuation of products, an aspect of creativity that currently dominates 

much of the discourse (Wilson, 2010; Boccella and Salerno, 2016). 

In contrast to separating the areas of study for scholars of creativity, Pankhurst attempted a 

broad definition of creativity, arguing that definitions of the time were not specific enough: 
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“the ability or quality displayed when solving hitherto unsolved problems, when developing 
novel solutions to problems others have solved differently, or when developing original and novel (at 
the least to the originator) products” (1999, p. 18). 

While Pankhurst’s definition defines originality as its relevance to the creator and allows for 

the definition to be applied to groups and individuals, it still ignores the role of how creative or novel 

solutions can be defined or evaluated. Pankhurst’s broader definition of creativity is a sign of the shift 

to considering creativity beyond the arts, during a period when contemporaneous discussions of 

creativity are focused on its importance to economic growth (Florida, 2014; Boccella and Salerno, 

2016). 

While the concept of collaboration is well understood, creativity as a concept has been difficult 

to define clearly. However, there have been several insights that narrow the spectrum of creativity. 

Teresa Amabile identified the issue (Amabile, 1988), discussing how some definitions focus on the 

characteristics of the individual’s personality traits, others focus on the process of creativity, and 

others focus on the products of creativity. The definition that Amabile synthesized from prior 

definitions was that; “Creativity is the production of novel and useful ideas by an individual or small 

group of individuals working together” (Amabile, 1988: 126). It is clear that Amabile’s definition is 

moving away from creativity as a solely internal process, a trend that continues. 

However, other ideas of creativity have also emerged, with greater interest in the sociocultural 

factors behind creativity. One of the earliest theories originated from Lev Vygotsky (1923, 1971), a 

developmental theorist who focused on the sociocultural factors behind development. While 

prominent in Russia, Vygotsky’s work was translated in the 1970s and then influenced Western 

thinkers. Vygotsky’s work rooted a child’s development in a “thought community” of caring adults. 

Vygotsky’s developmental theories contrast with individual-focused theories of development, such as 

Freud or Piaget. Vygotsky’s work valued collaboration as a basic human activity and argued for the 

preeminent role of communication in creativity, as described by John-Steiner, who summarized 

Vygotsky’s belief that “language is the most of significant all tools that is central to shared creation” 

(John-Steiner, 2006, p. 194) 

Vygotsky’s work influenced those studying creativity, most famous among researchers 

influenced by Vygotsky’s theories was Mihaly Csikszentmihalyi, who makes the point; “Creativity does 

not happen inside people’s heads, but in the interaction between a person’s thoughts and a 
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sociocultural context” (1996, p. 23).  Csikszentmihalyi established a structure for the social 

interactions of creativity with his systems model of creativity and described it as a system with three 

main components: individuals, domains of knowledge, and a field of informed experts. 

This move to creativity as a social process became more common in the 1990s, an 

economic/political view that workers in developed countries should be expected to “Ideas people” 

regardless of their place in the organization emerged. This fit with a growing emphasis on “rapid 

change” economically, which continued to be part of the growth of digital products and the advent of 

the internet, as is commonly conceived of. As a result, a sense that innovation and creativity were no 

longer the domain of the privileged few but necessary to prosper or survive in the economic climate 

began to emerge. (Gee, 2008). During the same time period, studies also began to explore how 

established groups of creators worked together. However, some studies have examined established 

groups of creators, such as informal friendship-talk (Coates, 2007), musical jam sessions (Sawyer, 

1992), theatrical improvisation (Sawyer, 2006) or brainstorming (Paulus and Nijstad, 2003). However, 

such laboratory style studies are limited by a lack of research on the social interactions of artistic 

groups.  

These conceptions of creativity establish the framework for distributed creativity described by 

Keith Sawyer and Stacy Dezutter (2009), which, in relation to their study of improvisational theatre 

groups: 

“that in cases of creativity such as this one, it is inaccurate to describe creativity as a purely 
mental process; rather, this case represents a nonindividualistic creative process that we refer to as 
distributed creativity” (2009, p. 81). 

This description of distributed creativity highlights how Guilford’s individualistic concept of 

creativity has moved from the idea of creativity as a social process, known as collaborative creativity. 

Researchers have argued all creativity is collaborative. In the case of distributed creativity the core 

difference between collaborative and distributed creativity may be primarily one of technologies used. 

However, as Sonnenburg (2004) argues, we are still in need of a strong theoretical basis for 

understanding collaborative creativity, and as Sawyer and DeZutter (2009) noted, we know little about 

how creative ideas develop within a group. 
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2.2 – Models of Creativity 

There are almost as many models of creativity as there are definitions of creativity. Like the 

definition of creativity, the models often focus on individual creativity. An early conception of the 

requirements for creativity was that a minimum IQ was required (Torrance, 1962), in addition to other 

tests of the thresholds that indicated creative thinking (Torrance, 2012); however, more recent studies 

found little indication of an IQ threshold (Çetinkaya, 2023), which calls into question the threshold 

models of creativity. 

Another contemporary theory related to this thesis’ use of narremes is that of ‘blind variation 

and selective retention’ (BVSR) (Campbell, 1960). Although the BVSR is often compared with 

evolutionary theory, this comparison often leads to misunderstandings such as comparing genes and 

memes too strongly. The BVSR relies on assessing creativity on three parameters: the probability or 

originality of the idea, the utility of the idea, and the creative individual’s knowledge of the final utility of 

the idea. However, this model is not adequate for assessing distributed creativity; a large number of 

participants means that the probability of an idea is much lower, and that utility remains relevant, but 

an individual’s knowledge is difficult to determine. The BSVR model does indicate a method to assess 

an individual’s creative output, but despite some recent attention that highlights the use of BSVR and 

was developed on the model (Simonton, 2023), BSVR is not appropriate for exploring the large-scale 

distributed creativity of the internet age. It does, however, indicate that utility is an important reason to 

retain ideas, which is important for understanding TPP. 

Similarly, definitions of creativity have shifted from describing creative products and 

individuals to describing the psychosocial process of creativity models. Returning to Amabile, the 

synthesis of her work resulted in the dynamic componential model of creativity (Amabile and Pratt, 

2016). This model demonstrated that group creativity comprises three factors: creativity-relevant 

processes, skills in the task domain, and intrinsic motivation. This model is much closer to 

approaching why TPPs develop a creative community; however, it lacks a fundamental part in which 

all task-oriented approaches are lacking. How creativity emerges from a task that is not an element of 

employment. While the work of Amabile and other researchers is vital to understanding creativity and 

creative groups, their models explore creative groups that are engaged in an employment-related 

task. This is not to say that Amabile neglects to discuss extrinsic motivations, but much like BSVR, 
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their theory provides great insight into a different form of creativity than this thesis is exploring. The 

TPP community was self-organized and self-selected because it was a distributed creative community 

operating online. 

Having looked at models that focus on individuals and models that look primarily at business 

communities; we can now move to models closer to the TPP community. Csikszentmihalyi 

approached creativity with the systems model (Csikszentmihalyi, 1998). This model involves how a 

set of rules from a culture or domain are transmitted to an individual, who in turn produces novel 

variations in the culture or domain that are then presented to the society (or their field), which may or 

may not become included in the culture or domain. This model describes a recognisable process of 

how iterative cultural and domain-specific developments occur, although it does not fully describe how 

the social process of distributive creativity works because it focuses on the individual. In the case of 

TPP, communal effort is much more important than an individual’s efforts in developing a broad 

domain, such as poetry, and the micro interaction between the individual and the community is much 

less apparent. The systems model demonstrates an ongoing cyclical process of creative development 

in a culture and domain that is a mediator between an individual’s work and a society’s acceptance; 

however, it does not explain what causes a creative community to seek creative solutions to a 

problem. 

Kaufman and Beghetto (Kaufman and Beghetto, 2009) created the four-C model to categorise 

different forms of creativity. Within the Four C model, “Mini-C” describes how everyday people utilise 

transformative learning processes to make meaningful interpretations of actions, insights and 

experiences. Moving up the spectrum “Little-C” creativity is how people find workarounds, solve 

everyday problems, and small creative expressions. Stepping towards what many would typically 

describe as creative is “Pro-C” creativity, which encompasses vocational creativity, which is primarily 

differentiated from “Big-C” creativity by the recognition of the work. For example, “Pro-C” may be a 

standard formula novel such as the Goosebumps (Stine, 1992) franchise or ghost-written work with 

Tom Clancy as the listed title author, where “Big-C” creative works would be bestselling works or 

classics, such as “The Shining”(King, 1977) or “Anna Karenina” (Tolstoy, 1887). The main function of 

differentiating the types of creativity is to separate personal expression and genius, primarily through 

social or economic recognition. The Four C-Model model is useful, as by separating out different 

activities that may be described as ‘creativity’, it can define each more generally, avoiding a broad 
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general definition. This model while useful for most example of creativity does lack a place to fit the 

sprawling mixture of C-categories that TPP is spread across, from the game Pokémon Red, the idea 

to make it playable by others, and the many small voluntary contributions made by the community. 

The last model that is of particular relevance to this thesis is the sociocultural model. The 

sociocultural model argues that the exclusive psychological model has been insufficient, and that 

creativity must be a multidisciplinary subject, which is the approach this thesis used as the beginning 

of its approach to developing an understanding of the distributed creativity of TPP. This approach 

noted that in the rehearsals of amateur theatrical performances, every performance differed even 

after months of rehearsal (Sawyer and DeZutter, 2009). These differences are not due to an individual 

interacting with a culture and a society; rather, the differences in performance are grounded in a 

group of individuals existing and interacting in a specific sociocultural context. This model is much 

closer to what can be seen in TPP, but it is not complete, as in distributed creativity, participants can 

be both the audience and the performers. Furthermore, as Sawyer writes, 

“As the world becomes increasingly interconnected, as the economy becomes increasingly 
globalized, as the internet enables more democratic and distributed forms of creativity, the nature of 
creativity is certain to change, and conceptions of creativity will change as well, as they have always 
occurred throughout history” (Sawyer, 2012, p. 429). 

This shows that it is possible that individual creativity, collaborative creativity, and distributed 

creativity are all the same sociocultural phenomena but differ due to the changes in society and 

culture creativity occurs in. 
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2.3 – Online Communities and Remix Culture 

The definitions and models of creativity have been discussed, however before discussing 

what environment fosters creativity and how individual and distributed creativity interact; the word 

community must be defined. When discussing how the word community is used Gusfield highlights 

two usages. The first is when referring to an all-inclusive public interest, such as ‘community welfare’, 

or ‘investing in the community’. The second use is referring to the relations between humans or a 

shared quality; ‘scientific community’ or ‘islander community’. Gusfield highlights that when studying 

communities in the second sense most look at how members in the community cooperate and conflict 

(Gusfield, 1978, p. xiii). When looking at TPP the term is being used in the second manner, the TPP 

community refers to the people who participated in TPP. 

As an online community TPP was constantly developing narratives during the sixteen days it 

was playing Pokémon Red. The involvement of other social media sites aside from switch played an 

important role in communicating with potential and existing members of the community as it was 

impossible for anyone to watch all of TPP while it was developing. When studying how communities 

use narratives participants in the online Nerdfighter community reported that they shared narratives to 

clarify them for others, to involve others in the community, or to share motivational content. 

Additionally many of the narratives participants reported sharing were narratives about the community 

itself, members of the community, and about the community achieving their shared goals (Leyton 

Escobar, Kommers and Beldad, 2014). These findings are in line with what has been described with 

how the TPP community made use of its narratives; as a sociocultural tool, for example, sometimes to 

find an agreed upon narrative of the events by creating fiction, to involve others in the community’s 

gameplay plans, and to motivate the community when they are facing obstacles such as a ledge. The 

research on the Nerdfighter community also found narratives have a significant effect on participation 

in online communities, as well as serving a role in culture formation. Narratives serve not only to 

channel community participation in desired directions, but also to create a cohesive community. 

TPP might not have through of itself as a creative community but that does not change that it 

was and that it had quite an impact. Darras describes similar creative communities of the past 

highlighting that: 
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“Few of these short-lived and festive creative communities would spontaneously describe 
themselves using that term. Nonetheless, those with the most talent and perseverance increase in 
popularity, sometimes attracting the attention of public, private, and commercial institutions. Thus, 
many informal, or unacknowledged, creative communities serve to inspire institutionalized creative 
communities” (Darras, 2019). 

 This quote highlights that though the community might not be formal and recognised 

community, their impact is not limited by their informality. With a definition of community and an idea 

of how narratives are used as a sociocultural tool by online communities to shape and promote the 

culture of the community we must look at the larger sociocultural context that the TPP community 

existed in which is the Pokémon fandom and remix culture. 

Fandom and remix culture are two aspects of creative communities online that are important 

for understanding the TPP community. The term fan community (Jenkins, 1992; Coppa, 2006; 

Hellekson and Busse, 2006) highlights the social and interactive aspects of engaging with the text out 

of interest in discussing and further enjoying a text. The TPP community is related to the broader 

Pokémon franchise fan community as well as other specific Pokémon fan communities. The more 

specific communities tend to have a stronger feeling of community intimacy and require a more 

specific term to describe a community of fans within a fandom relating to the community’s specific 

interests. For example, the larger Pokémon fandom also has communities focused on ROM hacks, 

knitting Pokémon, fan designs, or shiny hunters. ROM hacking in particular was an essential 

technological component of TPP, but the Pokémon fandom in particular has a strong culture of ROM 

hacking (Pokemoncoders, 2021). ROM hacking, fan made Pokémon, and even literal remixing of 

music demonstrates that the Pokémon fandom before TPP had already a strong remix culture that 

would be inherited by the TPP community.  

Remix culture is present as a deliberate practice among most modern internet users and 

communities (Knobel, 2017, p. 41). Knobel defines remix as a: 

“…collaborative and participatory act, as a process of making meaning that is shared with 
others, and as a process that builds on what’s come before and that adds a new or innovative twist” 
(2017, p. 41). 

 Knobel continues to argue that many amateur remix cultures are completely divorced from 

economic interests, pointing to a high level of intrinsic motivation within communities grounded in 

remix culture. Although remix culture originated before the internet age, owing to both social networks 

and digital production tools being available to all, remix has become ubiquitous in the lives of many 

people (Navas, Gallagher and Burrough, 2017). 
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Online fan communities form an affinity space that Gee (Gee, 2006, pp. 70–81) describes as 

largely an online community that exists to support a shared interest. Affinity spaces as per Gee are 

not segregated and rarely have any significant senior figures or leaders; additionally, new members 

and the elder members are equally welcome and able to participate. Affinity spaces are ideal for the 

generation of ideas and remix practices, providing media resources, practical experience, and a 

community to support endeavours and appreciate them. The importance of the affinity space in online 

creativity and remixing is that it serves as a community that rewards self-motivation and direction 

important to both development or new skills and digital social norms. 

Ioana Literat described a role that adds a new dimension to the broader category of 

collaborative creative conceptions of communities, that of the ‘Alpha Artist’ (Literat, 2012, p. 2973). 

Literat describes the Alpha Artist as the “project originator”. Literat elaborates on the question of 

levels and forms of participation by describing the sympathetic relationship between the Alpha Artist 

and the Contributors thusly, 

“Without the work of the alpha artist, there would be no concept and no platform for 
participation; without the work of the contributors, there would be no artistic content to realize the 
artist’s vision” (2012, p. 2973). 

Literat consequently brings into question the relationships inherent to both affinity spaces, art 

worlds, and fan communities that are core to their formation and their success in failure to thrive. The 

question of authorship in such communities is addressed by Mark Amerika, who claims: 

“Authorship is not necessarily disappearing, as in all of these ‘death of the author’ scenarios, 
we keep hearing about. Rather, it is reconfigured into a more fluid, often collaborative networking 
experience” (Amerika, 2007, p. 6). 

This concept of the Alpha artist and authorship relates to TPP, in that the community and its 

creative works could not have existed without the streamer who set up the TPP platform, with TPP 

community consisting of contributing participants. The two terms, author and alpha artist, describe 

different things; the streamer was the Alpha artist without whom there would be no TPP, but the TPP 

community authored the narratives as a method of reinforcing their culture, goals, and promoting their 

community. The TPP community is borne out of the remix culture that existed within the Pokémon 

fandom which allowed the streamer as the Alpha artist to create TPP. As an affinity space TPP 

welcomed anyone to participate in, however through using narratives the community retained its 

shared identity and goals. 
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2.4 – Individual Creativity and Distributed Creativity 

The line between individual creativity and distributed creativity must be discussed, as 

distributed creativity is naturally composed of smaller creative works. With Amabile’s (Amabile, 1988) 

previously quoted definition of creativity as: 

“…the production of novel and useful ideas by an individual or small group of individuals 
working together” (Amabile, 1988, p. 126). 

As well as Sawyer and DeZutter’s description of distributed creativity: 

 “…in cases of creativity such as this one, it is inaccurate to describe creativity as a purely 
mental process; rather, this case represents a nonindividualistic creative process that we refer to as 
distributed creativity” (Sawyer and DeZutter, 2009, p. 81). 

 It is clear that these definitions are compatible with each other issue. Creativity and 

distributive creativity are not separate concepts. 

Together, the above definitions highlight how we envision creativity. In the definition of 

distributive creativity, Amabile highlights how creativity is a nonindividualistic process. In the second 

definition, Amabile defines creativity as involving an individual or small group of individuals. However, 

in most distributive creative projects, there are elements of individuals and small groups making 

specific creative contributions to the overall level of distributive creativity. This is not a new issue; 

previously, the issues that collaborative creativity brought to approaching film studies had been 

approached by theorists using autism theory, which focused on the creative actions of many 

individuals on a single individual; the autoencoder approach continues within digital spaces where an 

alpha artist is considered the sole creator despite possessing a team. However, with many examples 

of creativity online, auteur theory becomes an impossible approach because of the anonymous nature 

of internet-distributed creativity and the lack of a clear central author of the text. 

As an elaboration on auteur theory (Staples, 1966), we can consider how the Star Wars film 

franchise was understood as a product of George Lucas (Lyden, 2012) as a director/producer despite 

the many different artists involved in the film, a problem that grew as more individuals became 

involved in the franchise. An example of a distributed community that lacks an identifiable alpha artist 

is the SCP foundation (Erin, 2017), where an anonymous post leads to a distributed creative 

community. TPP is a step further, as the creative work and interpretations of the creative work are the 

product of community discussion. This results in a lack of a repository or a definitive list of entries into 
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the creative works related to TPP. Consequently, we must focus on the general community’s 

expression of creativity and the individual expressions of specific creators that reflect and focus on 

particular expressions. 

The nonindividualistic element of distributed creativity defines how many parts of creative 

work or ideas are not driven by individuals or separate teams working on separate parts of creative 

work but by all participants in a process that, while open, is difficult to pinpoint, as while each 

individual makes a personal choice about what they think is novel or useful, the distributed collective 

also makes choices about what is useful and novel. This means that ideas are being removed or 

edited out as the distributed process of discussion takes place without regard to any one individual. 

Therefore, how is it that so many disparate elements of a “hivemind”, such as what we can see at play 

in TPP, manage to work together to achieve a unified goal? This is one of the questions that this 

thesis is concerned with by providing an analysis of what I term. The creative engine is a framework 

that employs hyperdiegetic and narrative methodologies to examine creative processes within digital 

creative communities. 

A simple example of nonindividualistic creativity in TPP is the naming of Pokémon. Starting 

with the players’ input button choices inevitably results in meaningless jumbles of letters, as the 

community struggled to end the naming process; then, through discussion and exchange, a name 

begins to emerge as Pokémon’s name. The nicknaming process is not final, with many Pokémon 

names being renamed due to events in the gameplay, and in some cases, alternative names retain 

appeal within the community. Naming is an area where distributed creativity is most clearly 

demonstrated. 

The contributions of individual creators are interesting when the question of distributed 

creativity versus group/individual creativity becomes interesting. The contributions of individual artists 

cannot be characterized universally, as in some cases, an artist simply portrays events that have 

occurred during gameplay or how these events have been discussed in the community. The 

portrayals range from humorous elements such as the players struggling to engage in battle with the 

head of the team rocket, instead, simply roving about the office and taking the elevator back out 

again, as well as the more dramatic portrayals of their losses and victories. Some players, however, 

have artists adding significantly to the pool of ideas by giving a strong personal interpretation of 
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events; this can most easily be seen with the different portrayals of events from a particular 

character’s perspective. 

It could be argued that individual creative acts are simply a part of the overall process of 

distributed creativity and do not have any more weight than any other form of contribution (Dennett, 

2019, pp. 20–22). All participation in TPP was the result of being inspired to one degree or another to 

contribute to the overall project, from the initial streamer to the most casual participant, and separating 

them is not conducive to understanding the overall process. However, there is a significant difference 

where art, prose and music are considered beyond discussion. Individual creative works are a part of 

the creative process of the creative community, but they are also individualistic creative expressions 

of community members. They are distinct in both effort and stylistic decisions compared with the usual 

contribution to discussions. 

To separate the individual pieces from the whole would require a method to weight or 

privilege some contributions over others, to ask questions of how many words is an image worth, how 

many button inputs equal a word, or how valuable participation on one forum is compared to another. 

To do this is to misunderstand distributed creativity and why it is to be studied; distributive creative 

communities must be explored, as they are how many individuals have come to experience and 

express creativity. Distributed creativity is the result of many individuals contributing often in many 

different ways, such as discussion, the governance of forums, artistic works, and novel approaches to 

approaching the game. In considering the line between the creativity of the individual and the 

community it is worth considering Durkheim: 

“There are in the consciousness of each one of us two consciousnesses: one that we share in 
common with our group in its entirety, which is consequently not ourselves, but society living and 
acting within us; the other that, on the contrary, represents us alone in what is personal and distinctive 
about us, what makes us an individual. The solidarity that derives from similarities is at its maximum 
when the collective consciousness completely envelops our total consciousness, coinciding with it at 
every point” (Durkheim, 1893, chap. 3.IV). 

 This thesis is concerned with the shared consciousness of the TPP participants and not the 

consciousness of anyone participant. In the pursuit of their shared goal the creative output of an 

individual participant was enveloped within the collective creative output of the TPP community. 

One of the key characteristics of distributive creativity is the shared goal, be it the creation of 

an album, comic, film, or game. By looking at the shared goal of TPP as the completion of Pokémon 

Red together as a community, we see that the individual contributions are all a part of that goal, in the 
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same way that concept art and storyboards are a part of the collaborative creative process of creating 

a film. This does leave one important question: if the shared goal was to complete Pokémon Red on 

the Twitch platform as a community where and how do the narratives and art produced in TPP fit into 

the shared goal as an explanation for the community’s activities? The answer lies in creativity as an 

expression of frustrations the community faced when achieving their goal. 

The question of why the goal of victory led to the creation of narratives is addressed by 

pointing out that narrative is a part of our lives (McAdams, 2001, p. 1) and not something that an 

individual or group has to explicitly set out to create. It is how people understand their lives, and any 

event will have individuals work as a community to create an understanding of what they are 

experiencing. If we follow this look at narrative as part of how people understand their world as 

McAdams argues, then we must conclude that not only is TPP an example of distributive creativity, 

but all creativity can also be seen as distributive creativity. There are individual creative acts, but they 

are a part of creativity as a generalized process. 

For TPP, the individual creativity shown in discussions and creative works is an individual 

expression of the general process of distributive creativity. The narrative tended to emerge from 

events and actions that made little sense within the narrative presented by the original Pokémon Red 

game. The frequent checking of the Helix fossil item, the release of Pokémon, and, of course, the 

inability of the player character to navigate simple obstacles. The elements of the narrative started to 

emerge as ‘novel and useful’ explanations for the unusual behaviour in the game. 

The novel and useful explanations were important not only to allow for discussions that were 

not only about the players’ frustrations with their own gameplay trapping them in difficult situations but 

also to link the experienced narrative in the real world of the TPP community playing Pokémon Red to 

match the fictional narrative they were constructing. The fictitious narrative provided a mirror between 

the frustrations of the players struggling to organize themselves and the difficulties that the game 

protagonist Red faced with the voices of the TPP community’s hivemind in his head. In this way, 

players’ annoyance and frustrations at their failures, such as getting the wrong Pokémon or releasing 

many of their Pokémon, could be viewed as narrative development instead of a gameplay setback. 

This meant that individual expressions of creativity could guide the general creative process. 
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In this way, the fictitious narrative level itself has been a creative solution that emerged from 

the distributed creativity of the TPP community, which has prevented the setbacks and frustrations of 

the player base from becoming the primary point of discussion and potentially damaging the group as 

a whole, which is a core of the creative engine model that this thesis identified. It should be noted that 

while in this section Durkheim is used to highlight where the individual’s creativity is subsumed by the 

community’s creativity, there is a conflict between the individual artist and the community that will be 

discussed in 2.6 Conflict and Creativity. 
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2.5 – Creative Environments 

In regard to massive internet-based creativity, the term that has come to describe the 

disorganized creativity that TPP is representative of, distributed creativity seems to be the most 

appropriate term. Although it shares many traits with collaborative creativity (Literat and Glăveanu, 

2016, p. 340), which is used to describe bands, companies, theatre groups and similar creative 

communities, distributive creativity is more often used for networked views of creativity. The aim of 

distributed creativity is not to locate the people, place, or creative objects as the focus but instead to 

consider creativity as existing between people, places, and objects (Glǎveanu, 2014, p. 2); in this 

study, creativity is distributed across the community. The TPP community is a distributed creative 

community, as it lacks any identifiable individuals who are representative of the process of producing 

the novel and useful ideas that guided TPP, and these novel ideas are interlinked creative works that 

are reliant on each other. 

Creativity is a notoriously difficult phenomenon to define and has been approached in a very 

ad hoc manner across many disciplines (Wehner, Csikszentmihalyi and Magyari‐Beck, 1991); 

however, Teresa Amabile’s definition of creativity as “creativity is the production of novel and useful 

ideas by an individual or small group of individuals working together” (Amabile, 1988, p. 136) 

encompasses most definitions that are used both colloquially and academically. This definition is quite 

broad, as creativity is a phenomenon that occurs in many areas of life. It is also accurate for our 

purposes, as TPP consists of people trying to solve a known problem given radically different tools as 

a large group. 

Amabile’s definition clearly states a small group, which shows that our conception of creativity 

has come to shift from an individual characteristic to a process. As researchers shifted from seeing 

creativity as an individual trait, as Guilford did, a social process led to the study of collaborative 

creativity by researchers such as Amabile, who focused on the creative output of close groups in a 

shared space. Over time, studies have demonstrated that successful collaborative groups share 

similar traits. 

Distributed creativity is a new definition for a recently observed phenomenon, much like 

collaborative creativity was. For the purpose of exploring the TPP community, we should first assume 

that the environmental conditions that aid collaborative creativity are very similar to those of 
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distributed creativity (Literat and Glăveanu, 2016, p. 331). The main difference between the two is that 

collaborative creativity typically describes creative endeavours where all participants are in close 

proximity and know many other participants on a personal level, be it in person or online, whereas 

distributed creativity is conducted over great physical distance, and participants may not have close 

relationships with any other individuals in the community and certainly have no particular familiarity 

with a large portion of the individuals in the community. Distributed creativity online is not always 

analogous to in-person collaborative creativity, but it is often very similar (Literat and Glăveanu, 2016), 

which requires us to look at the different environmental factors and look at the factors that are similar 

and different. 

When studying brainstorming groups in the first explorations of group creativity, Osborn noted 

that the primary issue groups faced was inhibition (Osborn, 1963, p. 61). Research has shown that 

with respect to the inhibition issue, group brainstorming is, in fact, less productive than an individual’s 

output is (Diehl and Stroebe, 1987, p. 498). TPP as a collective did not face the same issue of 

inhibition due to the community’s pseudoanonymity, although it is more correct that those whose 

community members were inhibited simply did not contribute to discussions to share their ideas, 

remaining largely invisible. There is a large pool of disinhibited participants in the online sphere to 

brainstorm together, and there was little reason to feel inhibited owing to the relative anonymity and 

low stakes of the endeavour, allowing individuals to participate without concern for the social 

repercussions of being a part of a small, focused community. 

Bennis and Biedermann (1997, pp. 205–206) studied a number of different creative groups, 

from the scientists involved in the Manhattan Project to Disney animators. The first and foremost trait 

that successful collaborative groups exhibited was a shared goal (1997, pp. 204–205). TPP had one 

single goal, which was to successfully complete Pokémon Red despite the obvious issue that they 

were a distributed intelligence faced with the significant issue of organizing towards victory without 

leadership. 

The role of leadership in collaborative creativity, as studied by Bennis and Biedermann, has 

shown that the ideal role of leadership is to maximize trust and autonomy and minimize bureaucracy. 

In contrast, Schrage (Schrage and Schrage, 1995, pp. 55–57) argues that, among unhierarchical 

creative communities, a high level of trust already exists among members to achieve their shared 
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goal. Looking solely at the TPP subreddit, both views have room for argument, as the moderators of 

community spaces primarily facilitated discussion, and the short existence of the community made 

establishing a hierarchy of limited value compared with aiding the community in achieving their goal. 

The idea of leadership maximizing autonomy and minimizing bureaucracy was apparent in the role of 

moderation of the r/twitchplayspokemon subreddit, and the streamers lacked engagement with the 

community. The streamer just maintained the stream and introduced the democracy system. While 

there was occasional communication and interviews, the streamer served to keep things running 

smoothly with minimal disruption. Similarly, the subreddit had minimal moderation, with the 

moderators functioning to facilitate discussion and maintaining threads to catch players up to current 

events. 

Schrage (1995) also studied how unhierarchical creative communities’ function with trust. As 

every member is aware that they are reliant on each other member to achieve their shared goals, 

there is an inherent requirement that members trust each other. Schrage defines creative 

communities as those that possess clear lines of responsibility but no restrictive boundaries, allowing 

for flexibility in how each member addresses their role or task with the trust that the task will be 

completed16. With TPP, every player shares the same responsibilities and tasks in playing in good 

faith and inputs commands to further their current goal in pursuit of their shared goal of defeating the 

game. Even if they would come to disagree on how they would achieve their goal of victory. 

Mamykina, Candy and Edmonds reported that while the shared vision was certainly the core 

value, diversity in opinion was important (2002, p. 99). TPP was characterised by communication in 

the shared understanding of the Pokémon franchise, which might initially cause an expectation for 

limited conflict. However, the divide within the TPP community over anarchy/democracy, differing 

strategies, and interpretations of their actions show the diversity of opinions within the community. 

The shared language of the TPP community is apparent in the global community, all of which 

understand the ludology of Pokémon Red and the intertextual narrative of Pokémon. The primary 

conflict within the game, the community, and the narrative was that of anarchy vs. democracy. It is 

quite possible that the anarchy/democracy conflict was essential in driving creativity. We do not know 

much about the process of ideas being generated in creative groups; however, studies have indicated 

 
16 Appendix C uses a sentiment analysis to reinforce claims of Trust within the TPP 

community. 
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that a level of conflict serves to increase creativity. The anarchy/democracy conflict also served as the 

core of the fictional elements, with the story primarily taking shape after this conflict emerged. 

Twitch Plays Pokémon is specifically an example of distributed creativity, which Sawyer 

describes as “a nonindividualistic creative process” (Sawyer and DeZutter, 2009, p. 81) and typically 

involves telecommunications. Distributed creativity can be easier to document for study, as the 

processes (discussions and media) between participants are documented in their original context and 

creative environment. This allows for the study of the interactions and development of creative ideas 

with fewer confounding variables. 

Literat and Vlad Glăveanu (2016, p. 399) examined how distributed creativity differs from 

more traditional forms; an important discovery was that the internet has not affected the social 

mechanisms involved in creative work. While collaborative and distributed creativity differ in their 

methods of communication, they are the same in their social mechanisms. Literat also provided an 

important framework for understanding levels of user engagement (2014, p. 21), which is highly useful 

for TPP, as some users were highly active in play, whereas others only viewed. Only a few created 

new content. Owing to these types of interactions, Literat described a type of collaboration where an 

alpha artist is a project originator, but much of the actual creation comes from contributors: 

“Without the work of the alpha artist, there would be no concept and no platform for 
participation; without the work of the contributors, there would be no artistic content to realize the 
artist’s vision” (Literat, 2012, p. 2973). 

The alpha artist description matches the relationship between the TPP streamer and the fan 

creators in the development of TPP. 

These factors help create an environment for collaborative creativity, and it appears that 

distributed creativity, which better defines the TPP community, does not differ significantly in creative 

drives compared with collaborative creativity. Additionally, the slow pace of play in TPP helped fuel 

creative discussion, as TPP took a significant amount of time to make progress on simple tasks. 

Highlighting the significant amount of time it took to finish the game of TPP (sixteen days and nine 

hours for TPP but a single-player median playtime of twenty-seven hours (howlongtobeat.com, 

2020b) it becomes apparent that the players had significant time not only to discuss how to play 

Pokémon Red but also to shape a narrative about what playing meant for the community and, further, 
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a narrative about what the story of their playthrough of the game was. Each factor is an important part 

of how TPP operated as a creative community. 

2.5 – Conflict and Creativity 

As discussed under the characteristics of distributed creativity conflict can play a significant 

role in the collaborative creative process. Vera John-Steiner looked at communities of thought and 

demonstrated that “thought communities are different from cooperating teams as their members take 

emotional and intellectual risks to construct mutuality and production interdependence” (John-Steiner, 

2006, p. 196). The focus on mutual, but independent, risks highlight the unhierarchical nature of 

distributed creative communities’ results where the environmental factors are spread amongst the 

participants as are their conflicts. 

If intrinsic and external forms of motivation can be combined under some conditions, it should 

be even easier to combine intrinsic and identified forms. Indeed, Gagné and Deci (2005) consider a 

combination of both essential to self-motivated work and organisational organization. Adler and Chen 

(2011) also consider intrinsic motivation and shared vision/values to be essential for creativity to 

flourish among formal controls. 

However, it seems that for creative solutions, some level of disagreement or conflict regarding 

the task increases the groups’ overall creativity (Chiu, 2008; Kurtzberg & Amabile, 2001), whereas 

personal or processual conflict negatively affects the groups’ creativity (Eteläpelto & Lahti, 2008). 

Tension and conflict appear to stimulate creativity, this is not the case all the time for all people in a 

collaborative creativity (Runco and Yoruk, 2020). In the case of distributed creativity the risk of tension 

and conflict inhibiting creativity are however somewhat mitigated when there is a large enough 

community as while tension or conflict may not always stimulate creativity in all participants, it also is 

unlikely to inhibit creativity in all people either. 

One particular environmental factor is of particular importance for TPP, which is conflict. Otto 

Rank was among the first to theorize on the role that conflict played in the creative process; an early 

psychologist Rank referred to conflict in a broad sense, discussing internal, social, and temporal 

conflicts (Kainer, 1984), and his work focused on the psychoanalysis of an individual’s creativity. 
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However, in Art and The Artist Rank, conflicts between the individual and collective are discussed, 

particularly with respect to myths such as the tower of Babel, where “…the conflict between the 

individual and collective use of language is depicted” (Rank, 1989, p. 253). This particular quotation is 

useful in framing the conflict in the TPP environment between the collective ‘hivemind’ in the creative 

community and the individuals within the community. Notably, across Otto Rank’s work, it is clear that 

the creative act integrates the conflict into the art (Spitz, 1989, p. 101). The concepts of the conflict 

between the individual and the collective and the integration of conflict are both readily demonstrated 

within TPP. 

Importantly, there is also a relationship between the intensity of conflict and creative 

productivity; not all conflicts benefit creativity equally. A study of information technology teams, for 

example, revealed that while conflict is beneficial, high levels of conflict that cannot be moderated and 

low levels of conflict have no benefit for creative output; however, this benefit best occurs early in a 

project when there is still time to work through the conflict (Farh, Lee and Farh, 2010). This finding is 

in line with other studies finding a curvilinear relationship between conflict and creativity (De Dreu, 

2006) and that conflict is beneficial when it is related to the group’s task and not interpersonal 

conflicts or conflicts external to the group (Jehn, 1995). These findings continue to be supported by 

research, with an additional finding relevant to TPP, which is that the creative process had no impact 

on the benefits of task conflict in promoting creative outcomes (Langfred and Moye, 2014). 

It is also worth considering that while the word conflict is used in this section the effect of 

tension and conflict on creativity is likely a positive influence as conflict and tension create obstacles 

that have to be thought around. For example self-limitation where an artist chooses to limit their 

creative expression also aids creativity (Alamshah, 1967), and this self-limitation can also be seen as 

creating one’s own obstacles to be thought around. The term obstacles might be a better way of 

considering the effect overall, with conflict being a form of obstacle. Studies have indicated that 

obstacles are advantageous for creativity, however obstacles are only advantageous when they are 

interfering with a goal that benefits from creative solutions (Caniëls and Rietzschel, 2015; Marguc, 

Van Kleef and Förster, 2015). For example, an obstacle that would prevent the input of commands in 

TPP would not aid in the community’s creativity (though possibly the streamer might be motivated to 

find a creative solution), however the obstacle of finding rational explanations for the community’s 

actions would benefit creative thought. These obstacles might be small such as TPP attempting to 
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navigate a ledge, or significant such as political oppression, however both appear to be beneficial to 

creative thought unlike the U-shaped curve of benefit seen with conflict (Lebuda, 2016, pp. 338–339). 

It is worth noting that as the pursuit of a shared goal is a mark of a creative community, 

perseverance is found to be a characteristic of creative people. When faced with a conflict or 

obstacles, perseverance is a useful trait to have to maintain focus on the goal, however the benefit of 

perseverance much like with conflict is also only present in moderate amounts. Low levels of 

perseverance will prevent a creative individual or community from pursuing their shared goal when 

faced with an obstacle, but high levels of perseverance may result in too much focus on the goal and 

lose sight of creative options (Prabhu, Sutton and Sauser, 2008, p. 62). 

The conflict at the core of TPP that is most apparent is that of anarchy versus democracy, 

and this conflict does affect the creative output and direction of the TPP community to a great degree. 

However, there is also the conflict between the individual and The Hivemind as alluded to in section 

2.4. The Hivemind is a useful narrative construct that allows the individual to put blame on the 

collective while also participating in that collective, it is a way for the individual to separate themselves 

from the collective when the conflict with the actions that it had taken. There are indications that 

particularly creative individuals even deliberately think in ways that are countervailing to the 

conventions of their community (Sawyer et al., 2003, p. 97). This shows that within TPP there is 

conflict within the TPP community in the form of anarchy versus democracy; as well as conflict 

between individual and the community (Weigel, 1997, p. 66). These conflicts and obstacles form one 

of the crucial impacts on TPP developing creatively. 
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Summary 

In chapter two the definitions and theories of creativity have been established. The question 

of what creativity was thoroughly addressed from Guilford’s mid-20th century view of creativity as an 

individual trait through to the sociocultural model as advocated by Vygotsky, Csikszentmihalyi, and 

Sawyer and Dezutter.  The sociocultural model of creativity is in some ways the required model for 

studying online communities engaged in distributed creativity. The TPP community used narratives as 

a sociocultural tool to reinforce motivation, to encourage other participants to pursue their shared 

goals, and to find shared interpretations of events. 

TPP is grounded in the sociocultural context of remix culture, remix culture also being very 

prominent in the broader Pokémon fandom. Remix culture refers to a mode of cultural production 

where individual artists build on and alter each other’s work. There is a division between individual 

creativity and distributed creativity, however when looking at distributed creativity the individual’s 

creativity is subsumed into the community’s distributed creativity. The individual’s work cannot be 

extracted from the community entirely as the individual’s work is part of the continuum of all TPP 

participants creative efforts. 

The exploration of creativity, particularly distributed creativity (Sawyer and DeZutter, 2009), 

provides a definition for what the TPP community is performing. Distributed creativity helps explain the 

traits that aided the TPP community in being successful, as described by researchers of other forms 

of creative collaboration. Many of the traits of successful creative collaborations such as a shared 

goal, a leadership that minimises bureaucracy while maximising autonomy, and an unhierarchical 

community structure are shared by the TPP community. TPP also matches the alpha artist model, 

whereby the TPP streamer is the originator of the creative work that TPP would become, but Twitch 

Plays Pokémon only achieved what it became as a result of the many other participants whose work 

sprung from the TPP streamers creativity. The shared traits in the environments of collaborative 

creative communities and the distributed creative community of TPP indicates that the creative 

process may be similar regardless of it being expressed by an individual, a community, or a virtual 

community. 

This chapter has answered the important question of what is being answered when this thesis 

is looking to answer how TPP engaged in the creative process. Creativity is a sociocultural process, 
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and with distributed creativity this process is made clear as the work of individuals is subsumed under 

the community’s creative work. The role of conflict in creativity was explored as one of the most 

crucial elements of the TPP community’s creative development. Conflict is most effective at a 

moderate level for the community to benefit from the tension and disagreement to increase their 

thinking of alternate ideas. The benefit of conflict can also be seen with other forms of obstacle, so 

long as those obstacles are interfering with goals that can be addressed with creative solutions. The 

primary conflicts that affect the creative development of TPP are the internal community divide 

between anarchy and democracy, and the personal conflict that individual participants had with The 

Hivemind of the TPP community. 

These theories indicate that the creative process of TPP had an important role in maintaining 

the community’s motivation and focusing their collective efforts and interpretations of events. Conflict 

and obstacles play a crucial role in how the TPP community engaged in the creative process, as well 

as how an individual interpreted the collective creative works of the community. 
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3 – Literature Review: Narratology & Metamodernism 

In this section, we explore narratological concepts to develop our understanding of the 

creative works of the TPP community. There are different and contrasting narratives involving the TPP 

community; however, most media that emerged from the community were part of one narrative or 

another despite differing tones and mediums. 

First, narratology and community narratives, as broad concepts, are explored before we focus 

specifically on interactive media and emergent narratives, as both concepts are essential to the TPP 

community. Narrative levels are the chosen theoretical framework that we use to describe how the 

participants of the community engaged with the different narratives of the TPP community, although 

the original theoretical framework has been altered to fit the different ways in which the TPP 

community has engaged with and created narratives compared with traditional media. 

Narratology is the study of the logic and practices of narratives. Narratology was dominated 

by the structuralist school for a time and focused mainly on literary narratives in its early years, but 

over time, the schools of thought expanded greatly. The emergence of new theories of narrative 

became increasingly needed, as structuralism was unsuited for being applied to all forms of narrative 

and can be particularly challenging when approaching large sprawling narratives such as those 

online/paratext (Genette and Maclean, 1991, p. 266; Prince, 2003, p. 36). 

While traditional prose narratives, both fiction and nonfiction, and the narratives of radio, film 

and television are the forms of narrative that immediately occur to most people, narratology is not 

limited to documentary or entertainment forms. There are narrative forms and structures throughout 

societies that are not immediately obvious but fall within the scope of narratology, such as in legal 

professions, science, politics, the self, etc. (Nash, 1994). 

To approach the TPP narratives, the concepts of narrativity must be addressed to highlight 

that narratives can possess greater or lesser ‘amounts’ of narrative to highlight that TPP is a narrative 

made of nested and related narratives. The concept of narrative levels helps separate out the related 

TPP narratives, making the form of TPP clearer. With narrative levels established, the ideas of 

hyperdiegesis and narremes can be explored as potential tools for exploring how an individual makes 

a fractured narrative whole through their reading.  
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3.1 – Narrativity in Transmedia Franchises 

The broadening of topics that narratology can address has led to the question of what the 

quality of ‘narrative’ is. Theorists, such as Janet Murray (Murray, 1997) and Marie-Laure (Ryan, 

2009), explore narrative theory with reference to newer digital forms of storytelling, such as immersive 

mediums and interactive narratives. It is easier for most to acknowledge the narrative of established 

or long-form types of narrative, but how much ‘narrative’ emerging media and unusual storytelling 

forms possess has led to the emergence of the term ‘narrativity’, which describes a measure of 

degrees of narrativity (Ryan, 2007, pp. 29–30, 2009, p. 313). To provide an example, the sentence ‘a 

man got was stabbed’ and the play Julius Caesar (Shakespeare, 2014) both describe the same 

narrative, but they are separated by many degrees of narrativity. 

In Le Message Narratif, Claude Bremond (1964) turns to the example of Vladimir Propp’s 

study of Russian folktales (Propp, 1928) to observe that what Propp had been performing during his 

identification of folktale morphology was a separate layer of signification that was independent from 

the entirety of the folktale itself, narratives. Prince explains that: 

“An object is a narrative if it is taken to be the logically consistent representation of at least 
two asynchronous events that do not presuppose or imply each other” (Prince, 2008, p. 19). 

However, even such a robust definition requires an acknowledgement of degrees of 

narrativity. A particular creative work may not necessarily be logically consistent but may possess the 

remainder of the definition. A single photograph lacks two asynchronous events; however, it does 

contain an element of narrative. Additionally, the amount of narrativity could be considered to increase 

with how logically consistent a narrative is or how many asynchronous events it possesses. Prince’s 

definition is apt at identifying whether an object is a narrative and demonstrating that there are 

degrees between ‘not a narrative’ and ‘a narrative’ and that these degrees may also increase with a 

narrative’s complexity. 

When dealing with a novel, the narrative is the core of the experience; it has very clear and 

strong narrativity that is easily recognised and remains, for the most part, fixed from edition to edition. 

The literal text of a printed novel such as The Giver (Lowry, 1993) can be assumed to possess at 

least an average degree of narrativity for a novel, consisting of multiple asynchronous events that are 

logically consistent. In contrast, a game such as Doom (Romero, Carmack and Taylor, 1993), which is 
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intended as an action game and has minimal text and audio, Doom possesses enough narrativity to 

engage the player with the game action. While Doom may consist of many asynchronous events, the 

level of logical consistency is debatable owing to the limited context for these events. However, a low 

degree of narrativity is not no narrativity, and Doom does possess a narrative even if the player 

creates much of the narrativity themself from their experience. There is no objective measure for 

narrativity; it is a subjective measure with broad degrees that can only indicate that different mediums 

and works can have a narrative. Narrativity as a subjective measure becomes further complicated 

when we look at TPP. 

When the game that the TPP community played was examined, Pokémon Red’s narrativity is 

somewhat limited. Pokémon Red’s narrative is simply to go to a series of eight gyms, win their gym’s 

badge, and defeat the Pokémon League; this is interrupted by the villainous Team Rocket’s criminal 

schemes and the player’s rival. It is a simple story, as would be expected of a game with hardware 

and software constraints, as well as being intended for children developing reading skills to enjoy. We 

could rate the narrativity of Pokémon Red as low, more complex than the simplest games such as 

pong and Pacman but still fundamentally limited. It is doubtful many would argue that Pokémon Red 

possesses a complex narrativity; however, in the context of TPP the narrativity Pokémon Red 

possesses is complicated by two significant external contexts to the game. 

The first important external context is the extremely high amount of transmedia storytelling 

that has been present in the Pokémon franchise since its early years. The TPP community played 

Pokémon Red almost exactly eighteen years after the game was first released. Consequently, how 

the players experienced the game was heavily affected by the additional media and merchandise 

from the franchise. An example of additional media is 1997 Pokémon Anime, which was written to 

follow the same general story beats of Pokémon Red (towns, Pokémon gyms, facing team rocket, 

rival, etc.), with the most obvious distinction being the main characters failure to beat the Pokémon 

league and the addition of two Pokémon Gym leaders that join the main character, Ash Ketchum, in 

their journey. This anime had a major effect on fans of the franchise and the franchises growth, with 

the famous Pikachu becoming a franchise icon as a result of the show and the game Pokémon Yellow 

being an altered version of Pokémon Red that included more elements from the show. 
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Other forms of media the Pokémon franchise included trading cards, comics, colouring books, 

and a variety of toys. All of the additional media affects how a fan of the franchise approaches playing 

a Pokémon game because of what they have experienced external to the game and even the 

franchise itself. Henry Jenkins identified this particular aspect of fandom Textual Poachers (1992, pp. 

227–230) where he shows how fans create particular ways of engaging with texts both in 

interpretation and in the creation of their own particular cultural productions. This level of engagement 

results in an increase in both ‘official’ and fan-created merchandise, storytelling, and narratives as part 

of a ‘snowball effect’ and/or a company attempting to broaden a successful franchises media 

presence: 

“In the snowball effect, certain stories enjoy so much popularity, or become culturally so 
prominent, that they spontaneously generate a variety of either same-medium retellings or cross 
media illustrations and adaptations” (Ryan, 2015, p. 2). 

 This snowball effect means that for Pokémon Red, the snowball effect that affects the 

franchise also affects the degree of narrativity that fans now experience. For the TPP community, this 

is important, as many (if not all) participants in the TPP community had been exposed to the broader 

Pokémon franchise and already perceived a higher degree of narrativity in the game than might be 

immediately apparent. 

The individual player is the second external context that affects Pokémon Red’s narrativity. It 

is not unusual that a narrative is received differently by different viewers or readers; the text of a 

published novel is typically only changed by the external context of the reader (cover art, reviews, 

endorsements, etc.) and thus has a mostly stable narrative. Two readers might appreciate a novel 

differently, but they received the same narrative. The narrative is affected by the readers’ perceptions 

and interpretations, but their perceptions or interpretations do not change the literal text. This is not 

the case with a game such as Pokémon Red. 

How a player plays a game can impact the narrative of the game. In some cases, the impacts 

on the narrative are deliberate parts of the gameplay, such as the different choices of starter 

Pokémon, which affect which Pokémon gyms are likely to cause the most difficulty or later in the 

game when the player can challenge gyms in a different order than expected. These are choices 

available to all players that affect the narrative of the game and are a deliberate part of the game. 
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The way in which a player can affect narrativity is how they choose to play. A particularly 

notable example in the Pokémon community is the Nuzlocke challenge (Franco, 2010), which is 

pertinent to the difficulties the TPP community faced with their Pokémon team. When playing 

Pokémon Red, the player will never lose a Pokémon unless they choose to release it, so a player can 

comfortably use whatever Pokémon they like with no risk. The Nuzlocke challenge involves a player 

following two notable rules: first, they can only catch a Pokémon per route, and second, any Pokémon 

faints during battle must be released. These two rules mean that the player can run out of Pokémon, 

has limited choice in Pokémon to use, and most dramatically can have a Pokémon die. The self-

imposed limitations of a Nuzlocke challenge dramatically alter how the player will experience the 

game and its narrative. By adding elements of risk and tension, players increase the narrative 

elements they can experience during play and thus increase the narrativity of the game they 

experience. 

The limitations of the Nuzlocke challenge are similar to the limitations of the TPP community’s 

method of playing in how it alters the narrativity. It became very clear to the players of TPP that 

changing Pokémon was difficult and risked permanently releasing Pokémon, deliberately catching a 

Pokémon was difficult to do intentionally, and that the players’ method of play could turn minor 

obstacles into extremely significant challenges. As the challenge of the game is altered, the narrativity 

of games is altered by their method of play. 

How transmedia storytelling alters a player’s experience of game narrativity and how a mode 

of play can change a game’s narrativity demonstrate that while Pokémon Red might have limited 

narrativity by itself, the TPP community brought an increase or change in narrativity. Considering that 

these external contexts can alter the narrativity that an individual player experiences, it is reasonable 

to expect that experiencing the game with the TPP community also increased and altered Pokémon 

Red’s narrativity. 
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3.2 – Ludology 

While the focus of this thesis is on the narratives of TPP, it would be remiss to not address 

ludology. The earliest use of Ludology that could be found was Per Maigaard, who provides the 

definition: 

“Ludology is the science of games and a part of sociology and sciences concerned” 
(Maigaard, 1951, p. 364). 

This definition broadly covers the study of games; the players of games; the act of playing; 

and communities that surround games, such as TPP. Though it has been  argued that the study of 

video games requires more involvement of sociologists and sociological theories (Boulton and 

Cremin, 2012). There are significant areas of study in ludology, many of which are well publicised, 

such as the impact of playing violent games and the attitudes and prejudices within communities 

associated with games (Dill and Dill, 1998; Gray, Buyukozturk and Hill, 2017). While this is not to say 

that Pokémon Red does not contain any violence or that the TPP community contained no 

expressions of prejudice or bigotry, neither are present in a quantity that would require a significant 

analysis for the purposes of this thesis. It is concerned, however, with debates over whether ludology 

or narratology should be used in studying games, as well as an explanation of why it is important not 

to ignore elements of game play within both Pokémon Red and TPP. 

During the emergence of ludology or game studies as an academic field, some academics 

perceived a dichotomy between the use of narratology to study games and the use of ludology to 

study games. Juul (1999) argues that games cannot tell a narrative, and most can be studied with 

methods specific to understanding games. Frasca (Frasca, 1999) takes a more nuanced ludological 

position, arguing that, owing to games being simulations, they provide distinct possibilities in contrast 

to narratives. In contrast, their counterparts, such as Murray (1997), found narratives in games such 

as Tetris, and Henry Jenkins (2006) approached games as providing narrative architecture, be it 

embedded, evocative, emergent, or enacted, which allowed players to explore narratives in a different 

manner than traditional media did. 

Eskelinen appears to have been somewhat amused that outside of academia people were 

much more able to distinguish between stories and games commenting that academics often: 
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 “interactive narratives, procedural stories or remediated cinema’. The intersection of play and 
narrative is a contested issue: a divide between narratologists, who view the videogame as a new 
form of narrative, and the ludologists, who view the videogame first and foremost as a game. It could 
thus be said that the relatively recent history of video games has led to volatility not only in the 
marketplace but also in the corridors of universities” (Eskelinen, 2001, p. 345). 

Eskelinen’s view was that narratologists often made useful observations, but tended to 

overlook the crucial elements of play which limited their analysis. Particularly relevant for TPP 

Eskelinen highlights that while a reader must experience the entirety of a novel to fully engage with it 

fully, it is not necessary to experience the entirety of a game to engage with it. With TPP it is likely that 

the number of people who have watched the entire 16 days, read all the discussion, and fanwork are 

few to none. Though it should be mentioned that this Eskelinen is using a limited conception of what a 

narrative can be by focusing on singular works such as the novel. 

Although the debate declined during the 2000s, scholars have referred to it as a debate that 

did not take place and that the questions of the debate remain unresolved (Frasca, 2003; Kokonis, 

2014, p. 174). Throughout the academic literature concerning this dichotomy, various voices have 

argued that the study of narratives does not need to be ejected from ludology (Ryan, 2002). Notably, 

while the dichotomy is an important part of development in the field of ludology, its lack of resolution 

can be attributed to one major factor. This is that, as Frasca’s paper demonstrates, there appears to 

be general misunderstandings on the part of many involved in the ‘debate’. This consideration of 

misunderstandings is echoed by Janet Murray (2005), who places the fault more on ludologists for 

defining both terms and railing against a phantom of their own creation, which can be seen in 

Frasca’s paper and the general assertion by Aarseth (2012). The other possible source of confusion 

leading to the narratology/ludology divide is suggested by Ryan, who suggested that the issue was a 

confusion over the scope of the term narrative; with ludologists envisioning narratives as fixed in the 

form of novels and scripts rather than narratives being malleable (Ryan, 2006). This thesis uses 

ludology when addressing the gameplay elements of Pokémon Red and narratology when addressing 

the fiction of TPP; this is part of the importance of separating the ludic narrative from the fictional 

narrative. 

While there have been many names given to the naming of a mix between ludological and 

narratological approaches, such as Ryan’s ludonarrativism (2006, p. 203), the analytical method of 

most relevance to TPP is Ensslin’s ludostylistics (2014, chap. 1.3). Ensslin intends this method to 

apply specifically to games with a significant narrative framework such as roleplaying games, which is 
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the genre Pokémon games typically belong to. Ensslin breaks this analytical method into four parts 

(Ensslin, 2014, chap. 3.5); ludology which encompasses the gameplay and feedback loops that are 

part of the game, ludonarratology which studies the in-game narrative and external narrativity, 

ludosemniotics which examines the interface and other design elements, and lastly mediality which 

looks at the technology and the platform the game used. By separating TPP into narrative levels a 

similar analysis is achieved, which highlights the need to separate and analyse the many parts of 

complicated digital media artefacts. The ludology of TPP is explored in the ludic narrative, the 

ludonarrative in the fictitious and discursive narratives, the ludosemniotics is established by exploring 

the sites of TPP as is the mediality. 

The aim in designing Pokémon came from Satoshi Tajiri, who wanted to repackage the 

traditional Japanese hobby of bug catching as a video game (Larimer, 1999), with the game map 

being named after and based on the Kantō region of Japan. The tightly packed towns separated by 

wilderness and fashions are based on Taijiri’s childhood in the region in the 1960s/1970s, and the 

main character default name being Satoshi. The number of Pokémon and the random nature of 

encounters were also based on how Taijiri enjoyed the “tiny discoveries” of bug catching and wanted 

to build that element of tension/anticipation. Similarly, Taijiri considered the naming of bugs important 

in his childhood, so this aspect was also included in Pokémon Red. From these choices, we can see 

how Pokémon Red’s gameplay came from both the expected Japanese game design from the 

previous decade and an attempt by Taijiri to simulate his childhood bug-catching hobby (Tobin, 2004; 

DeMattia, 2020, pp. 46–47). This is worth noting as it shows that Pokémon Red is a digital 

remediation of a childhood hobby/game, and TPP is a remediation of Pokémon Red, an example of 

how Pokémon is grounded in remix culture from its inception. 

It is important to also consider TPP itself as a game that is a variation of Pokémon Red. 

Pokémon Red17 added a metagame that emerged from players having to learn how they could work 

together as a community and how they could not. The 20 second delay between an input and the 

large number of other players required players to think about what other players might input and 

made navigating menus very difficult. These elements of the metagame made using items and the in-

game PC extremely difficult (Ramirez, Dietmeier and Saucerman, 2014, p. 6). Later, in the course of 

 
17 See section 1.1 
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playing the game, an additional element was added to this metagame, which was the constant 

struggle between the original anarchy system and a slowed democratic system that enacted the most 

voted for input. This change to the metagame provided an option for the community to perform more 

complex tasks more effectively but also introduced an additional issue to the metagame of TPP by 

effectively creating two teams, anarchy and democracy, that competed for control over the game. 

A useful model for bridging any ludological/narratological gap within TPP as a community 

comes through looking at the idea of narrative goals (Cardona-Rivera, Zagal and Debus, 2020, p. 3). 

By looking at narrative goals within a game and ludological goals within a game, it can be seen that 

often these map to each other, such as within Super Mario Brothers, where the ultimate goal of a 

player is to finish the game, which can then be mapped onto the ultimate narrative goal of Mario 

saving the. This model is also useful for separating the narratives of TPP into ludological and fictional 

elements to identify and perceive how gameplay and fiction share goals and where they might differ. 

This could provide a starting point for understanding how ludological needs affect the emergent 

narratives of the TPP community. Particularly as this thesis is looking primarily at creativity it is 

possible that this framework of matching ludological obstacles with narremes might demonstrate how 

in TPP the narrative elements may have been used by the community to aid in pursuing the 

ludological goal of completing the game. 
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3.3 – Emergent Narratives and Digital Spaces 

Pokémon is a transmedia franchise with stories in many forms of media; however, the 

franchise is built upon the Pokémon series of games. Pokémon games are interactive media, and the 

main interactive choices available to the player work alongside the rest of the Pokémon franchise 

media to heighten enjoyment and engagement with the interactive media. With games, emergent 

narratives are those that are not embedded within the gameplay itself but occur when the player 

imagines or ’authors’ the story by playing in a world she actively constructs” (Brand and Knight, 2005, 

p. 4). Interactive media may plan to provide space for people to experience diverse narratives, but 

unexpected events such as a bug in a game creating a plague that spreads outside its intended 

boundaries or roleplaying within a game can lead to emergent narratives that were not expected by 

the interactive media’s creators. 

Pokémon Red is a single player role-playing game (RPG) where an individual player inhabits 

the role of a ten-year-old in the Kanto region of the Pokémon world, setting out to challenge the 

Pokémon League. Importantly, the very first interaction the player has after reading introductory text is 

to choose their name from a preset list or input their own name. While choosing the player character’s 

name is not unusual in most ‘western’ RPGs (Ralph and Monu, 2017, p. 5), where the role you inhabit 

is a type of character, it is unusual for ‘Japanese’ RPGs, where the player is expected to inhabit the 

role of a predefined character. Being able to put oneself more literally into the story has a small effect 

on the narrative but one that can build further. 

The most significant element of interactivity in Pokémon Red is how the player chooses to 

develop their team of Pokémon. The player will need Pokémon, who can use particular moves such 

as cut and surf to get around the environment, and different Pokémon will be more vulnerable in 

against different Pokémon types, requiring a variety of Pokémon to comfortably get through the game. 

This means that as the player is interacting with the game, they are making frequent choices of their 

particular team and reevaluating the Pokémon on their team (Ochsner and Saucerman, 2015, p. 30). 

Each Pokémon can also be given a nickname that cannot be changed. Pokémon Reds ability to add 

personality through nicknames is further impacted by simply what a player likes potentially changing 

the narrativity of the game. Experiencing gameplay and its obstacles are likely to affect a player’s 

choice of Pokémon if they are to play the game again. 
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The players of TPP, however, were interacting with Pokémon Red with foreknowledge and 

the added ludic elements of the chat window inputs and collaborating as a collective. Compared with 

a standard single-player playthrough, the added ludic elements of cooperation and communication 

significantly affected how the narrative could be perceived. The player characters’ inexplicable 

behaviour significantly altered the intended narrative so that a new narrative had to emerge. 

The general themes and events all remain the same, being fundamental to Pokémon Red; 

however, a significant amount is added. The conflict between anarchy and democracy, political views 

that take on religious elements, is vital to the TPP narrative but non-existent in Pokémon Red. 

Additionally, the player characters rival is the primary antagonist in Pokémon Red but is almost 

entirely irrelevant to the emergent narrative of TPP. Instead, the community’s avatar, The Hivemind, 

takes on the primary antagonistic role, although it is not entirely villainous in most versions of the 

narrative. Importantly, the light fun journey intended by Pokémon Red takes on an oscillating tone of 

baffling slapstick, as the protagonist struggles with simple tasks but also a grim aspect, as the 

protagonist is forced to pursue the aims of The Hivemind as an unwilling host. These changes 

constitute the emergent narrative of TPP and unfold as a semiotic activity (Walsh, 2011, p. 78) where 

the community is making sense of the unusual events emerging from their gameplay and creating 

explanations that lead to the emergence of a narrative. 

There is an interesting observation in relation to levels of interactivity and the focus on 

narrative in relation to the different forms and levels of narrative in TPP, whereby in playing the game 

of Pokémon Red, interactivity is high, whereas narrativity is quite low. In discussions of play, there is 

less interactivity, but narrativity increases as the community discusses interpretations, memes, and 

strategies. Finally, in fiction, the narrativity is very high, where the interaction is limited to the 

perception and interpretation of the narrative snapshots, as highlighted in chapters four, which 

describe a user’s experience of TPP18. 

Taken as a singular narrative, TPP contains large amounts of social engagement, interactivity 

and narrativity, but each component part is required to fully allow for an emergent narrative. The 

Twitch platform provided insufficient ability for the players to create narrative elements and discuss 

the TPP stream with each other. While the social media discussions the TPP community engaged 

 
18 Section 4.5 
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with provided a space to interact as a community and discuss and develop narrative elements, the 

various images, music, and stories posted individually lacked any interactivity, as they were self-

contained story elements. Nonetheless, these elements were important, as each narrative snapshot 

helped establish a narrative element for the community outside of discussion, although they often 

served to focus discussion on particular interpretations. Each narrative snapshot often becomes or 

solidifies particular narremes that allow for many different interpretations of events to hold equivalent 

weight. 
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3.4 – Narrative levels 

We can use narrative levels (Genette, 1990, p. 227) to describe Twitch Plays Pokémon with 

alterations to account for its unusual structure. Narrative levels are usually used to describe the 

relations between an act of narration within a story. There are extratextual levels where the real 

reader and author exist as the basic ground level other rest upon. First, there is the extradiegetic, 

where the narrator of the story interacts with the assumed audience. Second, the diegetic narrative 

level, where the characters within the story interact and perceive events. Third, the meta-diegetic 

involves stories told by characters within the primary story. We will use Genette’s own method of 

defining different narrative levels as: 

“We will define this difference in level by saying that any event a narrative recounts is at a 
diegetic level immediately higher than the level at which the narrating act producing this narrative is 
placed” (Genette, 1990, p. 228). 

In this way, we will establish the different narrative levels and forms of narrative within TPP. In 

TPP, it becomes difficult to ascertain what the extratextual narrative level equivalent for TPP is 

following the traditional model of narrative levels. Throughout the duration of play, many participants 

were telling and retelling different small parts of the overall story by making artworks of moments in 

the story. The fan work was focused on moments that were happening as the narrative developed as 

part of ongoing participation. By the nature of these being retellings we can now safely ignore the 

discussions and creative works as being our extratextual level equivalent, as both levels come from 

the discussions and interpretations of the act of playing TPP. This must lead us to conclude that the 

technological game of TPP should serve as our extratextual level equivalent. 

There is an argument to consider that the extratextual level belongs to the streamer who 

coded TPP and the audience, with the modified TPP version of Pokémon Red serving as the text. 

However, there are two core issues with this perspective. The first is that, beyond setting up the 

game, a modified version of Pokémon Red, to be played, the streamer only interacts to fix technical 

issues and to introduce a new form of play that was a very controversial move as it affected the 

community’s agency, the creation of a new form of interaction with a preexisting game is significantly 

less agency than would be expected from an author in the traditional sense. With respect to agency, 

when a member of the community participates by playing or watching the game, they primarily interact 

with and react to the prior choices of the community, not with the choices and decisions of the 
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streamer. This is somewhat in contrast to what Retez found studying a cluster of Italian streamers 

called Tomodachi Crew where they found: 

“…the creative-narrative production of the lore of Tomodachi Crew underlines the presence of 
a content production loop whereby what is created by the streamer is manipulated by the users and 
further and again by the streamer” (Retez, 2022, p. 141). 

In the case of TPP The creative narrative production occurs by what the participants create 

being manipulated by other participants, outside of the initial start of TPP and the introduction of 

democracy. However, Retez also found that the Twitch viewer engages as both interpreter and 

participant; which is also the case with TPP, where playing the game and interpreting the 

consequences of that play is where the ludic and discursive narratives meet. 

If we consider the act of play itself as the foundation for forming narratives, then the players of 

the TPP serve as both the authors and the audience at the extratextual level. Although only one 

player acts as the author in a single moment, the change occurring at every new input makes the 

change so fast that it is effectively a narrative authored by the entire community of participants. This 

could be described as a collaborative story, although the lack of order in the process of progressing, 

limited deliberation among participants about their next action, and the inability to decide on a course 

make it functionally authorless as a consequence of the community’s size and the distributed nature 

of the community’s decision making. 

Through play and discussion, TPP is distributed digital authorship, a form of authorship that is 

difficult to equate to traditional conceptions of authorship due to a defined lack of a central figure, 

which many traditional forms of narratology expect. This form of authorship could be equated closer to 

how folk tales evolved and developed, in that there are central forms of story that are replicated in 

different forms (Propp, 1928, p. 185). However, this form of authorship is distinct again because the 

TPP community has embraced the differences and conflicts in their fiction rather than the tale 

changing over time. Finally, digitally distributed authorship also provides a further complication: the 

presence of mostly anonymous individuals’ discourse on their ideas on how to develop their fiction. 

With the extratextual level established as involving where the gameplay is occurring, we can 

now call this narrative level the ludic narrative level, with ‘ludic’ referring to the act of play. With the 

ludic narrative level established, we can move on to the extradiegetic narrative level. 
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The extradiegetic level is traditionally where the narrator and narratee interact in a story; for 

example, a ghost story told around a fire might have an old cowboy narrating a ghost story to younger 

cowboys. In our alteration to narrative levels, this is where discussions on social media happen, 

where members of the community talk to each other and exchange their interpretations of events. The 

discussions as a whole are tied to the fictional narrative in the same manner as the ghost story, as the 

social media ‘hivemind’ of the community discussions exists as a major driver of the fictional story as 

character ‘The Hivemind’. 

The discussions around TPP are not an aspect of the event that would immediately be 

obvious to an individual looking at TPP today; however, community discussions were extremely 

important for the organisation of their game play and fictional interpretations of what was occurring at 

the ludic narrative level (extratextual level). The discursive narrative that formed the extradiegetic level 

is important to TPP, as it is the layer that communicates between and to the other two narrative levels. 

An interpretation of an event that had occurred at the ludic narrative level could lead to 

interpretation shared at the discursive narrative level that certain characters were bad or good, which 

would be reflected in the fictional creative works; then, the creative works would drive gameplay 

choices. Similarly, the requirements and strategies required to achieve victory at the ludic narrative 

level necessitated gameplay choices being explained at the fictitious narrative level, a constraint that 

required certain choices to be interpreted at the discourse narrative level. For TPP, the discursive 

narrative level is where the emergent narrative of TPP forms. 

The emergent narrative of TPP is the diegetic narrative level of TPP, and owing to the nature 

of the community and social media, it is highly fractured. The diegetic is the level at which the 

significant bulk of creative works (e.g., comics, music, and stories) exist. There are also numerous 

clashing fictional narratives at this narrative level in TPP due to the ever-changing narrative and the 

development of mutually incompatible interpretations. At the diegetic level, there is a focalizer 

(Genette, 1990, p. 189) who is the perspective of the narrative and a focalized object or character that 

is being perceived; for instance, in TPP’s disjointed fiction, events are often portrayed through 

different focalizers. While it is not unusual in fiction to have events portrayed through different 

focalizers, what makes TPP different is that the narrative snapshots are presented to be discussed, 

interpreted, and fit into other snapshots in different ways. The assembly and reassembly of the 
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fictional snapshots results in the traditional diegetic level and meta-diegetic levels being compressed 

together as the stories and stories-within-the-stories converge into what we can call the fictitious 

narrative level instead of the traditional diegetic level. 

Usually, meta-diegetic refers to hypo-diegetic, that is, stories within stories that largely 

describe the bulk of narrative snapshots in TPP. However, there is also a need to assemble 

inconsistent, mutually exclusive, and fractured narrative snapshots into some form of cohesive whole 

by a reader. The combination of narrative snapshots by each reader is individual and can be best 

termed hyperdiegetic (Hills, 2002), using the word ‘hyper’ in the ancient Greek sense of over. Owing 

to the fractured nature of the diegetic narrative of TPP, for a coherent narrative to be understood by 

an individual, one must either construct their narrative over the assorted diegetic works or have such 

a narrative communicated to them by someone else’s narrative. 

A hyperdiegetic narrative could simply refer to an individual’s own interpretation of the 

diegetic narrative as a result of the diegetic material they have seen, or it may refer to a community’s 

deliberate attempt to create a coherent narrative for the sake of newcomers to have a clear starting 

point. Anyone attempting to communicate the ‘Story of TPP’ as seen on YouTube is choosing material 

and interpretations to communicate a narrative and, as such, is not capable of communicating all of 

the possible hyperdiegetic interpretations. It is also debatable whether a hyperdiegetic narrative would 

be one that is only ‘over’ the diegetic narrative or if it is one that would be above all the other narrative 

levels, making the hyperdiegetic narrative level the narrative level where the participant interacts with 

the community. 

In one way the TPP community was using narremes and the narrative to bridge the frayed 

edges of the Pokémon Red narrative caused by their unusual mode of play. This is somewhat similar 

to players enjoying revealing the places where a program falters (Thomas, 2004, p. 109). This what 

Thomas refers to as making tools available to games who ‘fancy themselves procedural playwrights’, 

where a game has more of a focus on sharing stories with each other(Thomas, 2004, p. 114). 

Interestingly, the clarity of who is in control of the narrative becomes less clear as one 

progresses through the levels, with who was the author at the ludic level clear for each point in time, 

but the narrator role being much more difficult to identify temporally within the discursive level and the 

focalizer becoming quite vague at the fictitious level. In contrast, the audience at the ludic level is a 
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highly undefined mass of individuals, but the implied reader at the discursive level is somewhat easier 

to identify in the community’s discussions, as they can be addressed, and at the fictitious level, the 

audience is embodied in the well-defined if difficult to explain character of The Hivemind. 

Altering the terms of the levels as seen in chapter one from the traditional (extratextual, 

extradiegetic, diegetic) to the revised levels (ludic, discursive, fictitious) is important for beginning to 

understand and analyse new forms of media such as TPP, where the traditional model is useful for 

organising the text, but the traditional terms do not correctly describe what is happening in the new 

media environment. 

Furthermore, the addition of the hyperdiegetic narrative level is important when dealing with 

this type of distributed creativity, in which an individual is part of the community that is forming a 

narrative and in which each individual is expected to derive from the community and narrative their 

own interpretation. As there is no author, there is no canonicity and no official text. Every individual 

chooses to form narrative snapshots that are relevant to their hyperdiegetic narrative. 

Whereas many traditional media fandoms are frequently concerned with what is canonical 

according to known authors (Chaney and Liebler, 2007, p. 9; Thomas, 2018, p. 280), new media 

narratives such as the TPP or the SCP foundation lack that clear provenance; thus, the fandom (who, 

in most cases, are the authors) prefers accepting that the personal canon is the only one that truly 

matters. The individual’s personal canon is the hyperdiegetic level that creates an individual coherent 

narrative from the fractured diegetic narrative. 
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3.5 – Narreme as a Unit of Narrativity 

A number of theorists have attempted to break stories down into their essential elements. 

Some have attempted to reduce mythological heroes into a simple story pattern (Campbell, 1993), 

whereas others have sought to break stories into the core narrative functions and how they relate to 

each other and group related stories (Propp, 1928). These attempts to reduce stories into an 

elemental form can be descriptive in communicating what a story is made of or prescriptive in the way 

the three act structures are often expected of scripts. 

Vladimir Propp’s (1928) narrative functions as a concept that has more use in describing how 

the narrative elements of TPP can be assembled differently, and as any fictionalisation of TPP is 

bound to the structure and events of Pokémon Red’s gameplay, the shared narrative elements must 

be assembled in a similar order. Variations in the fictional narratives of TPP Red are as expected as 

variations in a folktale, with the individual storyteller choosing the elements that they find appealing 

and removing those that they do not. 

There is a similar theoretical concept that provides greater flexibility in exploring the 

development of an authorless narrative, which is the narreme (Dorfman, 1969; Wittmann, 1975). 

While the term sounds like ‘meme’, which generally refers to ideas and behaviours that spread and 

can recombine in new ways (Milner, 2016, pp. 46–47), narreme refers to the fundamental building 

block of narrative structures, be it medieval romances or TPP. While memes exist in many internet 

cultures, a narreme is a more rigid small section of narrative comparable to a phoneme in the field of 

linguistics. The narreme concept is particularly useful for analysing TPP, as TPP lacks an authoritative 

source on its fictional elements; instead, fans construct their own narrative from the established 

‘pieces’ of TPP. 

The narratives of TPP are made of building blocks that are related but not necessarily reliant 

on each other. Understanding how the building blocks operate the concept of the narreme is 

important. A narreme is the basic unit of narrative structure and is distinct from a meme, which is a 

unit of cultural information spread from replication, most evident in the example of a phrase or image 

repeated on the internet (Shifman, 2015, pp. 7–8; Milner, 2016, p. 16). A narreme requires more 

elements of structure than a meme in either of its definitions; a narreme requires an action(s) being 

narrated from a perspective that is communicated to a reader. Chivalric romances (Dorfman, 1969) 
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and folktales (Propp, 1928) are more traditional examples of artistic expressions that are more easily 

seen to be composed of narremes. The narratives of both chivalric romances and folktales are 

constructed from pools of shared narremes, individual narratives that share many but not all 

narremes. 

An example of a narreme that is present throughout mainstream Pokémon games and most 

fangames is the presentation of starter Pokémon to the player by a Pokémon professor. The 

Pokémon presented to the player, the Pokémon professor, the setting, and events that lead to the 

presentation of the starter Pokémon can differ greatly, but the underlying narrative element of the 

professor gifting the player a Pokémon remains consistent. 

A further example of a narreme within the TPP is the player character of Red being haunted 

by voices causing them to take bizarre actions of the game, such as struggling to navigate a simple 

ledge. However, the nature of this haunting can change significantly in how Red is portrayed in 

creative work. It was initially considered by players that Red may have been simply hearing voices or 

having another mental health disorder, but it became more common to interpret the voices as a more 

supernatural entity that was possessing Red. The narreme varied in use from humorous portrayals of 

antics to more tragic portrayals where Red was in genuine misery. The basic narreme serves the 

function of explaining Red’s unusual actions, but the ‘Red is haunted’ narreme can be interpreted 

quite liberally. 

It is important to distinguish the narreme from the meme. Among the types of emergent 

narrative that the TPP is representative of, many fan discussions and creative works also involve 

memes, both those described by Dawkins (Dawkins, 1981, pp. 245–260) and the contemporary 

meaning of the term. This is important, as the TPP community understood that they created and used 

memes, but they did not consider that they were also developing narremes. The narremes emerged 

from these memes and explanations to form the building blocks of the fictional TPP narrative. 

The narrative of TPP was composed of people slowly creating new narremes for the story, not 

knowing what was coming next, and often reinterpreting what came before as things changed in the 

game and community. There remained basic narremes of not only the factual events of the game, but 

also characterisations of characters, however both could be portrayed quite differently by changing 

the related narremes. 
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3.6 – Hyperdiegesis 

Hyperdiegesis (Hills, 2002, p. 137) has been previously discussed in the context of narrative 

levels and can also be an important feature of fan communities and metamodern media. 

Hyperdiegesis exists for any media where the reader imagines the narrative beyond its text. 

Hyperdiegetic narratives have taken on a greater role and importance in digital media with the 

concepts of fanon, head canon, and fanfiction in general; however, hyperdiegesis is also increasingly 

prevalent in mainstream media, as seen in the steady increase in fanfiction and ‘headcanon’ in fan 

spaces. Most traditional forms of media hyperdiegesis can be seen as readers developing and 

sharing work from their personal perspective on the diegetic narrative in fan communities. However, in 

current media, hyperdiegesis is encouraged or even expected by many creators. 

While the hyperdiegetic level is often the realm of fanfiction and other creative works that are 

related to a text but not the text itself (Bronwen Thomas, 2011, p. 11; Knaggs, 2011), this is not 

necessarily the case. Many texts may simply accept the existence of other creative works, but at the 

furthest extent of distributive creative communities, the opportunities for hyperdiegetic storytelling are 

fully embraced. In the case of TPP, the creation of fictional media involves the interpretation of events 

rather than absolute truth, which means that the anarchy/Helix and democracy/Dome factions’ 

narratives could coexist as different perspectives, with neither being seen as definitive truth. 

The term hyperdiegesis isn’t particularly common, but the idea of this form of reader or fan 

narrative is familiar. Herman refers to a similar and related idea he calls storyworlds, which are 

defined as: 

“ … global mental representations enabling interpreters to frame inferences about the 
situations, characters, and occurrences either explicitly mentioned in or implied by a narrative text or 
discourse. As such, storyworlds are mental models of the situations and events being recounted — of 
who did what to and with whom, when, where, why, and in what manner. Reciprocally, narrative 
artifacts (texts, films, etc.) provide blueprints for the creation and modification of such mentally 
configured story worlds” (Herman, 2009, pp. 72–73). 

The idea of storyworlds generally refers to stories that have a large amount of implicit 

narrative; a level of immersion where the reader may choose to imagine the many other stories that 

must also be happening despite not being the focalized narrative. In the case of TPP the idea of 

storyworlds comes into focus as no matter how much any participants knew about the Pokémon world 

across all media, the fact that the player character of Red in TPP was moving and acting in extremely 
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strange ways from the perspective of non-player characters (NPCs) in the game invited the TPP 

community to imagine why that was the case. This was a pattern that was replicated across events, 

and how a singular participant assembled the explanations they preferred is Hyperdiegesis. 

A particularly well-known example of hyperdiegetic storytelling in mass media comes from the 

original Star Wars (Star Wars, 1977) films, which prove instructive for analysing TPP. The popularity 

of the films created many discussions and an appetite for more Star Wars content. While some 

creators wrote novels following from the end of the trilogies story, others began to fill out the 

background of characters who were unnamed and lacked much presence in the story and elaborated 

on them, creating a vast amount of Star Wars content that, despite not being part of the films, became 

important to many fans of the original text (Harvey, 2015, p. 137). 

Star Wars was not written with the expectation of fans wanting to elaborate on the minutia of 

the films, but creators and companies have increasingly accepted and anticipated the reality of fans 

who not only consume content but also produce content, a growing type of fan that marketing firms’ 

term ‘prosumers’ (Olin-Scheller and Wikström, 2010, p. 41). In large, branded franchises this filling in 

the gaps eventually becomes the default as the fans who engage with the franchises hyperdiegetic  

narrative are listened to more, and many of those running the shows began as fans (Hills, 2014). The 

prosumer tradition among Star Wars fans of filling in the gaps was recognised by Lucas Arts, and by 

the 2010s, the hyperdiegetic filling in of the gaps had become so core to the franchise that not only 

was a children’s show created to elaborate on the prequel films but also a film was made to address a 

plot hole that fans had become focused on (Geisinger, 2020). Like the Star Wars fans, the broader 

Pokémon fandom has been engaged in exploring the franchise in ways unanticipated by franchise 

holders and through their prosumer fan creations. This established fandom sought to build upon and 

expand what Pokémon could be. 

Games set in preexisting media franchises expand hyperdiegetic storytelling further by 

creating space for transmedia storytelling for fans to explore their stories and ideas (Bestor, 2019, p. 

27). The ownership and ‘officiality’ of ROMhack games have no particular clear effect on how players 

engage with the franchise’s official games or how either can function as a platform to organise a 

community around. 
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Using Star Wars, we can also examine how playing in an established transmedia franchise 

has been an overlooked area of how both a franchise and a fandom develop in tandem (Bestor, 2021, 

p. 146). The important areas of contrast between TPP and Star Wars are the type of game and the 

beginning form of media. First, the games most important to the early development of the Star Wars 

franchises were tabletop role-playing games akin to Dungeons and Dragons rather than the single-

player video games of Pokémon. Second, the Pokémon franchise originates from games rather than 

films such as Star Wars. What becomes evident is how large transmedia franchises have fan 

communities who wish to play in and with the franchises’ stories and narremes in ways that the 

franchise owners do not; during play, fan communities seek to explore any plot holes and gaps in the 

official story. The Star Wars example highlights that it is the medium and technology that makes TPP 

unusual. It is similarly the medium and technology that helps us see the creative process in a way 

unlike past examples that have been overlooked according to Bestor. 

In the past, the sharing of hyperdiegetic content required people to subscribe to fan 

magazines and physically attend fan groups and conventions (Verba, 2003). The internet very quickly 

overtook the real world in providing a platform for hyperdiegetic content, with fan fiction being the 

earliest and most prominent example. Furthermore, a large amount of social media content is content 

about media content. Much of the content-about-content is in the form of discussion or compiling 

information, but there are also significant amounts of memetic humour, fanfiction, fan theories, and 

video essays that both explain the text and theorise about future developments. That is, social media 

has evolved to have more self-referential content (Singer et al., 2014, p. 5), with this self-referential 

content encouraging further engagement between fans to discuss the content they enjoy and to 

remain engaged with self-referential content at the hyperdiegetic level. 

The internet has provided a platform for small creators and groups of creative people to share 

their original projects. Early on, much of this creativity was expressed by singular creators in the 

popular mediums of webcomics and flash animation, but soon, larger collaborative groups began to 

emerge. Many early collaborations were loose associations, and the leadership had limited control of 

their output, with many collaborations either disappearing over time without completing their project or 

simply running their course. Owing to collaborations often running their course, the communities that 

emerged around the creative works often had to operate with a loose conception of what qualified as 
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a canonical text of their projects, so the reader operates on the hyperdiegetic level when constructing 

their interpretation of what the narrative and text is. 

An example of how similar loose collaborations become established and expand is the SCP 

foundation, a horror/weird fiction writing community where authors add to the setting by writing 

numbered SCP entries that focus on anomalous items, creatures, and people. The SCP is a long-

standing and expansive example of hyperdiegesis in a deliberately distributive creative community 

(Schuhart, 2020; SCPwiki, 2021). Its community explicitly embraces that different SCP entries are 

fundamentally contradictory, and that setting can be interpreted in multiple ways. The most prominent 

example of the contradictory nature being SCP-001, where there are multiple accepted SCP-001 

(CuriousCoffee, 2017) entries as the community could not decide on what type of entry was worthy of 

the 001 number, as well as concerns over making any single contributor too prominent in the 

community. This means that not only does the reader of the SCP foundation operate at the 

hyperdiegetic level when they read and create their narrative idea, but authors also must do so as 

they write and add the SCP foundation as entries are considered in relation to past entries 

compatibility or incompatibility. 

The SCP foundation is an ideal example of media where the hyperdiegetic is the main 

narrative level on which the narrative exists. Where the other narrative levels typically exist within the 

text or the author/reader context, the hyperdiegetic level of storytelling is uncovered by participation 

with others and how they have engaged with the text (Hills, 2002, p. 101). Hyperdiegetic storytelling is 

particularly prominent with newer media, in part because newer media receive more discussion and 

attention than does past media, which is typically received prior to social media easing discussion; but 

also because newer media is aware of and engages with their fans much more often and easily since 

the advent of social media. 

Distributed creative collaborations are particularly distinct in how they operate compared with 

the media products of popular culture, as unlike prominent traditional media franchises that operate 

under strong corporate understanding and control over copyright, these online collaborations often 

breach copyright or even operate under creative commons licences to encourage the sharing and 

development of the work. Their authorship is shared and often quite opaque, and there is a lack of 

interest in creating a definitive work. The collections of work from such communities are often 



155 
 

hyperdiegetic in nature and rooted in metamodern sensibilities. The community often has strong 

engagement with hyperdiegetic narratives that the community creates as there is a culture of sharing 

elements of each other’s works freely (Kirby, 2022). 

Our final definition for hyperdiegesis refers to aspects of a narrative that are conceived by the 

reader by associating different elements of the diegetic narrative to form aspects of the narrative that 

the reader perceives outside of the text’s narrative levels. This definition may involve solely discussing 

what an individual takes away or individuals collaboratively discussing and sharing their associations 

and perceptions of diegetic elements and the resulting new narrative conceptions. 

            Within TPP, the hyperdiegetic narrative level is above and encompasses the other three, 

Ludic, Discursive, and Fictional. It is above these three levels, as the hyperdiegetic is constructed 

from the participants’ engagement and their perspective on each of the other levels. Traditional 

narrative levels can be described as interactions between the storyteller and the story receiver; both 

roles are of course presumed. For example, the interaction between Mary Shelley and a 

contemporary reader forms the extra textual level of the narrative of Frankenstein, where the readers’ 

knowledge of Shelley does affect the narrative that they perceive. Within the text of Frankenstein, we 

are presented with the narrator Captain Walton’s letters to the narratee, his sister as the extra diegetic 

level that frames the story. From this initial narrator/narratee dynamic, we enter further hypodiegetic 

levels, Victor’s story to Walton, the Creatures story to Victor, before returning through the narrative 

levels for the book to finish on Walton’s letters and the narrative finish for the reader as the author 

chose. If the reader chooses to elaborate outside of the text by having The Creature find a bride, meet 

Dracula, or explore Victor’s grandson, then this enters the hyperdiegetic, but the hyperdiegetic is not 

required for the narrative. 

TPP’s narrative levels are different, but they similarly return to their starting narrative level of 

the hyperdiegetic with the observer and Twitch Play Pokémon itself. Owing to the lack of an author, it 

is the observation of TPP that forms the entry and exit points of the TPP narrative. It is analogous to 

the extratextual level, but it is not identical because the fundamental interaction between an individual 

and a canonical work where the extratextual involves the reader’s interaction with an author of a work 

that has canonicity. 
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Beginning with the hyperdiegetic level results in an observer engaging with TPP in greatly 

different ways. The life of an author, and years past the publication of a text, will, of course, alter a 

reader’s perception. In the case of a work such as TPP, the conception of authorship and the ‘text’ are 

altered significantly not only when they engage with TPP but also by the depth to which they engage 

to a much more dramatic degree. With the TPP, anyone engaging with it is now viewing a complete 

narrative with an assortment of cultural artefacts and interpretations. For those engaging with it in its 

first days, it was a strange experiment on a streaming site, when streaming was still in its infancy with 

entertaining names attached to the Pokémon they had caught. After a week, an observer would be 

seeing a community that was having mass protests over systems of determining their path forward 

that had gained religious overtones, a community that argued not only whether they could win but 

also if victory after using democracy was valid. 

A further difference with a work that has the hyperdiegetic narrative level as its entry point 

compared with the extratextual narrative level is that to engage with the novel Frankenstein, the 

reader relationship might affect how readers engage with each level ‘deeper’ into the narrative, with 

the hyperdiegetic entry point, the observer may engage with TPP on any of the other narrative levels 

before the others. They do not progress from the extratextual to the diegetic; they construct the 

hypodiegetic from whatever the observer has seen of the different narrative levels. 

With TPP, an observer might have first engaged with the game streaming on Twitch with no 

other context or encountered it through discourse on news sites or social media or through fan 

artwork. Since it is complete, an observer may encounter TPP even through the hyperdiegetic level of 

other observers, providing their own explanation of the events of TPP with their own interpretation of 

events. 

The disordered nature of how an observer might engage with TPP is part of why it is difficult 

to assert a canonical and definitive version of TPP. With the difficulty of establishing canonicity, we 

can proceed to accept that there may be no simple text for the TPP’s narrative. The ludic level 

contains events that occurred during the play, but it does not contain much of what is associated with 

TPP; this is also true of the fictitious level, which lacks much acknowledgement of the conflict over 

voting systems or the ludic challenges that significantly threaten the impossibility of completing the 

game. The discursive narrative engages with all of these, but it can only do so owing to the elements 
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of the other two levels. For this reason, any fictional narrative of TPP must be formed primarily on the 

hyperdiegetic level. 

There are extratextual narrative levels to the different elements of TPP, an example being a 

popular post on 4chan that was screenshot. The screenshot shows the TPP and its strangeness in 

the context of living in the future. The screenshot is a part of the discourse, of course had an author 

and a presumed reader as a 4chan user, and it describes TPP in its basics. A comment sums up 

much of the observers’ feelings toward TPP in a succinct manner. 

This is true of many comments and images; they themselves are narrative elements 

containing at least the extradiegetic and diegetic narrative levels. However, none of them contain the 

TPP narrative; they are all narremes, elements that the observer can make use of in constructing their 

narrative of TPP. These narratives contain significant humour and drama. They often focus on the 

story of the players winning the game or the clash of anarchy and democracy. Each narrative is 

personal to the observer at the hyperdiegetic level. 
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3.7 – Metamodernism as a Descriptor of Digital Media 

To argue that metamodernism is a required term for new digital cultural artefacts, we must 

first show that at least TPP differs enough from established traditions of media criticism and that it 

requires a new term for us to engage with TPP correctly. TPP is a metamodern work that oscillates 

between and plays with modern enthusiasm and postmodern irony. Metamodernism is one of the 

proposed labels for the developments that have occurred in culture, philosophy and aesthetics that 

have emerged since and as a trend to unify postmodernism and modernism (Baciu, Bocoş and Baciu-

Urzică, 2015, p. 35). Metamodernism has been proposed occasionally as a label since the mid-1970s; 

however, it is typically placed as a synthesis of different elements of modernist and postmodernist 

sensibilities, or it has described an oscillation between the two (Vermeulen and van den Akker, 2010, 

p. 4). 

Metamodernism is argued to be a growing cultural movement, one that emerged alongside 

the internet and around the same time that the Pokémon franchise began in the 1990’s (Akker, 

Gibbons and Vermeulen, 2017, chap. 3; Storm, 2021, p. 3) and when its first fans were children. If 

metamodernism is a cultural movement, it is the cultural movement that the TPP community 

developed along with while it began to engage with digital media. Consequently, metamodernism is 

an appropriate lens through which to look at TPP. 

Adding metamodernism to the collection, we have four broad movements in art and culture 

over the past two centuries. As with metamodernism, defining such broad cultural movements is 

difficult. E. B. Burgum described romanticism as “a hazardous occupation” (Burgum, 1941, p. 479). 

However, we must try to describe cultural movements even if a comprehensive noncircular definition 

is unobtainable. Romanticism focuses on individualism and subjective experience (Furst, 2017, p. 44). 

Modernism can broadly be described as an attempt to depart from traditional arts and artforms and a 

pursuit of engagement in the novel (Latham and Rogers, 2015, p. 11). Postmodernism, while famed 

for being difficult to define, can be generally understood by its relativism, which is borne from 

scepticism, particularly towards modernist sensibilities, Hassan provides this insight on defining 

postmodernism: 

“What do all these definitions have in common? The answer is familiar by now: fragments; 
hybridity; relativism; play; parody; pastiche; an ironic, sophistical stance; an ethos bordering on kitsch 
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and camp. So, willy-nilly, we have begun to gather a family of words applying to postmodernism; we 
have begun to sketch a context, if not a definition, for it[post-modernism]” (Hassan, 2003, p. 304). 

 With these three movements described this thesis will term metamodernism, which can be 

considered as pragmatic idealism, where the modernist pursuit of progress and postmodern 

scepticism are both embraced and rejected at once. 

Importantly, romanticism, modernism, postmodernism, and metamodernism are descriptive 

terms for collections of movements. Cultural movements exist throughout Western culture and are 

often incompatible with and even opposed to each other. Cultural movements do not just stop existing 

because their descriptive period has ended; rather, they often continue to exist and evolve alongside 

new movements. It has been argued that modernism and postmodernism are a continuity with 

metamodernism being a potential name for the new aesthetic paradigm (Stoev, 2022). In this model 

modernism and postmodernism are the thesis and antithesis, with metamodernism being synthesis. 

This is because the loose descriptors of movements describe collections of new movements, not the 

end of old movements. It is more helpful to understand cultural movements as the emergence of new 

artforms and methods of expression rather than as all-encompassing philosophies of art limited to a 

time period that ceases when new expressions and methods emerge. In this way, romanticism, 

modernism, postmodernism, and metamodernism all exist today in various forms; if the TPP belongs 

to one of these movements, it must be due to sharing characteristics with the movement rather than 

simply because of when TPP occurred. 

First, we can dismiss it from a romantic tradition, as while works of distributed creativity may 

celebrate individualistic themes (Burgum, 1941; Furst, 2017), they struggle to put forth an individual’s 

subjective reality owing to its fluid collective of authors. In TPP, while the players character of Red 

regaining their independence could be read as a celebration of individuality, that is, a complicated 

argument to get around the other characters’ immense importance in reclaiming that independence. 

An additional issue is that the player’s character is pluralised because of the number of individuals 

having an input in the character direction in a literal fashion. Furthermore, the reclamation of a 

powerless individual’s independence to what they will by a team led by a god is an oscillation between 

individualism and collectivism. By its nature as a canonical work, TPP puts forth many subjective 

views as to its own nature and the reality of the diegetic stories; multiple, opposed subjectivities clash 

with the romantic view of art, putting forth an artist’s subjective view of reality out into the world. 
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Individual artistic works may be under a neoromantic umbrella, but the whole of TPP is an expression 

of many people’s subjective realities. 

It could be possible to ground TPP in modernism. TPP is a departure from artforms such as 

video games that emerged long after modernism’s heyday, a departure that is not out of line with Ezra 

Pound’s ‘Make it new’ maxim (Bledsoe, 2016). However, outside of the progress of the game, which 

was coded twenty years prior, it is difficult to say that progress is a core value, and the societal 

progress modernism advocated is not an interest of TPP. The community of TPP played Pokémon 

Red in a new way, but it did not make the game itself new. The player engaged with the same game 

in a novel manner and consequently made new work. Furthermore, the art inspired by TPP does not 

have a deliberate departure from traditional artforms (Latham and Rogers, 2015, p. 78); instead, it 

instead embraces traditionally religious aesthetics and styles. Be it Egyptian or Christianity, the 

community is appropriating the aesthetics of these traditions rather than making them new. TPP is not 

intended to break from the past; instead, it embraces the past in the remix culture that is prevalent 

online (Navas, Gallagher and Burrough, 2017). The community was using a common language to 

express thoughts rather than remaking historical art pieces. 

TPP could be considered postmodern work, as it has many characteristics of postmodern 

literature, such as scepticism, intertextuality, deconstruction, and indeterminacy (Hassan, 2003). The 

fact that the largely innocent and childish story of Pokémon Red is recast as containing religious 

conflict, ideological divides, and the story of a child going on an adventure, then making friends, and 

becoming transformed into a child tormented by an otherworldly hivemind, displays a postmodern 

scepticism to the simple story presented in the original game that could place the TPP community’s 

creative work in a postmodern sensibility. This scepticism towards Pokémon Red’s simple themes has 

been explored, with groups accusing it of mimicking cock fighting (Kerr, 2012), as well as theories that 

it is set after a war owing to the lack of middle-aged characters, the presence of and ex-soldier gym 

leader (Jones, 2020), and that the player is responsible for killing their rivals Pokémon owing to its 

absence once meeting the stories rival in a tower for remembering Pokémon who has passed. 

Understanding TPP requires an intertextual understanding of the Pokémon game and its 

animated series, American pop culture, and Christianity. TPP deconstructs the simple narrative of a 

boy and his team of Pokémon, instead having a team of Pokémon trying to save a boy. TPP’s 
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narrative is also one that is subject to change on the basis of individuals. While much of the TPP 

community’s work might be characterised as scepticism towards Pokémon’s simple narrative, there is 

also an earnest belief in the ability of the community to complete the game visible in many other 

creative works and in the discussions by the players and the TPP narrative. The TPP community was 

genuinely hopeful that it could collectively win the game. While the narrative of Pokémon has been 

received sceptically on occasion, this is not true of the themes that were embraced. Those of the 

bonds of friendship and the individual quest remain, neither subject to pastiche, irony, nor questioning 

(Laato and Rauti, 2021). Instead, they are reframed and intensified through TPP’s narremes, as seen 

by the community’s Pokémon oldest Pokémon becoming known as BirdJesus and being portrayed as 

such earnestly. 

Intertextuality and self-reflexivity are aspects of TPP that, while originating in postmodernism, 

are expressed in digital media in an extremely unpredictable and disjointed manner where over time, 

self-reflexivity can almost erase intertextuality by becoming a narrative in and of itself, such as the 

TPP. The self-reflexive creative work of TPP is expressed in a different manner than traditional media, 

as the self-awareness and complexity of TPP is in its active creative process as much as it is in the 

created products. The Hivemind entity is a meta-fictional element, but it is one required to explain the 

unusual actions of their playing the game. The text is not meta-fiction, but the meta-fiction helps form 

the text. The Hivemind fills a required role for any fictional narrative, as the irrational actions must be 

explained in some manner. For these reasons postmodernism is a poor fit to describe TPP. 

In addition to the specific differences that separates TPP from previous cultural movements, 

there is a particular issue. Aside from the distributed nature of TPP authorship, cultural critiques from 

traditional narrative theories are often predicated on the idea that there is a text or an artistic object to 

critique. TPP is an increasingly common form of cultural artifact that holds that not only is the reader’s 

interpretation as valid as the authors but also that those aspects of the text the reader chooses to 

acknowledge as part of the text are themselves an accepted part of engaging with the text. The 

author is not only dead: there is also no accepted text. This is a step further than is typically 

understood by invoking postmodern artistic movements, hyperdiegesis is a required method for 

engaging with TPP. 
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For these reasons, TPP cannot be grounded in previous descriptions of cultural movements. 

It is expected that it would share commonalities with past cultural movements, as they react to each 

other sometimes in opposition to and other times building upon each other. However, the underlying 

assumption of authorship and text that previous cultural texts do not apply to the forms of digital 

expression that TPP is a part of, and TPP is part of a distinct cultural trend towards oscillation 

between different opposing poles that has broadly been associated with the term metamodernism. 

Additionally theorists have linked metamodernism to the rise of virtual spaces in our lives which 

stretch the culture paradigm in our lives; where one person may share a link in earnest another might 

share it in jest requiring people to become accustomed to oscillation in their lives (Gaiduk and 

Tarapatov, 2022) . The rise of digital technology and metamodernism can even be seen as a 

symbiosis (Kovalova et al., 2022). TPP being an example of the oscillation within a virtual space and 

technology and art being in a symbiotic relationship. 

The term metamodernism as applied in this thesis is not used to describe an artistic 

movement with defined goals, or a particular aesthetic, it is used to describe a particular sociocultural 

context that the participants in TPP were grounded in. Metamodernism is in part a reaction to 

modernism and postmodernism, as well as a mode of thinking that has emerged alongside the 

internet and social media. While metamodernism may be seen as a synthesis of modernism and 

postmodernism, the term oscillation betrays that metamodernism is not a synthesis, it is an unstable 

sociocultural context where it sincerity and irony are often difficult to ascertain. (Akker, Gibbons and 

Vermeulen, 2017, sec. 1.3). In the case of TPP the sincere and the ironic are prevalent enough that in 

Dou’s examination of the fiction-based religion of the Church of the Helix in TPP the methodology 

sorted the interviewees into religious and non-religious, but also serious and ironic (Dou, 2017, p. 27). 

TPP is a metamodern work that oscillates between and oscillates between modern sincerity 

and postmodern irony. It lacks the assumptions of prior artistic movements but is not simply a reaction 

to a past movement, as it works within a new medium and new conceptions of authorship and text 

that move beyond previous movements. The metamodern oscillation within TPP has an impact on its 

creative process allowing it to explore contrasting themes, tones, and narratives. 
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Summary 

In chapter three, the core narratological and metamodern concepts relevant to exploring the 

creativity of TPP. These concepts and their interactions are required for exploring in depth the 

development of the TPP community and how it expressed itself creatively and made sense of their 

creative work. 

Narrativity as a conception of how different works can have a different amount of ‘narrative-

ness’ a story may have. The narrativity of TPP elements has been explored, particularly how 

Pokémon franchises transmedia storytelling to increase the narrativity of its individual elements which 

is important in highlighting that many creations with low narrativity can be assembled into a creation of 

higher narrativity. Ludology was then addressed, particularly the conflicts between narratologists and 

ludologists in the 1990’s and 2000’s. This thesis largely finds the debate to be not particularly relevant 

as this is a study of the creativity of the TPP community, however there was an explanation of the 

both the origins of Pokémon Red’s ludology as well as TPP added ludology. The idea of ludological 

goals and narrative goals often mapping to each other. With narrativity and ludology explored, it was 

then possible to examine how interactive media helps encourage participants to develop emergent 

narratives that can differ significantly from what the authors expect. The choices that can be made in 

a Pokémon game that can lead to a narrative to emerge was explored, as well as how obstacles 

pushed the TPP community to develop a narrative. These three concepts lay the groundwork required 

to understand the processes that lead towards narrativizing play. 

The concept of narrative levels was adapted to explore the narratives within the TPP. Using 

narrative levels, it is clear that the TPP consists of ludic, discursive, and fictitious narratives within the 

TPP. This division is important for understanding the community’s interactions, as well as how the 

narratives began to emerge. The relationship between narrative levels also helps show that obstacles 

in the ludic narrative could enter the discursive narrative and become part of the fiction; but also that 

the fiction would push the discussion to encourage ludic decisions. It was also discussed how the 

creative process of TPP was driven by participants altering other participants work formed the content 

production loop. 

The narreme is explored as the smallest unit of narrative, the smallest component of TPP to 

possess narrativity by itself. Narremes can exist in conflict with other narremes and typically are 
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assembled by the reader into a larger cohesive narrative. The process of an individual forming their 

own narrative from individual narremes is termed hyperdiegesis. Typically hyperdiegesis is used to 

refer to the narratives that fans form to fill the gaps within large franchise stories, however in the case 

of a distributed creative community hyperdiegetic narratives are the primary way for an individual to 

understand the overall narrative of the community. This in particular is important for addressing the 

question of how the TPP community understood their own creative works. 

The last theoretical concept explore is metamodernism. Exploring metamodernism first 

explains why TPP fits poorly into many broad artistic movements but also highlights a feature 

important for understanding the contrasts and contradictions of TPP, which is the idea that 

metamodern media embraces oscillations between opposites; most commonly modern sincerity and 

postmodern irony. Metamodernism is generally argued to have started to become a sociocultural 

context for creativity in the 1990’s or 2000’s a period in which much of the TPP community was 

growing up. Metamodernism oscillation is particularly useful for understanding that the TPP 

community often held contradictory interpretations and views of the narremes that formed the fictitious 

narrative. 

With the definition of creativity and concepts of narrative levels and narremes established, it is 

now possible to explore TPP narremes in depth. Having established what is Twitch Plays Pokémon, 

explored conceptions or creativity, and laid down the foundations of narrative theory it is now possible 

to start to ask how the TPP community’s creative process worked, and how they understood the 

products of their creative process hyperdiegetically. 
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4 – The Creative Engine Model: Describing the Distributive Creative Process 

Chapter four will bring together the specific explorations of the previous chapters and finally 

look at specifics of the distributed creative process by exploring specific narremes (Rosenbaum and 

Semiotic Society of America, 2019) that the TPP community created and the metamodern oscillations 

(Baciu, Bocoş and Baciu-Urzică, 2015, p. 35) across the interpretations of these narremes. The 

chapter will also look at an example of how an individual member of the TPP community would have 

engaged in distributed creativity and developed their own hyperdiegetic (Hills, 2002, p. 137) narrative 

level (Genette, 1990). This section provides a specific understanding of how the distributed TPP 

community engaged with the creative process. In addition, this understanding reveals how an 

individual member creates their understanding of the creative work of distributed creative communities 

like TPP. By bringing together these creativity and narratological theories and looking at the 

information from the prior chapters, the data analysis provides an understanding of when the TPP 

community engaged with the creative process in particular 

This chapter is two halves of the core thesis questions presented in the introduction. Firstly, 

how do distributed communities engage in the creative process? Secondly, how does an individual 

understand the resulting works of a distributed creative community? It is important to explore both the 

community and individual perspectives on creativity, in order to fully understand that this creative 

process occurs from the interaction of an individual with the community. In the case of many large 

distributed creative communities such as TPP, the community is a necessary simplification of many 

millions of interactions between individuals. As established creativity is a sociocultural process, an 

individual’s creativity can be considered in their reaction to their sociocultural context, and a 

community is a sociocultural context and can be seen as the foundation upon which an individual 

builds their hyperdiegetic narrative. 

Having established what Pokémon Twitch Plays Pokémon was, what we mean when we say 

creativity, and the necessary narratological theories we can now address the question of how the TPP 

community engaged in the creative process, and then at the end of this chapter how participants in 

the community understood the narratives that emerged from the distributed creative process of TPP. 
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As TPP is a community engaged in creativity, the sociocultural approach to creativity is the 

most logical approach for understanding their creativity. To reiterate the definition of distributed 

creativity that this thesis works with is a synthesis of Amabile’s definition of creativity (Amabile, 1988), 

and Sawyer and Dezutter’s definition of distributed creativity (Sawyer and DeZutter, 2009). This 

synthesized definition is: 

“Distributed Creativity is the production of novel and useful ideas by a group of individuals 
working together in a nonindividualistic creative process that we refer to as distributed creativity”. 

While this thesis is not studying the individual creativity of participants in the TPP community, 

the role of individuals is not separate to the creative process entirely. Within both the TPP 

community’s creative process the conflict between the individual and the community is a motivating 

factor for participants as their ideas conflict with the community’s ideas, and the theme of this conflict 

between the individual and The Hivemind is carried into the fictional narratives of TPP. Where 

Durkheim sees the individual become subsumed by the community (Durkheim, 1893, chap. 3.IV), Otto 

Rank sees that the individual integrate their conflict with the community into their art. The Hivemind is 

a narrative tool that aids in this integration of the conflicts, both that of anarchy versus democracy and 

of the individual against the community, into the art. 

TPP shares many traits observed in successful collaborative communities. The clearest trait 

was the shared goal for the TPP community to win Pokémon Red which the entire community was 

organised around. This simple motivation was particularly effective, as it was clear but not certain that 

the community could achieve this goal. For an individual, the drive of the community to achieve this 

goal was encouragement to continue contributing to the game after the initial novelty of the stream 

had worn off, as their contributions would have some impact if they were able to win (Dou, 2017, pp. 

37–38). As discussed in section 1.2.2 and 2.5, the TPP community also had a governance structure 

that was focused on facilitating participants rather than directing their efforts. This took the form of 

having frequent threads to update members of the community on the latest events and maintaining 

community discussions while keeping the disagreements over anarchy and democracy from spilling 

over into a major conflict. A moderate level of conflict that forms an obstacle to a creative goal is a 

known positive effect on creativity (Kurtzberg and Amabile, 2001; Chiu, 2008; Marguc, Van Kleef and 

Förster, 2015). In TPP Pokémon the internal community conflict of anarchy versus democracy formed 
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the core conflict, as depicted in the figure below as a pro-democracy poster supporting The False 

Prophet. 

 

Figure 20 – A propaganda poster promoting democracy featuring The False Prophet. 

The other trait important in creativity is motivation. Participants in TPP had both their 

individual motivations to participate in the community, but the community itself also had to maintain its 

intrinsic motivation. These motivations differed, as did the modes of participation. However the 

community was also highly motivated to fictionalise and record their effort as narratives are a 

sociocultural tool that aid a community in defining its goals, maintaining the meaning behind its 

motivation, and guiding participants towards the actions it considers important (Leyton Escobar, 
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Kommers and Beldad, 2014; Cardona-Rivera, Zagal and Debus, 2020). As narratives served as the 

main sociocultural tool for a distributed community that could only communicate visibly, pseudo-

anonymously, and online; there was a motivation to form narratives to organise the largely 

unhierarchical community. The discussion sites were the main place for fictionalisation to take place, 

where different ideas and interpretations could be presented to the community by any individual 

participant who had an interpretation of events. Slowly, this would lead to a generally agreed-upon 

fiction taking shape. However, outside of social media sites, the recording of events takes place on 

several sites. Fan wikis recorded real-life and fictional events, and the Twitch site began storing 

videos of the livestream. At seventeen days of footage, it was necessary for the ludic events of the 

TPP stream to be turned into a fictionalised narrative that could be communicated in an entertaining 

manner; and part of this fictionalising was embedding the core conflicts into the narratives. 

Metamodernism and remix culture are the broader sociocultural context that TPP was borne 

from. Metamodernism is vital for understanding how the participants in TPP both could engage in the 

ironic humour of laughing at how ridiculous the events of TPP appeared to the characters in the same 

narrative, while also engaging sincerely in the tragedies behind The False Prophet and eager support 

of The Church of the Helix. While some members engaged with irony and some sincerity (Dou, 2017), 

metamodern oscillation allows for both to exist in the same space. Remix culture is not only required 

for the act of taking the single player game of Pokémon Red and turning it into a mass player game, 

but the fundamental idea that everyone can borrow ideas from each other to build on is the 

fundamental mode of cultural creation in the TPP Pokémon community. 

The shared goal focuses the community on an objective, however, obstacles disrupt their 

progress. These obstacles impact their progress and motivation encouraging the community to 

engage in creativity to navigate these obstacles. In the case of TPP their difficult method of play 

limited their ludological creative options, and so to maintain the TPP community’s motivation to 

achieve their shared goal they engaged in fictionalising events. By fictionalising events the community 

maintained its motivation as they overcame obstacles in order to continue pursuing their shared goal. 

This cycle would repeat and is what I have termed the ‘creative engine model’. 

Before looking at the creative engine model, we will return to the key narratological concepts 

of hyperdiegesis and narremes to understand how they interact with the creative theories outlined in 
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chapter two. Then the influence of metamodernism on the creative engine model will be explored 

before looking at the TPP communities core conflicts. The creative engine model will then be outlined 

with narreme examples. This will explain how the TPP community engaged in a distributed creative 

process. Then the last section will outline how an individual uses the works of this creative process to 

create a coherent fictional narrative. 

  



170 
 

4.1 – Distributed Ideas: The Hyperdiegetic Level and Narremes 

The Hyperdiegetic narrative level occurs over all other narrative levels, it is where an 

individual assembles a narrative from the narremes that they have chosen as most relevant from 

those provided by a set of creative works (Knaggs, 2011). Each individual Twitch Play Pokémon 

player must take the narremes that appeal if they wish to have a narrative of what TPP was about, 

which often leads them to create or build upon narremes. This must be how individuals experienced 

TPP, as there was no established narrative for them to default to. The hyperdiegetic narrative levels 

interaction with narremes is the core creative engine within the TPP Pokémon community and is the 

core of how it developed into a distributed creative community where members reflect on the 

narremes they see in the community and build upon them. It is worth noting that individuals 

disagreeing with the dominant narrative in the community would create narremes that went against 

the prevailing narrative. This is part of the conflict of the individual against the community. This is not 

just a method for an individual for interacting with the TPP community; it is how we often experience 

narratives on social media. Sometimes an individual subsumes to the society, and sometimes they 

provide a countervailing point of view that may or may not be accepted by other individuals. 

To explore the fictional narrative as individual members of the TPP community experienced, 

the prominent narremes and their different interpretations at the hyperdiegetic level must be explored 

and understood. Four particularly prominent narratives were chosen for their impact on the community 

and narratives. Additionally, the final team that was used and how they came to be defined by the 

community in relation to the dominant narratives will be explored as a collection of narremes, and 

then, briefly, the effects the sequel would have on the narrative will be explored in what it tells us 

about how people had come to see Twitch Plays Pokémon Red. Looking at the sequel will aid our 

understanding of what drove the community and why their play was not replicable. 

Each narreme will be described with examples of its prominence and different interpretations 

provided, which will be followed by an explanation of how the narreme become used at the 

hyperdiegetic level. With the explanations, examples and forms of use established, the discussion of 

the narreme will be rounded out with a discussion of how the particular narreme demonstrates the 

characteristics of metamodern works such as TPP. In particular, prominent narremes tend to have 

oscillating contrasts. Each narremes position as an expression of the TPP community overcoming an 
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obstacle will also be highlighted, as this can explain why distributive creative expression can be 

usefully described as a creative cycle. 

Importantly, these are just a selection of the most prominent narremes, and there are dozens 

more. These narremes have been chosen because of their demonstrated importance through the 

quantitative analysis of the TPP community’s most commonly used terms in section 1.4 under table 6. 

Narremes vary from the characterisation of different Pokémon to the often-conflicting interpretations 

between those who prefer democracy over the predominant anarchy. The narreme as defined by this 

thesis is the smallest narrative unit; to explore every possible narreme could fill this thesis while 

adding little value in understanding TPP. Part of understanding TPP is choosing narremes from the 

most referenced ones by wordcounts that are not solely memetic jokes in order to create one’s own 

narrative. 

The interaction of narremes is important to consider, as the interaction of narremes is how 

narratives are formed in TPP. Even considering the four major narremes explored here, each has 

multiple contradictions within itself, creating a cluster of related narremes, but interpretations also 

impact each other. The False Prophet, as a martyr or satanic figure, interacts with the Church of the 

Helix differently if the church is thought to be made up of the maddening voices of The Hivemind 

rather than if the church is considered to be what keeps The Hivemind at bay. This interaction further 

impacts how Bloody Sunday and The Hivemind are perceived. Every individual can create their own 

narrative not only out of the narremes they favour but also out of the ways these narremes interact. 

Some participants simply were not interested in some narremes and did not include them in 

their hyperdiegetic narrative. There is the interpretation of the player character as a robot, a narreme 

that fell out of favour. However, there are also narremes that never found enough prominence to be 

considered by many members of the TPP community. The third fossil in Pokémon Red, old amber, is 

a prominent example of this. Old Amber had a brief moment as middle ground between anarchy and 

democracy but played little importance in the ludic narrative and received little attention in creative 

work in comparison to the contrast and conflict between the Helix and the Dome. As a result, Old 

Amber is a narreme that an individual and the community were readily able to set aside, even if it still 

had prominence in some individuals’ hyperdiegetic narratives. This thesis itself avoids discussing 

some narremes such as Bill and Old Amber, as they would further complicate an explication of events 
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and the creative process even though they might be core to many participants narratives. With these 

considerations clear, the importance of narrowing focus is clear, as we can explore not only how 

individual narremes are interpreted but also how this selection of narremes can interact with each 

other. We will look at each narremes place within the narrative and how it particularly interacts with 

hyperdiegesis and metamodernism. This will aid in understanding how individuals construct narratives 

The narremes have been chosen for their prominence within the TPP community’s narratives, 

both within the artwork and role in major events that defined both the play of TPP Red and 

community’s discourse. As shown through the data analysis, these are among the most referred to 

narremes. However, there are also qualitative reasons to focus on these particular narremes. The 

Hivemind must be considered in any study of the TPP community as The Hivemind is the literal and 

figurative embodiment of the community. The Hivemind can be seen as fitting many roles from 

protagonist to antagonist, villain, or force of nature. How The Hivemind is perceived by an individual 

heavily influences their narrative. 

The False Prophet and surrounding events are arguably the reason that TPP became more 

than a community playing a game. The disastrous events were not washed away by relying on simple 

memes that characterised much of the early ludic play; the sense of failure and betrayal created a 

crisis in the community that led people to create a narrative to explain the series of events. The False 

Prophet has many interpretations, and these events are the closest the community came to complete 

disaster in their play through the game. 

The False Prophet is the next most defining event of Twitch Play Pokémon: the conflict 

between the Helix and the Dome; anarchy and democracy. This conflict followed soon after The False 

Prophet was released. In many ways, the Helix lacked definition prior to democracy; without contrast, 

it was difficult to define what the church of the Helix was. However, with the addition of a new mode of 

play, the Helix and the Dome found an actual conflict that they could come to embody. 

The last event is Bloody Sunday, which is arguably an event that draws its definition from the 

other three narremes. It is the last significant event before the story comes to draw to a close. Bloody 

Sunday is defined by the great fortune the TPP community experienced in catching Zapdos with such 

ease, contrasted against the further loss of Pokémon. It is a mirror of The False Prophet, a defining 
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victory for anarchy over democracy, and a late proof that perhaps The Hivemind never needed 

democracy. 

We will also address the final team that was used. While not a particular narreme, the 

collection of narremes around the final team is prominent and important enough that not discussing 

the final team would ignore an important core of the TPP community’s creative expression and why it 

could not be replicated. 
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4.2 – Metamodern Oscillation and Twitch Plays Pokémon 

Twitch Plays Pokémon, as a metamodern work, tends to embrace contrasts. The dominant 

narratives within the levels of TPP have a core of neo-romantic sensibility with contrasting poles that 

the narrative oscillates between. TPP lacks the utopic aspirations or grand narrative of modernist 

narratives but also lacks the dystopic questioning and irony of postmodernist narratives. To illustrate 

the prevalence of such metamodern oscillations (Baciu, Bocoş and Baciu-Urzică, 2015, p. 35) at the 

narrative levels of TPP we can look at each level and see how they contain contrasts. 

The ludic narrative consists solely of the gameplay, and there is a very clear oscillation in the 

gameplay itself, boredom, and excitement. Owing to the limitations of gameplay, TPP was often 

boring to play and participate in, as is clear by both the day spent dealing with a ledge and how 

prominent the anticipation was in the community. This boredom, however, highlighted the intense 

excitement that came from the successes that moved them forward and the failures that set their 

progress back. The dystopian reality of the impossible task of organising the community’s actions lies 

next to the utopian success of the community achieving seemingly impossible tasks. 

The oscillation between boredom and excitement can be seen even at the end of the game as 

the player count declined19. Although the games ended with dramatic narratives such as the dragon 

killer and A.T.V., viewership declined as the end drew near. Facing the second last battle the players 

would have in the game, the TPP community had been spending hours repeatedly attempting to 

defeat the five consecutive battles that make up the Elite Four and the Champion. This repetitive 

series of fights would at one point result in the team's only remaining and weakest Pokémon, a 

Venomoth known as A.T.V. (All-Terrain Vehicle), facing possibly the most feared single opponent in 

the game, in the form of Lance’s Dragonite. 

While much of the community was resigned to another inevitable defeat and another repeat of 

the prior fights, a little-known programming choice in the game changed their fortunes. In Pokémon, 

Red opponents will use moves that are super effective in a type of matchup and could use these 

moves indefinitely, even if those moves are nondamaging. Consequently, Lance’s Dragonite 

repeatedly used moves that increased its stats but did not cause damage; A.T.V. who used poison 

 
19 The decline in viewership is visible in the figure 9 of section 1.4.5 
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powder which caused damage each turn. The poison powder attack meant that Lance’s Dragonite 

slowly whittled away at its health each turn while causing no damage. A.T.V.’s triumph over Dragonite 

would be recorded in song (Helix Choir, 2015) and serves as one of the most famed moments of the 

playthrough as well as a perfect example of how quickly boredom could oscillate to high excitement. 

The Bloody Sunday event, in which the idealistic attempt to capture a Pokémon led to the loss of 

many, is another example that we explore in more detail in its own section. The ludic narrative 

oscillated from state of the repetition to the dramatic at almost any moment. 

At the discursive narrative level oscillation can be seen in the debates between democracy 

and anarchy, which are separate from the fictional Dome and Helix constructs. In this case, the 

oscillation is particularly interesting, as it is not only an oscillation between the two poles but also the 

nature of the oscillation is different for the group favouring each position. For those who advocated 

the original position of anarchy any time that the community oscillated to democracy, it was a failure of 

the true experiment, an admission that it was impossible to complete the game in the completely 

anarchic ideal. For the democracy side, cooperation was the utopian goal, and how it was organised 

did not matter. When they oscillated to anarchy, it was a repudiation that democracy could not be the 

true way for the game to be played; democracy was only a tool to be used when absolutely 

necessary. 

Oscillations are also present in the simple realities of play. No one could constantly play; 

members of the community were always oscillating between the world and the game. In addition, it 

was accepted that different time zones effected the number of players and where they were from. 

With the main internet communities being composed of English speakers, this meant that the day was 

roughly divided into Americans, Australians, and Europeans among the English-speaking community. 

Many comments and memes in the discourse, particularly those related to sudden dramatic events, 

placed blame in the hands of these groups so that even blame oscillated constantly between different 

time zones. 

The fictitious narrative being fractured and full of many interpretations contains many 

oscillations. The narrative is well defined by oscillation: the Helix vs. the Dome and the interpretations 

of The False Prophet form crucial differences. However, the Hivemind is an example of both 

oscillation in the community and oscillation as a theme of the fictional narrative. The Hivemind is an 
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unusual narrative construct because, in many ways, it is the protagonist, as it (as the representative of 

the TPP participants) sets in motion the events of the story through taking control of Red (the Player 

character). However, it also serves as the main antagonist, being the cause of many of the obstacles 

that the protagonist and his team face as the Hivemind chaotically puppets Red. The Hivemind’s goal 

is shared with Red and his team to defeat the Pokémon league, creating a situation where the 

readers of the narrative both wish to defeat the league for The Hivemind and to free Red from the 

Hivemind, the ludic goal and narrative goal matching up (Cardona-Rivera, Zagal and Debus, 2020). 

This goal is the idealistic aim of a chaotic entity, and the other aim is to free a child from that same 

entity's control. The same goal oscillates between one of passion and one that fundamentally 

questions the value of the goal an ethics of the mind behind that goal. 

The Hivemind is oscillation defined. The Hivemind is the cause of the story’s misery while 

also embodying a community that had depth of feeling for the tragedy of those same miseries. It is 

both an unstoppable power and incapable of using such power for any aim except defeating the 

Pokémon league. Within the fiction, typically The Hivemind does not defeat the Pokémon League, 

Red’s team of Pokémon does. Only because they acted as a community where The Hivemind could 

not. 

The oscillation that defines metamodernism occurs throughout every level of the TPP story. 

From the gameplay to the story, that the players told themselves. 
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4.3 – The Conflicts of TPP 

To begin it is worth clarifying that while the term conflict is often used in the sense of two 

opposing groups or forces, research indicates that obstacles have a similar effect on creativity. The 

two terms are not synonymous typically, but in this case, both appear to have the same effect on the 

TPP community. A conflict is a particular kind of obstacle, and in this thesis, obstacles are referring 

particularly to gameplay obstacles that encourage creative solutions, rather than technological or 

personal obstacles that the TPP community as a whole had little ability to solve. 

Twitch Plays Pokémon has two conflicts at its core that define its creative process. These 

conflicts are the top-level obstacles that TPP participants all had to engage with in one way or 

another. Where individual narremes were borne from particular obstacles, the two fundamental 

conflicts drove the TPP’s creativity as a whole. The two core conflicts are the conflict internal to the 

community of anarchy or democracy which had a visible vote that all participants could influence, the 

second was external to the community and is the conflict between each individual participant and the 

TPP community. 

The anarchy versus democracy conflict, once introduced, permeated all narrative levels of 

TPP. On the ludic level anarchy provided speed with no precision with all inputs accepted, where 

democracy allowed the community to collectively choose their next action at a slower speed. At the 

ludic level participants voted constantly on the mode of play, this conflict was passionate enough that 

both the inputs of democracy and anarchy are larger than any other input that controlled the actual 

gameplay of TPP as seen in figure 12 in section 1.4.6. The scale of this divide demonstrates that this 

was not a minor conflict, however this conflict did not escalate to the point of breaking the community, 

despite the start 9 riots. 

In the discourse this narrative took centre stage as demonstrated by reporting on the event 

(Aiken, 2014; McNally, 2014). In the discourse this ludic divide became fictionalised into the Helix 

versus the Dome, two divine entities fighting over how The Hivemind should be organised. It is worth 

noting that after TPP Red democracy was thoroughly defeated and would not feature in future games 

the community played. The conflict was won by anarchy, but during the original stream this conflict 

drove participants to create propaganda, arguments, and fiction that furthered their preferred side. 
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In the fiction this conflict formed a core oscillation between chaos and order, however this 

oscillation was seen in other ways. The anarchy side embodied by The Church of the Helix with its 

religious imagery portrayed its side as angels, and messiahs with the forces of democracy being 

represented in hellish terms as false prophets and demons leading The Hivemind astray. However the 

democracy side tended to see the Church of the Helix as a controlling and manipulative that was 

harming the player character, Red. Interestingly in the sequel games while the ludic aspect of TPP did 

away with democracy, the fiction ended up portraying even Lord Helix as recognising that the church 

had gone too far and awaiting someone to put an end to the church. 

As this conflict remained at a moderate level it was a great benefit to the community’s 

creativity, and it helped create motivations beyond the ludic desire to complete the game. The 

anarchy and democracy conflict redefined the stakes in both political and pseudo religious terms 

(Dou, 2017). Terms that could be taken with both sincerity and irony depending on the participant. 

The other conflict that is less apparent but also a powerful driver of creativity is between the 

individual participant and the community. TPP is a collective effort, but it is one that always had a 

tension between the community and the individual. The original literal avatar of this is the player 

character who is portrayed as having no control over themselves while being controlled by The 

Hivemind. The character of Red is portrayed as profoundly haunted, and the Pokémon on his team 

are usually portrayed as wanting to free Red from this control. Outside of the fiction the streamer can 

also be seen as conflicting with The Hivemind when democracy was introduced, much of the 

community objected and their fiction portrayed democracy as something inimical to the entire idea of 

TPP regardless of if the streamer was the alpha artist of TPP (Literat, 2012, p. 2973). 

There is another more common example of the individual against the community, and that is 

that of participating by playing. Any inputs into the TPP stream were an individual attempting to push 

the community in the direction they wanted in some small, and often literal, way. A more involved 

example of this conflict is in the production of creative works. As discussed in section 2.3 narratives 

are a sociocultural tool used by the community to motivate and encourage desired behaviour in the 

community. An individual who created artwork that reinforced particular views was an individual who 

was attempting to persuade the community to pursue a particular action or accept a particular 

narrative or narreme. While their work may have been subsumed by the community, that community 
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was at one point influenced by one individual who found others to adopt their plans or interpretations 

of the emerging narrative. 

It is important to look at an example of a non-productive conflict to contrast with these two 

productive conflicts. As mentioned in in section 2.5 it is obstacles that interfere with the creative goal 

that can be solved in new ways that benefit creativity (Caniëls and Rietzschel, 2015; Marguc, Van 

Kleef and Förster, 2015). The ledge is an example of a non-productive conflict. The ledge could only 

be solved by the community not pressing down, a single individual was able to disrupt this process. 

No creative solution could possibly exist. Worse it was such a mundane obstacle that it was rarely 

even fictionalised. Similarly the Team Rocket maze similarly require a correct series of inputs, which 

was what led to the introduction of democracy. These ludic conflicts between the player and the game 

resulted in very little creative thinking across narrative levels and serve as an example that not all 

conflicts or obstacles are the same. 
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4.4 – Creative Engine & Narreme Examples 

I use the term creative engine to refer to the distributed creative processes that restores a 

community’s focus on its shared goal by generating creative work that reframes the obstacles faced 

as a step toward their shared goal. The creative engine works by incorporating an analysis of 

narremes and their hyperdiegetic contexts into a process that charts the ebb and flow of a creative 

community's focus on its shared goal, forming a type of creative engine that can serve as a useful 

model for understanding how online communities’ activities create a recursive cycle that functions to 

restore the community’s focus on its shared goal in the face of an obstacle that has impacted the 

community’s faith in achieving said goal. 

The creative engine model illustrated below was conceived from looking at TPP as a 

metamodern work containing oscillations and observing in the data when obstacles the community 

faced resulted in a decline in community engagement. The simple model created for the purposes of 

this thesis is illustrated below and explains the basic creative process of the TPP community. I apply 

this to TPP narremes in order to look at the creative engine during specific periods during the play of 

Pokémon Red. The aim of the creative engine model is to be useful for understanding the creative 

process of communities rather than being entirely accurate to the complicated creative process. As 

stated by George Boxes aphorism that is usually summarised as “All models are wrong but some are 

useful” (Box, 1976, p. 792). In this case the creative engine model is not able to perfectly describe 

each creative process in depth, but it is useful in understanding how narremes as a sociocultural tool 

both aided creativity and maintaining the TPP community’s motivation to achieve their shared goal. 
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Figure 21 - The Creative Engine. 

In the creative engine model, a community can be described as a group motivated by a 

shared goal, such as the TPP community’s goal to complete Pokémon Red. In pursuit of their shared 

goal, the community will encounter obstacles to achieving their shared goal that negatively impact 

community motivation, such as the loss of significant Pokémon for the TPP community. Members of 

the community consider different ways of both resolving obstacles and motivating the community 

through creative work. These creative works take a variety of forms, such as traditional art, common 

memes, gameplay plans, rallying cries, etc. This results in increased community motivation (although 

not necessarily a larger community). Looking at each step in the creative engine model, we can look 

at how this flexible and simple model can be used to understand the creative processes of distributed 

creative communities. 

A ‘community motivated by a shared goal’ (Bennis and Biedermann, 1997, pp. 204–205) 

captures a broad range of communities and deliberately does not mention a creative community. This 

is to account for how many communities will still engage in the creative process, even if the 

community itself is not intended to be a creative community. Communities with a shared goal of 

discussing a media product or creating humorous memes can reasonably be expected to have a 

notable level of engagement with the creative process. However, communities whose shared goal 

involves supporting a political party, optimising gameplay, or appreciating animals will still encounter 
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their own obstacles (political setbacks, gameplay changes, limited discussion) and may engage in the 

creative process to motivate their community. For example, a community with a political process will 

generate talking points for the community to rally around or use when confronted outside its 

community. Communities might develop simple memetic language to fall back on, such as the 

nicknames given to Pokémon such as Digrat. 

Similarly, ‘obstacles to the shared goal’ in the creative engine model should be considered 

broadly, where a community centred around a game might have more literal obstacles, such as a 

ledge to overcome other community obstacles, other obstacles can be less obvious. A goal that many 

communities can face is simply the difficulty of having space to share; this can be a result of targeted 

harassment or difficulty in letting others know about a space. This could result in the community using 

coded language related to their shared goal, such as “friends of Dorothy”, being a coded term for 

homosexual individuals. Obstacles can take many forms with their primary characterisation being that 

they can be demotivating to the community, funding, laws, lack of new media products, etc. Notably, 

at this point, the obstacle could also serve as the axis that the community focuses on; whether this is 

a productive focus, such as trying to change a law or organisation, a negative focus, such as the 

phenomenon of ‘hatedom’ (Bernard, 2017), where parts of a fan community focus on their obstacle of 

enjoying a media product to the point of creating content solely around that hatred. 

An obstacle reduces community motivation, but a reduction in motivation is not a permanent 

state. The fact that an obstacle exists to the community’s shared goal generally ensures that at least 

some members will be temporarily demotivated, this obstacle could be as simple as a change in the 

rules of discussion, such as an over discussed topic being banned or restricted. This change might be 

positive for most of the community, but other members’ motivation may be impacted. In TPP this loss 

of motivation can be seen in the reduced count of comments that occurs after obstacles as seen in 

the figures in section 1.4.5. 

Regardless of the potency or breadth of the reduction in motivation, there are two possible 

outcomes: the community will generally lose motivation to pursue their shared goal, either reducing 

the community significantly or the motivation will be restored or increased through community 

engagement. The creative engine model describes the actions taken to address obstacles through 

creative works, and the aim of any creative work shared with a community is for that community to 
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engage with the work and regain motivation. Through engaging with work, the community becomes 

more motivated to continue their pursuit of their shared goals. These creative works can be speeches, 

essays, comics, artwork, jokes, laconic wit; in all cases, the aim of the creative work is to either 

purport to have a solution to the obstacle or to continue the community’s engagement with the 

obstacle and thus with the community. As mentioned in the preceding paragraph, it is possible that at 

this stage, the community could become overly focused on its obstacle if it cannot find a solution, if no 

solution exists, or if no solution is pursued. This focus on obstacles could be seen as how 

communities end up repeating specific narremes and memes, sometimes termed ‘echo chambers, 

function’ (Terren et al., 2021). 

In the case of TPP, we can see this creative engine functioning and then failing from the 

peaks and troughs of attention20 and then the collapse of engagement with the sequel. Throughout 

the community’s existence, it is possible to see how obstacles led to an upsurge in creative activity; 

however, the eventual point of failure was the community as a whole completing its shared goal. Then 

content steadily decreased, and this decrease can be seen as most of the community being satisfied 

with ‘completing Pokémon Red’ as a shared goal. These members of the community moved on, 

including many artists. The TPP community persists with the shared goal having changed for some to 

being ‘play Pokémon games as a community’, however the change of shared goal ended the main 

creative cycle. 

The creative engine model is a flexible way of describing the creative process of communities; 

however, for this study, TPP is the focus. Each of the selected collections of narremes can be 

examined for how they reflect the creative engine model to demonstrate whether this model is useful 

in understanding the creative process of TPP. It is important to develop and understand the TPP 

community’s creative process because these new narratives that are difficult to describe are 

increasingly common. A model such as the creative engine allows media scholars to approach similar 

communities more dynamically. 

We will start by the narreme that is core to the TPP community, its own embodiment, The 

Hivemind. 

 
20 See figure 9 
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4.4.1 – The Hivemind 

    The Hivemind, also known as The Mob, is the fictional avatar of the TPP community and its 

commands. The Hivemind is among the first narremes that formed and remains largely unchanged 

from its initial concept. While the player character, Red, was still conceived of as a robot, the portrayal 

of it being under the direction of a hivemind had this hivemind as being the literal commands in the 

Twitch chat controlling the robot. The Hivemind is necessary to explain the decisions of the player 

character in TPP, and its rise in prominence is related to the decline of the initial portrayal of the 

player character as a robot receiving commands. The Hivemind, as a ghostly and otherworldly force 

acting upon the person of Red, replaced the image of a robot swarmed by literal commands. This 

version of The Hivemind is more sinister in its depiction, but not necessarily villainous. 

 The Hivemind is portrayed as an amoral entity consisting of uncounted minds controlling the 

character of Red. The Hivemind’s goal is simply to defeat the Pokémon League (the end state of 

Pokémon Red), it is not portrayed as having any moral aims or even a particular awareness of the 

effect it has on the characters. The Hivemind is given no form, being represented simply by 

collections of command words (Up, down, A, B, Start, Select) in a cloud that envelops the player 

character. The Hivemind’s relation to the Helix and Dome conflict is also left ambiguous. Where most 

significant characters are given a role of position in the Helix vs. Dome cosmology, The Hivemind is 

left outside of this. As a result, it is considered a Lovecraftian entity, an immensely powerful but 

maddening entity from outside of the reality of the fiction. It is sometimes a thing fought over by the 

Helix (anarchy) and the Dome (democracy), it is sometimes seen as the congregation of The Church 

of the Helix, and sometimes the thing that both the Helix and the Dome want to remove from the 

player character Red. 

Notably, The Hivemind can be seen as the ‘fourth wall’ (Davis, 2015) as a character. The 

fourth wall refers to the imagined wall between the audience and a theatre stage that the audience 

respects for the characters in the play but is not necessarily respected by the characters towards the 

audience. The Hivemind is the fourth wall of the TPP, where the Hivemind is the semiporous barrier 

between the players and the fiction. The Hivemind is a literal embodiment of the audience-player 
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interaction with the game itself. This further links with The Hivemind being Lovecraftian, as it is quite 

literally an entity that exists outside of Pokémon Reds game logic on a fundamental basis. It only 

exists thanks to external software allowing for thousands of individuals to interact simultaneously with 

the single player Pokémon Red. Something that was not a part of the game design or within its 

narrative logic. The game's expected narrative is naturally broken as a consequence of The 

Hivemind’s existence, resulting in TPP having to transform the narrative of Pokémon Red to account 

for The Hivemind’s inscrutable actions. The Hivemind is not only the protagonist instigating narrative 

events but also the player character's primary antagonist and greatest obstacle to concluding 

narrative events. The Hivemind is also interesting, as it is the only character in the TPP narrative that 

does not exist with Pokémon Red in any way. The various Pokémon, NPCs, and PCs are in the 

game's code. The Hivemind exists outside of the Pokémon Red game in every meaningful way while 

being crucial to the TPP narrative. 

The Hivemind while controlling the actions of the player character and Pokémon characters, 

and consequently the course of the game, is largely divorced from the fictional narrative immune to 

the consequences of their actions and choices. The Hivemind remains in the background of the story 

as something akin to a disease or possession until the Pokémon League is defeated, and The 

Hivemind leaves Red, who leaves to live in silence to be encountered in the subsequent TPP game. 

The Hivemind itself continues to exist in all future TPP games, as it is the avatar of the community. 

Hyperdiegesis and The Hivemind 

The Hivemind was generally only interpreted in only one of two ways. The first was a 

Lovecraftian entity possessing Red, and the other, as the literal commands being sent to a bot called 

Red. The Hivemind is difficult for the reader to interpret in different ways, as The Hivemind is the 

representation of the community. The Hivemind similarly pulls on very little external media outside of 

the concept of The Hivemind itself. It is worth considering that in the conflict between anarchy and 

democracy it is The Hivemind at conflict with itself, and in the conflict between the individual and the 

TPP community it is the participant who is in conflict with The Hivemind. 

Accepting the lack of presence of The Hivemind in the Pokémon franchise, there are 

significant divergences in how The Hivemind was presented in TPP. The first divergence is in 

portrayal of The Hivemind, which was portrayed as a cloud of game commands, or sometimes as a 
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collection of the Unknown (a type o Pokémon based on the Latin alphabet) which are generally 

mysterious. With respect to The Hivemind’s purpose, it could be presented as a force completely 

external to the Helix vs. Dome conflict, or The Hivemind may be presented as the embodiment of 

which side of the conflict was winning. The second interpretation gained support as the real-world 

conflict between anarchy and democracy began to affect The Hivemind of the actual TPP community, 

and so an explanation for the start9 riots had to be found in the story. 

The Hivemind is a difficult entity to overcome as an individual forms their own narrative, as it 

is the embodiment of all the other members of the community. However, individuals hyperdiegetic 

narrative can be affected by whether they consider themselves as one of the voices in The Hivemind, 

or just someone observing what The Hivemind wrought. One of the crucial function The Hivemind can 

serve for an individual forming their hyperdiegetic level is as a figure to blame for the events that 

occurred, but the individual did not agree with; this is a rather rational approach to The Hivemind as 

all events in the ludic narrative are a consequence of The Hivemind’s choices. 

Metamodern Oscillation and The Hivemind 

With respect to metamodernism and oscillation, as discussed in the literature review, The 

Hivemind’s oscillation is most apparent in the tone of how The Hivemind’s effect on Red is presented. 

For example, some portrayals take the perspective that The Hivemind is fundamentally a tragedy and 

essentially prevents the actual person of Red from controlling their body. This has been portrayed as 

akin to a lifelong condition or a possession that they actively wish to be free of and that they also see 

as damaging not only to themselves but also to those around them. The more positive portrayals of 

The False Prophet see the character as wishing to do anything to free Red of the damaging influence 

of The Hivemind. Even many positive portrayals of The Church of the Helix portray the Pokémon of 

the final team fighting so that Red can be free of The Hivemind. 

However, The Hivemind is also frequently portrayed as a source of comedy. The actions 

taken by the player character would be nonsensical in the extreme; however, owing to the nature of 

the game, the NPCs must react the same as if the player character were acting rationally. The most 

notable depictions of this humour come from the period of time when the players were stuck in Team 

Rocket's hideout, attempting to navigate through the traps. 



187 
 

The oscillation between the tragic and comedic effects of The Hivemind forms the primary 

tonal oscillation of the fictitious narratives. The tone being able to move from the two extremes 

allowed the community to present the serious and dramatic narrative of a conflict between religious 

and political differences while also allowing for an outlet to acknowledge that the fictional narrative is 

based on a children’s game and the ridiculous consequences of thousands of players sharing the 

same single-player game. In essence, bathos (Crangle and Nicholls, 2010) in a metamodern digital 

community. Without the tonal oscillation, there would have been major restrictions on potential artistic 

output. The oscillation within the Hivemind narreme allowed the community to sincerely engage with 

their serious narratives, while the community also making it clear that the irony and ridiculous nature 

of TPP was readily accepted and understood by themselves. 

 

Creative Engine and The Hivemind 

 

Figure 22 - Creative Engine and The Hivemind 

The Hivemind is the first and most persistent family of narremes throughout TPP. The 

Hivemind predates TPP as a concept but was useful for TPP as a way of describing both how the 

community acted and how it existed in the fictional narrative. As seen in figure 18 in section 1.4.8 The 

Hivemind as a concept held the community’s attention throughout TPP, but it was particularly 
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prominent on 27th February when the Helix fossil was resurrected; resurrecting the helix fossil was 

considered a major aim of The Hivemind and a sign of the anarchy faction’s victory. The spike in 

discussion around The Hivemind provides evidence of the connection between The Hivemind and 

helix narremes and their importance to the community as a whole. 

To examine how The Hivemind narremes match the creative engine model, we can see that 

one of the first and most persistent obstacles that the TPP community faced was the difficulty of 

organising the community. This difficulty could at times be frustrating for community members, so The 

Hivemind as creative work serves as both an explanation of the issue in nontechnical terms and as an 

almost external entity that can be blamed rather than individual community members, which mitigates 

any demotivating effects. Furthermore, by placing The Hivemind in an antagonistic role that can be 

defeated only through completing the game, the persistent organisational obstacle becomes another 

reason to try and achieve the community’s goal of completing Pokémon Red. 

The persistent nature of the obstacle means that in the case of The Hivemind family of 

narremes, the creative engine is clearly demonstrated as an ongoing creative process of managing an 

obstacle rather than a process whereby an obstacle is resolved through creative activity before 

progress can continue. 

4.4.2 – The False Prophet 

The False Prophet can arguably be the most important character in most narratives 

throughout Twitch Plays Pokémon. The Hivemind had conflicting views of The False Prophet, but 

when Red’s perspective on Eevee features in artwork, it is often sympathetic towards The False 

Prophet and often places the blame for events on The Hivemind. The TPP community’s ambitious 

failure to evolve Eevee into Vaporeon (a water type) resulted in Eevee becoming a Flareon (a fire 

type). The Hivemind promptly attempted to release Flareon, which resulted in the loss of most of the 

team's more powerful Pokémon, and the perspective of The Hivemind was that this was deliberate 

betrayal by The False Prophet. 

The False Prophet as a character helps form the further mythology of the Church of the Helix, 

and perspectives on The False Prophet furthered the divide between the followers of the Helix and 

the less popular Dome. The False Prophet does have a particular core identity; however, The False 



189 
 

Prophet as a character is the only one who serves as an actual antagonist/obstacle to The Hivemind 

itself. 

The Hivemind may have encountered NPC Pokémon trainers or physical obstacles that 

impeded their progress, but all of these obstacles were part of the original game and could be 

attempted endlessly without any significant penalty. Any physical obstacle or conflict could be tried 

endlessly including the back and forth between anarchy and democracy; and a loss to an NPC trainer 

would simply return them to the nearest Pokémon centre with their team fully healed. The False 

Prophet caused The Hivemind to suffer long-term consequences. 

The False Prophet caused The Hivemind to release multiple Pokémon. Once a Pokémon is 

released it can never be brought back, it is a permanent loss. Additionally frustrating for The Hivemind 

was that The False Prophets evolution being a less powerful fire-type than their stater Pokémon, who 

they had released. This makes The False Prophet an interesting case of a passive antagonist to The 

Hivemind, The False Prophet caused the most significant difficulties the TPP community faced 

despite The False Prophet taking no action. The damage was in fact done by the TPP community to 

its own ability to achieve its goal. This is an example of why The Hivemind serves as a useful 

narrative tool for individual participants to blame for their collective action, while absolving themselves 

of blame. 

The False Prophet is associated with the Dome and democracy being a herald for the 

introduction of voting for anarchy or democracy, which positions The False Prophet further as an 

enemy of The Hivemind, who predominantly preferred anarchy and the Helix. However, initially The 

False Prophet was considered false because the Vaporeon it was ‘meant’ to be, was going to lead 

them to victory. With the Pokémon instead becoming a fire-type Flareon, it was easy to see not only a 

false prophet but also a demonic figure who was attempting to destroy The Hivemind’s chances of 

achieving their shared goal. 

Hyper-Diegesis and The False Prophet 

The False Prophet is arguably the most important figure in the many narratives of TPP. The 

character’s interpretation serves as a core narreme for any interpretation of the events of TP, as how 

The False Prophet is viewed has a fundamental effect on how the Helix/Dome conflict is portrayed as 

well as altering the characterisation of The Hivemind. As mentioned, when discussing the ludic 
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narrative, the player’s frustrations at their own failure and the subsequent disastrous loss of many of 

their most important Pokémon led the community to blame The False Prophet for these events as a 

scapegoat. Following this, The False Prophet would become tied to the creation of democracy in the 

players’ minds. Some saw democracy as something that might have prevented the disaster of The 

False Prophet, with others thinking that the disaster of The False Prophet was causing people to flock 

to democracy, as anarchy had led the TPP community into disaster. 

In addition to the False Prophet’s role in that conflict, the nature of why The False Prophet 

was abandoned differs significantly. The Church of the Helix interpretation, which is the most 

commonly used interpretation in creative works, is that The False Prophet is the physical antagonist 

paired with the Dome’s role as a philosophical antagonist. Those more sympathetic to democracy and 

the Dome tend to see The False Prophet as playing the role of the betrayer out of necessity. 

Interpretations that take no side view The False Prophet as arguably the only one to truly oppose the 

actual enemy, The Hivemind that was controlling Red. There are even those who see The False 

Prophet as one who was in fact betrayed by the agents of the Helix and left abandoned and alone for 

trying to free Red from The Hivemind’s control before it was time. 

It is useful to see The False Prophet’s role as similar to the literary character of Lucifer, where 

how an individual interprets Lucifer changes the narrative significantly. The importance of The False 

Prophet would extend beyond the original TPP. In the immediate sequel, even though the aim of 

those characters was to defeat the Helix itself, the Eevee Pokémon in that game was under frequent 

threat and suspicion from The Hivemind due to being the same type of Pokémon but they would 

ultimately win over the fans and take revenge on the Helix himself. 

Metamodern Oscillation and The False Prophet 

Unlike The Hivemind, The False Prophet does not change in tone. It is a dramatic and tragic 

figure in its portrayals. The False Prophet comes in an extremely broad spectrum of interpretations 

from the outright Satanic/demonic to the point it is often portrayed as eviler than the Dome, the actual 

supposed arch-nemesis of the Helix and The Hivemind. On the other end of the spectrum is The 

False Prophet as the one Pokémon who only wanted to help Red, outside of, and uninterested in the 

Church of the Helix. The one Pokémon, who resisted the goal of The Hivemind in favour of helping 

Red, unfairly punished for standing up for freedom and then deliberately painted as evil. 



191 
 

What is notable about this oscillation between demon/angelic figures is that where other 

oscillations can comfortably exist within an individual narrative, such as The Hivemind being seen as 

tragic and comic, an individual’s preferred False Prophet narreme cannot change within the narrative. 

The different narremes that The False Prophet inhabits are mutually exclusive and alter the 

surrounding narrative too significantly to share the same space as other False Prophet narremes. In 

this context, The False Prophet narremes serve as a keystone for the narrative’s ‘arch’, where the rest 

of the narremes rest upon The False Prophet too fundamentally for it to be a malleable narreme. 

There is another oscillation in The False Prophet: that of the Love and Hatred. This is an 

interesting oscillation, or arguably a pair of oscillations, in that the more that The False Prophet is 

portrayed as having loved Red, the more hateful the response from The Hivemind is portrayed as. 

Similarly, the more hateful The False Prophet is portrayed as having been, the more loving The 

Hivemind and other characters are portrayed as having been before the betrayal. In any case, the two 

emotions are inversely linked in The False Prophets portrayals. 

The False Prophet’s importance to individual narratives requires that the oscillations that can 

be seen at the diegetic narrative level are not visible within the narratives that individuals create at the 

hyperdiegetic narrative level. 
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The creative engine and The False Prophet 

 

Figure 23 - The creative engine and The False Prophet 

While the false prophet emerged early as a term to refer to items aside from the Helix fossil 

that the community consulted in the same accidental manner that they would consult the helix fossil, 

as seen by its use early in the Twitch chat, it becomes associated with the Pokémon Eevee soon 

after. This can be seen as the terms use rose during the fourth day. However, the term false prophet 

would be briefly attached to other individuals; notably, there is another spike when the Pokémon 

Zapdos was caught (AA-J), and it was thought that there would be a repeat of the disastrous events 

that occurred around Flareon, The False Prophet. The last spike in use of the term occurred on the 

15th day when there was little progress made and numerous setbacks, including the TPP stream 

going down. 

The obstacles that are most associated with The False Prophet can be seen as a counterpart 

to the communication issues of The Hivemind. The Hivemind is a creative explanation for 

communication obstacles, and The False Prophet can be seen as an explanation for the negative 

consequences and obstacles that arise from these communication issues. By assigning the False 

Prophet narremes to the consequences, the TPP community is able to create foes undermining their 

plans rather than having to accept them as mistakes of the community’s making. 
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To elaborate, the original usage of false prophet was tongue-in-cheek and referenced when 

the community consulted an item that was not the helix fossil. When the community faced the 

obstacle of having lost most of their prominent Pokémon, The False Prophet and creative work 

around The False Prophet made the Pokémon Flareon an external threat to rally the community 

against. The second spike in interest in the False Prophet occurred when the community faced an 

obstacle very similar to the first disastrous loss of Pokémon when the community was losing Pokémon 

while attempting to recover the Pokémon Zapdos. The last spike in The False Prophets is not a 

singular obstacle but rather a series of difficulties on a single day, creating a day with little progress 

and an increased need to assign blame external to the TPP community. 

The false prophet collection of narremes demonstrate that the TPP community would reuse 

past creative works to address new obstacles. This reuse does not necessarily indicate a decline in 

creativity or originality; it is more likely that it highlights the established interest the community had in 

remixing creative works. The idea of a false prophet had been established and members of the 

community were eventually going to find an event where the term would become a necessary 

narrative tool to maintain motivation in the face of catastrophic gameplay errors. 

4.4.3 – Helix and Dome 

If The Hivemind is a Lovecraftian entity from outside TPP’s reality, then the Helix and the 

Dome are gods within TPP’s reality, as most would recognise the term. Their simple origin as a binary 

choice between two items develops into deification simply because of a quirk of how easy it was for 

the players to open the menu and try to use the Helix fossil, so the helix fossil became a totem for the 

players and the character of Red. The two fossil items cannot be discarded and can only be correctly 

used later in the game to revive the fossil into a rare Pokémon; otherwise the game simply prompts 

that “This isn't the time to use that!”. 

It is clear why the helix fossil would develop from a simple meme into having a more 

important role in explaining the strange activities in the ludic narrative. The inability to use or lose the 

fossil until late in the game meant that it was a long-lasting meme. The fossil is received early and is 

only lost quite late in the game when it is lost a once per game Pokémon is received. The longevity 

and security of the meme, while adding a long-term goal of revitalising the fossil into the Pokémon 
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Omanyte (Lord Helix), would provide plenty of reason for it to become a mainstay, but its ability to be 

contrasted with the dome would prove to be essential to it becoming a central narrative thread. The 

helix fossil meme would slowly add a religious aspect to TPP, with the naming of BirdJesus and The 

False Prophet being the clearest early examples. The pairing of The False Prophet event and the 

introduction of the democracy voting system solidified the pairing of the Helix and the Dome. 

The dome fossil being the other possible choice was the natural choice to rival the Helix. With 

democracy coming soon after The False Prophet, it naturally meant the Dome, democracy, and The 

False Prophet all became associated with each other as an oppositional force to a significant section 

of the TPP community. What caused this divide to become the central focus for many narratives was 

how the system of democracy was forced upon the community with no input to many in the TPP 

community. democracy was a literal external interference. This led anarchy purists to associate Dome 

with democracy, both of which were things that should not be in the game, in their view. The 

community had chosen the Helix instead of the Dome, and the Dome should not be in the game. 

Similarly, the anarchy supporters had chosen anarchy, and democracy should not be in their game. 

The Dome, democracy and The False Prophet were all entities that the majority of the community felt 

did not belong. 

Importantly, while it is easy to see the anarchy/democracy oscillation as a fight between two 

groups, disagreeing on how to proceed in reality is, of course, more complicated. The 

anarchy/democracy divide had its adherents to each side, but there was an abundance of views 

between the two absolutes; some saw democracy as a necessity to only use in extreme 

circumstances, and others saw anarchy as a fun way to play when it did not permanently damage or 

potentially prevent their main goal. Importantly, as a consequence of the delay between what players 

saw of the game and the implementation of their inputs, the anarchy system was fundamentally 

imperfect, with players permanently reacting to events at a delay of 20–30 seconds. Despite this after 

the first sequel to TPP Red democracy was disabled for all games after the immediate sequel and 

never reappeared, leaving the Helix and anarchy the final victor in the battle between the systems and 

the community has successfully completed dozens of playthroughs since in anarchy alone. Along with 

the capture of Zapdos in anarchy, and the resurrection of the helix fossil into Lord Helix, many saw 

anarchy as having already won the ideological/religious battle. 
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Hyperdiegesis and Helix and Dome 

The Helix (anarchy) and the Dome (democracy) are generally stable in their usage in 

individual narratives. Both are diametrically opposed gods representing forces of control in gameplay 

who compete for the worship of the many voices within The Hivemind. In general, the narratives 

portray the Helix as good, but the actual character of the Lord Helix would be underdeveloped 

because of its appearance late in the game. The Dome would remain simply an evil entity for almost 

all narratives and at best distant, The False Prophet sometimes filled the role of herald. As characters 

opposing the community had clear motivations within the game Pokémon Red, there was little room to 

elaborate on the Dome and its forces beyond being an oppositional force that led to misfortune or a 

potentially positive force that could help focus the community to overcome a challenge. 

At the hyperdiegetic level, the Dome and the Helix are, in many ways, fixed entities with little 

in terms of personality, considering that they are the personifications of anarchy and democracy. They 

were generally portrayed in artwork by pulling upon a variety of religious elements and aspects of 

various faiths, but particularly Egyptian and Christian concepts are blended throughout creative work. 

Which force was seen as positive was often more of a ludic choice, rather than a choice of preferred 

fictions. Though the victory of anarchy would stunt the development of a Dome/democracy narrative 

perspective. 

Metamodern Oscillation and Helix and Dome 

The oscillation present in the pair of fossils is simple to see, and of course, the oscillation 

could even be seen as The Hivemind voted for or against democracy once the system was 

introduced. This oscillation can be simply seen as a conflict between anarchy and democracy, but 

there is another aspect to it in some seeing democracy is simply a cheat to avoid the difficult sections 

of the game, a tool that removed both the simple struggles of dealing with a ledge and the risks of 

changing their team. For these community members, chaos was the point of the game, and the 

difficulty, improbability, and risk of a possible fail-state were the obstacles. Democracy saw playing 

together and winning the game as the only important condition, and the changed voting system 

facilitated that and managed the damage caused by the systems time delay under anarchy. 

The oscillation between anarchy and democracy is very literally visible, with the constant back 

and forth voting between the two modes of play. This oscillation was always visible throughout the 
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ludic narrative once it was introduced and had a very significant presence throughout the discursive 

narratives. While it was not prominently represented in the fictitious narratives, the 

democracy/anarchy oscillation can be seen in many places. 

This clash over the orthodox view (anarchy) of the rules of play against the liberal view 

(democracy) would be resolved in the sequel. democracy was disabled indefinitely. The orthodox view 

that democracy was not necessary has been shown to be true, as subsequent playthroughs of games 

succeeded without the system. The resolution of the oscillation is interesting, as it renders the stories 

that interpreted the Dome in a more positive light in the usual place of being wrong. The accepted 

resolution also involves Lord Helix recognising that his followers had gone too far, leading to a 

conclusion that ends democracy but also rejects the most ardent followers of the Helix and anarchy. 

The resolution of this oscillation core to the story is also important to recognise, as 

metamodern fiction does not require that the oscillation remains unresolved indefinitely, only that the 

difference and the oscillation are present. The oscillation can be resolved, and in this case, it was 

resolved, with one side being rejected and the other being rebuffed for their zealotry. The victory of 

anarchy and Lord Helix was later explored in the sequel to the original TPP 
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The Creative Engine and Helix and Dome 

 

Figure 24 - Creative Engine and Helix and Dome 

 

Similarly, with The False Prophet, the Helix and Dome as concepts precede their emergence 

as a collection of narremes or as a response to a major obstacle. As clearly shown, the Helix was 

always far more prominently mentioned than the Dome throughout TPP, much of which is due to the 

Helix being perceived by most as the ‘heroic’ side of the story and associated with the more popular 

anarchy side of the TPP community. The terms peaked during the attempt to release The False 

Prophet, saw a decline on the eight days where the community was stuck in a location called the 

Pokémon tower, and then finally peaked when the community was debating whether Zapdos (AA-J) 

was an agent of the Dome or an angel of the Helix. 

The Helix and Dome are paired in this case, as they are representative of a conflict within the 

community, anarchy and democracy. It is worth examining this dichotomy as two separate groups 

within the broader community. The anarchy supporters wanted to maintain anarchy with their obstacle 

being when democracy is ascendent, with successes under democracy being demotivating. The 

democracy supporters wanted to maintain democracy, with their obstacle being anarchy ascendent, 
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with successes under democracy being demotivating. As long as both groups existed, the creative 

engine continued to generate creative work to convince others to vote for their side. 

In this way, the Helix and Dome divide shows a way in which a conflict in the community can 

be helpful for the creative process. The two groups, even with anarchy being dominant, act as 

obstacles to each other, which encourages the other to continue to argue through their creative work. 

This serves to help both groups remain engaged with the creative process rather than one side 

‘winning’ the fight and thus having no further reason to continue their creative work. 

4.4.4 – Bloody Sunday 

Following the improbably successful capture of the Pokémon Zapdos, named AA-Jesus, the 

players had to retrieve this powerful Pokémon from the box. The attempts to deposit Pokémon and 

retrieve others led to the loss of twelve Pokémon, three quarters of which had not been used, but the 

losses did include three Pokémon that had at points been significant characters. It also resulted in the 

loss of the move ‘Cut’, which required The Hivemind to navigate a pitch-black tunnel rather than take 

a shortcut by cutting through a bush along with being unable to use other shortcuts. 

Initially, the capture of Zapdos was seen as a potential repeat of the events that led to The 

False Prophet, The Hivemind's planning was once again shown to be hubris. There were calls that 

AA-Jesus was another false prophet, although others argued that sacrifice was necessary to ‘power-

up’ the electric type Zapdos. However, the following day, the successful reanimation and retrieval of 

Lord Helix softened those concerned that AA-Jesus was a threat. Thus, the losses were a required 

sacrifice to resurrect Lord Helix. 

Bloody Sunday was one of the last serious threats to the completion of the game, where the 

loss of different Pokémon could have potentially stranded the players for some time if events had 

gone worse or resulted in the players having to create a new team of Pokémon, which would be a 

significant setback. While the losses were large in number, they were largely insignificant to making 

progress aside from the inability to use shortcuts accessible by using ‘cut’. In contrast, the attempt to 

put The False Prophet in the box resulted in the loss of many of the most powerful and useful 

Pokémon available at the time, with no silver lining. 
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Hyperdiegesis and Bloody Sunday 

Bloody Sunday was an event that many interpreted as it happened, and it was uncertain what 

the final outcome would become. The events of Days 11 & 12 form the final state of the game and 

involve a series of important events occurring in quick succession. It also came near the end of the 

game when the stream was at the height of its popularity and the fictional narrative had become well 

established. As a consequence of the event occurring later in the playthrough, there was less diversity 

in how the events were interpreted. 

Once The Hivemind determined that AA-Jesus was not related to the Dome, the twelve lost 

Pokémon were perceived as sacrifices. The sacrifice is either seen as being required to power up AA-

J, an electric type, as it is among the most powerful Pokémon in the game and was the most 

important to their victory. The other view is that they were required for Lord Helix to return, as the helix 

fossil was revived shortly after. This is somewhat inspired by the original art for Omanyte (Lord Helix), 

which has 12 ring segments visible (Jp3ilson, 2014). 

An analysis of the video stream revealed that as the end point of the game rapidly 

approached, which left little room for further events to occur, the breadth of interpretation of events 

narrowed. Narrowing of interpretations is an interesting aspect of a developing narrative that has an 

end point approaching that, with a set end point approaching, there may be less interest in increasing 

the narremes, but it might also be an issue of a growing consensus among the community limiting 

interpretations, as the collective editing process had discarded many ideas by the conclusion of the 

story. However, it is also shown that the benefits of conflict and obstacles in creativity are most 

prominent early in a project and less visible as a creative endeavour reaches its end (Farh, Lee and 

Farh, 2010). In the case of Bloody Sunday, this can be clearly seen, as the second false prophet 

angle is dropped once AA-J is on the team, then the sacrifice to power up AA-J is altered once Lord 

Helix is resurrected. The other interpretations are edited as the story progresses and receive little to 

no attention. 

Metamodern oscillation and Bloody Sunday 

Bloody Sunday oscillates only during the time frame between the capture of AA-J and the 

revival of Lord Helix. The oscillation is between faith and doubt; past events challenged The Hivemind 

and the player’s faith that their plans would work out, their attempt to turn The False Prophet into a 



200 
 

Vaporeon had backfired, and many believed that the capture of AA-J would result in the same type of 

disaster. This suspicion would continue even after Lord Helix among members of the community but 

was, for the most part, a resolved oscillation. 

However, it is paired with an unresolved oscillation. Twelve Pokémon were lost either for Lord 

Helix or AA-J, and the obvious issue that remains unresolved is that the loss of Pokémon was a worse 

version of what The False Prophet had caused. This creates an oscillation between acceptable and 

unacceptable sacrifices in which the two poles are simply whether the sacrifice is for a ‘good god’ or 

‘bad god’. The reality of this of course is that good sacrifice is where the player's plan (capture AA-J) 

is a success and when it is a failure (evolve The False Prophet to Vaporeon). In both cases, the ‘lost’ 

Pokémon are often portrayed as simply being elsewhere, not killed, or simply lost. Good and Bad are 

simply synonymous with success and failure in the ludic narrative. 

Notably, these events forcefully ended the development of many characters and caused 

many potential story developments to come to a premature close such that the TPP community had to 

find a satisfying resolution in these characters having been in some way severed from being able to 

interact with the player character Red in some unspecified way. 
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The Creative Engine and Bloody Sunday 

 

Figure 25 - The Creative Engine and Bloody Sunday 

Bloody Sunday might at first glance be a simple example of the creative engine. The TPP 

community once again faced the challenge of moving Pokémon from the PC to their active party to 

engage in the creative process to argue their case and encourage the community to continue forward. 

However, in some ways, the creativity around Bloody Sunday can be seen as an example of how the 

creative work of a community reacting to an obstacle can result in a certain amount of surplus creative 

work. 

Bloody Sunday as a narreme simply does not occur in any way until the day of the event and 

then steadily declines in usage. While Bloody Sunday was ongoing, it was not apparent whether the 

TPP community’s actions in attempting to add a legendary Pokémon to its team was a mistake. This 

resulted in many TPP participants engaging in creative work that portrayed Zapdos (AA-J) as a 

new/returned false prophet, causing the community to return to the obstacle of PC. In contrast, others 

saw Zapdos as a solution to their team having remained badly weakened and saw Zapdos as 

something of a saviour. These opposing views were resolved, with Zapdos becoming vital to their 

team and ultimate victory, rendering some creative works redundant and incompatible with essentially 

all TPP narratives and a very clear consensus emerging about the event. 
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Despite this outcome, the creative works that became redundant are not a wasted effort 

under the creative engine model. The creative works that failed to maintain traction with the 

community still served the purpose of maintaining/increasing community engagement. While 

community engagement declined during Bloody Sunday itself, it returned to previous levels the 

following day. 

 

4.4.5 – The Chosen Six 

The Chosen Six was the final team that would defeat the Elite Four and win the game. Many 

of these Pokémon were more memes than narremes, but as a group they were crucial to the final 

narrative. The Pokémon of the final team were mostly given titles with somewhat religious 

connotations and names loosely on the basis of the garbled names the TPP gave to the Pokémon. 

Their titles were A God, A messiah, An Angel, A King, A Prince, and All-Terrain-Vehicle, respectively, 

Lord Helix, BirdJesus, AA-J, The Fonz, Air, and ATV. 

The God, Lord Helix, was the last Pokémon acquired, an Omanyte Pokémon based on the 

ancient ammonite, which was reanimated as a fossil. Lord Helix has little presence in major events 

and limited characterisation beyond being a force of good. Omanyte was not a particularly useful 

Pokémon; however, the players’ attachment to the Helix Fossil made it necessary for them that Lord 

Helix led their final team. 

The Messiah, BirdJesus, was the earliest surviving Pokémon. Caught before the stream was 

recorded, possibly around hour 14, it is possible that Birdjesus was the first Pokémon to be caught, as 

the bird Pokémon Pidgey is one of the earliest Pokémon that can be caught. BirdJesus initially had no 

nickname; after their starter Pokémon was lost, BirdJesus became the natural team leader and the 

messiah of the church of the Helix. BirdJesus was vital to getting through many situations, especially 

when they seemed insurmountable. The Angel, AA-J, would eventually surpass BirdJesus in power, 

occasionally being named AA-Jesus; this is partially due to being caught at a high level and sharing a 

type with BirdJesus. 

The King, The Fonz, was named because he was a Nidoking and his nickname of 

AAAAAAAAA was similar to televisions The Fonz. The Fonz was a late capture and addition to the 
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party and so had few notable characteristics or events. Often paired with The Prince, a Lapras 

Pokémon who was notable for its utility in crossing water and moving boulders, as well as having an 

ambiguous gender. When the Pokémon were transferred to a game that used gender mechanics The 

Prince was revealed as female; however, technical limitations meant The Prince at the end of the 

second game was male, leaving the Pokémon with an ambiguous gender. 

The All-Terrain-Vehicle (ATV) was a poisonous Moth Pokémon Venomoth. ATV was simply a 

Pokémon to fill the final spot, but its immunity to poison and defeat of a significantly more powerful 

Dragonite gave it some notice, including its own song. 

Metamodern Oscillation and The Chosen Six 

The notable oscillation present in the Chosen six is the characteristics of sincerity and 

mockery. The first five are presented as notable figures of great importance, all having a connection 

to traditional Western views of religion, only to end with All-Terrain-Vehicle. This was not an 

intentional choice; ATV was picked by chance. However, it was readily embraced, and as time went 

on, ATV would have the most celebrated of victories in the last struggle to win the game, defeating 

one of the most feared Pokémon in the game, the Dragonite of Lance. 

The other notable oscillation is unintentional: The Prince’s uncertain gender status. The 

original Pokémon games had only one group of Pokémon that had a known gender (although gender 

in this case would be more correctly termed sex, often utilising real-world sex differences in animals). 

The Nido family is split into male and female lines, with the Nidoking family and the Nidoqueen. 

Gender was introduced in the following game once players could download the save and transfer the 

Pokémon. The Prince was revealed as female only for The Prince at the end of the sequel game to be 

male due to technical limitations. 
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The Creative Engine and The Chosen Six 

 

Figure 26 - The Creative Engine and The Chosen Six 

The Chosen Six are important when discussing the creative engine, as it addresses a 

potential weakness of the creative engine in that the examples used thus far are focused on major 

events and conflicts in the community. Larger conflicts are easier to highlight and make an argument 

for being examples of influencing creative work. The final team, however, consists of simple 

nicknames and shallow characterisations influenced by nicknames that do not emerge from an 

obvious obstacle. 

In the case of the final team and the naming of most of the Pokémon throughout TPP, there is 

a shared obstacle that had to be overcome, which was simply the difficulty in referring to a particular 

Pokémon when they had names consisting of random letters that were unpronounceable. In most 

cases, the solution was to use what syllables could be found in the word jumble to create a nickname; 

in other cases, Pokémon acquired its name through a characteristic (such as Digrat). The Chosen Six 

has examples of both approaches and, in some respects, might be an example of an effective 

repeatable creative solution to a reoccurring obstacle that resulted in distinct creative solutions that 

aided only in increasing engagement. Naming Venomoth Pokémon after an ATV or Nidoking after the 

Fonz ensured that there were more creative ways for people to interpret these Pokémon beyond their 
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capabilities in the game. In an unconventional manner, it is also an example of Pokémon Red 

designer Tajiri’s design of nicknaming Pokémon remaining effective for encouraging players to create 

their own stories even in an unconventional setting. 

4.4.6 – Relevance of the Sequel to the TPP Community and Creative Engine Model 

Twitch Plays Pokémon Red (TPP Red) was followed by a sequel Twitch Plays Pokémon 

Crystal (TPP Crystal), with sequels continuing to the current day. TPP Crystal, however, was the only 

one to maintain a large viewership comparable to that of TPP Red, with viewership declining 

significantly after TPP Red and again after TPP Crystal. There are a few important ways that TPP 

Crystal impacted the story of TPP Red. We will look at only the relevant details to understand TPP 

Red. TPP Crystal follows another Pokémon trainer possessed by The Hivemind, Crystal. During this 

game, one Pokémon Lazorgator became vastly stronger than the others. The Hivemind found this 

boring, and a significant number of players attempted to ‘release the Gator’. 

“Crystal will always be a bit dull if we fail to release our overpowered starter. If we do release 
him, I believe we can bring the original sense of adventure and lore back to the game. We seek to 
release Feraligator not because we hate him, but because we love the game” (GoodGrades, 2014)21. 

Thus, they could have a story reminiscent of the original, with many Pokémon receiving 

attention. This was part of a significant push to try and recapture the unique aspects of the original 

TPP. During the TPP community’s attempts to release Feraligator, many other Pokémon were 

released, and thus, a narrative formed of Lazorgator seeking revenge on Lord Helix, Red, and The 

Hivemind for what anarchy had done to his life. 

The TPP Crystal game ends with the TPP Crystal Pokémon team facing the TPP Red team 

facing off. Many of Lazorgator’s team was tied to past narremes, Burrito was an Eevee whose kind 

had been slandered by The False Prophet, Katie a Dragonite trying to regain honour by defeating 

ATV, and Brian a Pidgeot who was simply not BirdJesus (and so not good enough) wanted to show 

that he had value. They would defeat Lord Helix and, in doing so, had an effect on perceptions of the 

original story. 

 
21 End of GoodGrades comment reads “We seek to release Feraligatr not because we hate 

him, but because we love the game.” 
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The later playthroughs were haunted by the weight of the first games narrative. It was not 

long after TPP Red ended that TPP Crystal was announced to start twenty-seven hours later. 

Pokémon Crystal’s generation of games contained an additional 100 Pokémon, and as was intended 

for TPP Red, the TPP Crystal ROM contained all the available Pokémon games to that point. 

Pokémon Crystal also contains not only an entirely new land but also; after defeating the Elite Four 

and Champion, the players can face the original Gym leaders and finally the champion of the prior 

game. The former champion Red in Pokémon crystal is presented as being somewhat based on the 

Pokémon anime’s protagonist. 

Members of the community were concerned about the risks of trying to replicate TPP Red 

before the game even began. 

“This is a new game, with a new character. We can't even hold the Helix fossil this time, so 
we shouldn't try to make whatever happens part of the Helix religion lore” (u/SQUELCH_PARTY, 
2014). 

 It was a concern that was well justified; however, Pokémon Crystal would take on its own 

narrative regardless of the TPP community attempting to replicate recent success. In TPP Crystal 

game, the players’ starter Pokémon would come to be known as Lazorgator, and from the very outset, 

Lazorgator would rapidly become an incredibly powerful Pokémon. He would overshadow every other 

Pokémon by a long margin. 

The game would be plagued by Pokémon being released and the team being unable to 

progress without Lazorgator at all. Each visit to the PC led to more Pokémon being released, and 

eventually, a significant number of the players wished to release Lazorgator for becoming too 

overwhelmingly powerful. In the fiction, Lazorgator now saw the anarchic voices as an enemy that 

had been killing his friends and was now attempting to kill him. This was especially poignant, as the 

Pokémon that tended to be released were many of the first to be caught in the playthrough. 

Lazorgator and his team would become known as Godkillers, a group seeking to kill Lord 

Helix and bring an end to the anarchy that had hurt all of them personally.  The Elite Four and 

champion took over a day and a half to defeat, but they were defeated. Following this acquisition, the 

time taken to acquire the original eight original gym badges to make sixteen took little time and those 

days were uneventful. The climbing of Mt. Silver to face Red, however, was a significant challenge 

and was more difficult, as the players were given a week to achieve their goal. 
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When Lazorgator faced Red, it was not the Red of Pokémon Crystal. The streamer had 

altered the game, so the team they would face was the six Pokémon who had saved Red from The 

Hivemind in the playthrough of the original game. The players did not need a week. With 6 days left 

on the clock, Lazorgator’s Godkillers defeated Helix’s Chosen Six. Finally ending The Saga of the 

Church of the Helix and anarchy. Most dramatically, it was BirdJesus, the original streams most 

commonly used Pokémon, against the massively powerful Lazorgator in the last and very close battle. 

The motto that TPP Crystal would give the players was “No Gods, No Kings, Only ‘mons.” 

The reason for this aggressive narrative following the TPP Red run is important to consider, if 

only briefly, as it contrasts with the unexpected emerging narrative of TPP Red. TPP Crystal was 

constantly struggling with players trying to tie the narratives together, and this frustrated conflict was 

tied to the attempt to eliminate Lazorgator, whose power was overshadowing other potential 

characters and making the game too easy. Additionally, democracy could only be activated every 

hour in this game, which made the central conflict of TPP Red distant. When releasing Lazorgator 

failed much of the audience left. TPP Crystal was beaten in 13 days, 2 hours, and 2 minutes despite 

being a longer game than Pokémon Red judging by self-reported playtimes on howlongtobeat.com: 

Pokémon Red median playtime of 33hours (howlongtobeat.com, 2020b), Pokémon Crystal median 

playtime of 38 hours (howlongtobeat.com, 2020a). 

The remaining player base was able to salvage the game and fiction by turning it into a story 

of revenge against not only the Helix, but also once again against The Hivemind. 

Hyperdiegesis 

The most immediate effect of TPP Crystal is that it created an alternative to the Helix/Dome 

contrast in the Johto Heretics, which was the name of the team set to kill Lord Helix. There had been 

previous attempts at this, with other items gaining similar faux religious attention, and at the height of 

the Helix/Dome conflict, a group called The Followers of Old Amber called for a mix of both anarchy 

and democracy. The Johto Heretics, however, are interesting for two separate reasons. First, they did 

not relate to a method of play such as anarchy or democracy; the Johto Heretics was a reaction to a 

section of players trying to force a story, a reaction that was to deny that the previous heroes were 

simply good and may have been tools of the villainous Hivemind. Second, the other attempts at a 
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third group still tried to mirror the religious aesthetic, where the Johto Heretics instead leans toward a 

military band of brother’s type of aesthetic. Unfortunate, Pokémon thrust into a struggle to survive. 

Additionally, the attempts by The Hivemind to replicate the Church of the Helix story led to 

narremes that either rejected that story or added complexity. The most obvious is that of the Church 

and its followers in The Hivemind being cast as villains. A callous entity that never cared about the 

Pokémon and only about their fun, a critique that does mirror the early criticisms of the Pokémon 

franchise being unfortunately similar to dog or cock fighting. Even Lord Helix is portrayed as wanting 

to reject these zealous followers. 

The False Prophet would become even more complex in its interpretations. The Eevee 

(Burrito) in the Pokémon Crystal game was mistrusted and was targeted by parts of The Hivemind. 

Although Burrito (Eevee) evolved into a new form through a friendship mechanism, this was attributed 

to the Pokémon characters friendship with their brother in arms rather than any action of The 

Hivemind. Some portrayed Burrito’s evolution as Burrito overcoming the temptations of The False 

Prophet, while others portray Burrito as The False Prophet, with others encouraging Burrito to find 

their own path. This is interesting, as even after a dedicated series of attempts by The Hivemind to 

release Lazorgator backfiring like it had with The False Prophet, Lazorgator remained the heroic 

figure. A possible sign that The Hivemind had realised its role in the tragedy. 

Metamodern Oscillation and The Sequel 

TPP Crystal demonstrates the referential aspects of metamodernism at their height. TPP Red 

was, of course, taking aspects of the Pokémon franchise and recasting them, but TPP Crystal largely 

referred to TPP Red more than the Pokémon franchise. Furthermore, the story developed because 

the players were split between those who wanted a similar story and those who wanted something 

new; an oscillation between the familiar and the novel. The consequence of this was a narrative 

oscillating between rejecting the new characters and rejecting the victory of the past story. The 

Hivemind is seen as a more callous entity that is happy to reject new Pokémon who do not live up to 

their expectations, and TPP Crystal characters are all defined by the events of the previous story, 

seeking revenge or redemption through defeating the past heroes of the chosen six of the TPP. 

However, although the narrative of TPP Crystal is a small band rejecting the heroes of the 

past, it does not completely cast the heroes of TPP in a negative light. TPP Red remains the story of 
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the chosen six trying to defeat the Elite Four and free Red from The Hivemind, and TPP Crystal 

remains the story of those lives ruined by the Church of the Helix killing the Lord Helix and his chosen 

ones. Following TPP Red’s narrative threads, The Chosen Six’s defeat by Lazorgator’s band is a 

tragic sacrifice that the Chosen Six must make so the world and The Hivemind does not rely on them 

and use their names to commit atrocities. TPP Crystal remains the story of normal Pokémon raging 

against the gods sitting high above the world. The difference is in the oscillation in what perception 

one prefers as the accurate one. 

TPP Crystal itself is also notable because its existence does alter the ending and 

metaphysics of TPP retroactively, particularly in characterising Lord Helix, which, as previously noted, 

was largely limited in characterisation owing to his appearance late in gameplay. It also continues to 

explore the idea that the true villain is The Hivemind, but The Hivemind remains untouchable to the 

characters, as it exists outside the games as the TPP community does. 
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4.5 – Narremes in Hyperdiegetic Narratives: A User’s Narrative 

Concluding the examination of narremes it is possible to demonstrate how an individual would 

have constructed a narrative over the course of TPP. We will look at The Hivemind, False Prophet, 

The Helix and The Dome, and Bloody Sundar collections of narremes in order to demonstrate how 

they form a narrative together and how narremes within a collection can be incompatible with each 

other and narremes from other collections. The aim of this exercise is to bring together narrative 

concepts to show the specific perspective of an individual member of the TPP community to contrast 

with the broad overview of the community. 

We will assume that Satoshi begins viewing at the end of the second day when Digrat has 

been caught and /r/twitchplayspokemon is about to be created. Although it was not as important as it 

would later become, the helix fossil is a prominent meme and narreme. Satoshi enjoys the humorous 

take on Red consulting the helix as a religious guide, and when the S.S. Ticket leaves their inventory, 

it is clear that the Helix is the item they will be consulting for the rest of the game. Satoshi is happy to 

commit himself to ‘praising the helix’. 
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Figure 27 - Step one of a developing hyperdiegetic narrative. 

The following day, the TPP community becomes stuck navigating both The Ledge and the 

dark rock tunnel while Digrat repeatedly resets their progress. Digrat being a slightly impish character 

who is trying to help neatly fits Satoshi’s humorous view of the narrative, but frustration over the TPP 

community’s hivemind makes it easy to start seeing The Hivemind as a malicious force if not 

necessarily a competent force. In Satoshi’s narrative, The Helix helps guide Red to defeating the 

Pokémon League so that Red can be free of The Hivemind’s unending voices. 
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Figure 28 - Step two of a developing hyperdiegetic narrative. 

The next day, the community is arguing over what Pokémon they will get to learn surf, as they 

cannot finish the game without it. Satoshi favours obtaining Lapras, which is a much easier task than 

evolving Eevee into the correct Pokémon. The Hivemind disagrees and they decide to acquire Eevee 

and in a messy attempt to evolve Eevee, which causes them to release many of their best Pokémon, 

including their starter and deposit the helix fossil. When Eevee evolved into Flareon, it was obvious to 

Satoshi that Eevee was The False Prophet that deluded The Hivemind, leading them into folly and 

even briefly abandoning the Helix. Satoshi also sees BirdJesus as the messiah to oppose the false 

prophet, being the best Pokémon to survive and already having won many battles. 
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Figure 29 - Step three of a developing hyperdiegetic narrative. 

Satoshi has come to see planning as the community’s repeated mistake. When everything 

was just a fun mess, there weren’t any issues; planning is what causes problems when they should 

just trust The Helix. When democracy was introduced, Satoshi immediately placed it in opposition to 

the Helix. The Helix is anarchy and the original spirit of the game. Democracy is more planning, and 

there are more disasters like The False Prophet. Satoshi was among the first to claim democracy as a 

trick by the dome and participated in the start9 riots against democracy. Satoshi is having a problem 

with what The Hivemind is as it is not with the dome and democracy; more people claim that The 

Hivemind is the followers of the helix. 
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Figure 30 - Step four of a developing hyperdiegetic narrative. 

Progress over the next few days is steady; for the most part, BirdJesus carries them to 

victory, and democracy is not needed. Satoshi is more embedded in the Helix vs. Dome cosmology of 

TPP and has slowly rethought The Hivemind. The Hivemind is not malevolent, as Satoshi first 

thought; it was just being poisoned by the forces of the Dome, democracy, and The False Prophet. 

This is a small change but makes Satoshi’s hyperdiegetic narrative more consistent. When the TPP 

community next relies on democracy the most when in an area that contains an item (HM03) they 

require but where a limited number of steps can be made before progress is reset, Satoshi is able to 

reason that agents of the dome hid HM03 there as another way to entice The Hivemind. Although 

despite democracy being in charge when they are caught; Satoshi is happy to welcome new 

members of the Pokémon team, The Fonz, ATV, and Air Jordan all come from this day. 
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Figure 31 - Step five of a developing hyperdiegetic narrative. 

As they continue to progress, the players acquire an item called the master ball that can catch 

any Pokémon, and many decide that they should catch Zapdos, a powerful legendary Pokémon that 

would be very useful. Satoshi initially distrusts this planning and suspected that Zapdos was either 

another false prophet or even an anti-Christ figure but when they immediately used the master ball 

with no issues while under anarchy. Satoshi considers whether Zapdos is another angel of the Helix. 

However, they would lose many Pokémon attempting to add the legendary Pokémon to their party, 

and Satoshi still leans towards the narreme of Zapdos as The False Prophet returned to enact Bloody 

Sunday. 
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Figure 32 - Step six of a developing hyperdiegetic narrative 

The next day, they succeed in adding Zapdos to their team and continue to progress through 

the game. When they make it to the last town, they haven’t visited the helix fossil is revived, and 

Satoshi no longer sees the helix fossil as an abstract god but now a living god and the guiding hand 

who selects their final team, including Zapdos (AA-J). The following days contain obstacles and 

setbacks, but with Lord Helix and the final team chosen, Satoshi does not see any obstacles 

remaining between the TPP community and victory. With no remaining obstacles, Satoshi does not 

have to rethink the narrative or narremes but does enjoy watching them develop, more than enjoying 

the slow, steady progress of the team to victory. 
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Figure 33 - Step Seven of developing a hyperdiegetic narrative. 

On the last days, no other major events occurred, just steady levelling up. However, while 

fighting the last of the elite four, an oversight in the games results in ATV becoming the Dragon 

slayer. Marking the last significant change to Satoshi’s narrative. When the game is defeated, Satoshi 

is happy to consider The Dome and democracy defeated, Red free of The Hivemind, and that Lord 

Helix and their team waiting atop Mount Silver for the future. 
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Figure 34 - Final hyperdiegetic narrative. 
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4.6 – How the TPP Community Engaged in a Distributed Creative Process 

 This section will summarise findings of this thesis in relation to how the creative process in 

distributed creative communities functioned. First the creative process shares traits regardless of how 

the creative community is organised, much of the findings from research into collaborative creativity is 

very applicable to the distributed creative community of TPP. The importance of community 

leadership that facilitates creativity, the community being motivated by a shared goal, and the role of 

conflict and obstacles in promoting creative thought appear to be among the most important traits for 

creative communities. The obstacles faced by the TPP community included conflicts within the 

community, obstacles within the game, and the difficulty of taking deliberate actions  

 There is always a tension between the individual and the society. In a distributed creative 

community narrative can serve as a sociocultural tool to reinforce the behaviours, interpretation of 

events, and maintain motivation to achieve their shared goal. However, the individual can also build 

upon the work of the community to attempt to influence the narrative and thus the community in the 

direction that they favour. This conflict between the individual participants results in many 

interpretations and other creations, as in a distributed creative community there is no central authority 

that decides on the narrative events allowing for a broad range of conflicting interpretations. 

 Taking these findings the creative engine model was formed with some inspiration from 

metamodern oscillation. The creative engine model describes the distributed creative community is 

beginning with a shared goal, the community then encounters an obstacle or conflict, this obstacle 

demotivates the community, in order to either work overcome the obstacle or navigate around the 

obstacle the community engages in creative thinking, which restores motivation to the community, 

allowing them to continue pursuing their shared goal. 

 The creative engine model demonstrates both the link between obstacles and creativity, but 

also highlights the importance of the shared goal and motivation in maintaining the distributed 

community. The use of this model is to create a method of identifying these key traits of distributed 

creative communities and the links between them, especially when looking at a community with a 

loosely arranged narrative such as the Twitch Plays Pokémon community. 

  



220 
 

4.7 – How TPP Participants Understood their Creativity 

The second major question in this thesis is in how individual participants understood the 

collective creative work of the TPP community. The fictional narrative that emerged from the play of 

TPP came about from the community finding fictional explanations for the strange actions taken by 

the player character in the game and the conflicts and obstacles that the community was 

encountering through play. However, the explanations were disjointed and often conflicted with each 

other requiring TPP participants to form the completed narrative. 

The creative works of a distributed creative community engaged in creating fiction can be 

seen as being narremes. Narremes are the smallest creative expressions that have narrativity, these 

narremes are then used as building blocks to form a complete and more complex narrative. Each 

individual participant has to assemble a narrative as in a distributed creative community there are 

likely to be conflicting narremes and lack of a coherent narrative. This assembled narrative is the 

hyperdiegetic narrative level, this hyperdiegetic narrative is unique to each individual though there 

may be significant crossover amongst people. As each narrative belongs to each individual this 

places these distributed communities as being particularly metamodern in their sensibilities; the 

narratives can be sincere and ironic, and the characters can be heroes and villains in different 

hyperdiegetic narratives. This allows for much more oscillation in the creative works of distributed 

creative communities compared to communities focused on a more static narrative work. 

The assembly of narremes at the hyperdiegetic narrative level is how individuals make sense 

of the collected creative work of their community.  
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Summary 

The creative engine synthesises the ideas of metamodernism oscillation, narremes and 

hyperdiegesis to develop the creative engine model. The creative engine model looks at distributed 

creativity in the TPP community as being encouraged by a repeating pattern of the oppositional forces 

faced by the community, reducing their motivation to achieve their shared goal. Members of the 

community respond to these oppositional forces and maintain community motivation through creative 

acts that help to strengthen their shared goals and cope with the obstacle. 

An examination of examples demonstrated how TPP’s creative engine built up narremes such 

as The Hivemind by reacting to their difficulties inherent in the community trying to play as one. The 

False Prophet is a reaction to the oppositional forces of the PC and a conflict in the community about 

game strategy. By turning The False Prophet character into the fictional cause of these oppositional 

forces the community was able to rally against an imagined foe and avoid their own blame. The Helix 

and Dome developed as a way of addressing the divisions in the community that resulted in the start9 

riots. 

As demonstrated, narremes can be assembled into a fictional narrative, as presented in this 

chapter, although there is no official or correct version of the fiction. The fictitious narrative consists of 

the many narremes that the community created, which can conflict with each other, requiring each 

individual to choose the narremes that they believe are most appropriate. The assembly of narremes 

into a narrative by each individual refers to the hyperdiegetic narrative level. The hyperdiegetic 

narrative level was further explored and how it consists of contrasting and/or oscillating narreme 

interpretations and how they can be seen as an examples of metamodern oscillation. 

Finally, to highlight the exact way in which a user might have come to understand TPP and 

develop their own narrative, an example of participation was detailed by focusing on the experience of 

one hypothetical member of the community. This process also demonstrates the useful application of 

narremes as a narrative unit for understanding how distributed creative communities understand and 

interact with their creative works. 

The chapter concluded with a summation of the creative engine model and how the narreme 

interacts with hyperdiegetic narratives. The creative engine, narremes and hyperdiegesis are 
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abstractions of the complex interactions of a creative community, but abstractions that helps illustrate 

the creative process of the community and the individual participants. This chapter demonstrates the 

usefulness of these ideas in approaching similar distributive creative communities and their work. 

Similar types of analysis could prove useful in future research into distributed creativity, emergent 

narratives, and metamodern artistic communities. 
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Conclusion 

Studying Twitch Plays Pokémon demonstrated how the distributed creative process of the 

TPP community orginated from a shared goal and the obstacles that encouraged creative expression; 

this creative expression then motivated others in the community to continue pursuing the shared goal 

and it allowed the community to narrativize their play. This cycle of a shared goal being interrupted by 

an opposing force leading to creative expression has been termed the creative engine, as laid out in 

chapter four of this thesis. In addition, this thesis demonstrated how members of a distributed creative 

community create their own hyperdiegetic (Hills, 2002, p. 137) narrative by interpreting and 

reinterpreting narremes (Rosenbaum and Semiotic Society of America, 2019), which is how an 

individual engages with the larger distributed creative community. Together, these two ideas explain 

how distributed creative communities engage with the creative process. One part is the community 

that possesses a shared goal and reacts to the opposing forces it faces with novel solutions. 

Narremes were explored primarily as narrative solutions to ludic or community problems; however, 

novel gameplay ideas such as the start9 riots are also novel solutions. The second part of the creative 

process is how the individual is free to construct their own interpretation of the many narremes into a 

hyperdiegetic narrative. The allowance of different interpretations is important to note, as it is core to 

how the community explores novel ideas. This is not a frivolous phenomenon to understand. The 

distributive creative process is an example of the creative process as a social phenomenon. 

Additionally, individuals creating their own narratives from the narremes that they are exposed to 

online is how many people understand the world from fictional and real-world narratives. 

It is important to highlight what was found by this thesis and what issues similar research may 

face in the future. TPP demonstrates how a creative community and engagement in a creative 

community are self-reinforcing cycles. This cycle, termed the creative engine in this thesis, is a simple 

illustration of how creative work emerges from a variety of obstacles faced by a community (practical, 

understanding, internal conflicts, etc.) that helps reinforce engagement with the community through 

creative work. This is not a self-perpetuating cycle; it can simply run its course, as shown by the 

significant decline seen in the TPP community once they achieved their goal of seeing if they could 

collectively win Pokémon Red. The other methodological finding relates to the use of narrative levels 

to separate the complex narratives that exist in interactive narratives and their communities and the 
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use of narremes as a way to explain how an individual member of the community creates their own 

narrative from the small narrative elements presented by the community (Knaggs, 2011; Diker and 

Taşdelen, 2018). 

Unfortunately, however, this thesis demonstrates some core issues for similar studies. The 

first is simply scale; the larger the community is and the longer it is, the greater the volume of data. 

The large volume of data leads to data overload and potential difficulties in performing a quantitative 

analysis and at a large enough scale, even qualitative analysis can be difficult without a strong focus 

on a particular topic such as on fictional religions (Dou, 2017). Relatedly, it may simply not be possible 

to access equivalent data in the future. Social media sites can change their access rules, and legal 

changes to how the internet is allowed to operate may simply make a similar study unfeasible. 

However, this highlights something important for current research; it cannot be assumed that a current 

media phenomenon can be studied in ten years. Regardless of the changes in access to sources 

such as the Twitter API, the loss of users over time would lead to a considerable loss of data. In the 

time since Twitch Plays Pokémon first occurred, I applied to university, completed a master’s degree, 

applied for a doctorate and finished this thesis. If I had waited a single year, I would have lost access 

to data from Reddit because of the new expense of accessing the API. TPP in that same time period 

led to Twitch.tv being sold to Amazon and kickstarted people streaming video games as a widespread 

form of media and people using animated avatars to stream and react to media. This is a long way of 

saying that media studies should not wait to see what is remembered; rather, they should study new 

media as soon as it emerges before it becomes inaccessible or lost. 

Chapter one described  TPP, highlighting the distributed nature of the TPP community, which 

was spread across multiple websites and artforms. This chapter explained the basics of how the TPP 

community operated and demonstrated the importance of the fictional narrative to the community. 

While TPP is a text, it is not a readily accessible text as it involves complex interactions between 

individuals and websites and lacks clearly defined text. Consequently, it was important to establish 

exactly what websites were prominent with TPP, how the community as a whole operated, a 

description of its narratives, and a light quantitative analysis of the existing chat data. The TPP 

community’s relationship with Pokémon fandom was explored, and how this environment provided the 

initial space to establish an environment conducive to creativity, similar to successful collaborative 

creative endeavours such as early Disney animation (Bennis and Biedermann, 1997), was 
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demonstrated. The structure of the websites on which the TPP community existed impacted how they 

operated and demonstrated the TPP community’s possession of the traits that encouraged a 

successful community, particularly that of a shared goal and permissive leadership (Schrage and 

Schrage, 1995). This exploration of the community highlighted the qualities that the TPP community 

possessed that caused it to be a successful creative community and may indicate that research on 

collaborative creative communities and distributed creative communities is in some places applicable 

to both. It was also explained that the conflict between anarchy and democracy was likely a boon to 

the communities creativity, rather than a hindrance as conflict and obstacles can be important to 

creative thinking (Farh, Lee and Farh, 2010). 

Describing the narratives of TPP required some effort, as this description performed the 

important job of detailing the creative work of the TPP community and how TPP’s narratives 

interacted with each other. For comprehensibility, TPP was separated into three narrative levels: ludic, 

discursive, and fictional. Attempting to describe all the interacting narratives as one singular piece 

would have been overly complex and obscured the events of TPP. The ludic narrative described how 

the gameplay issues resulted in obstacles that would cause splits in the community. These divisions 

were discussed in the discursive narratives; both novel solutions would be found along with novel 

explanations. These novel explanations become fictional explanations for events at the fictional 

narrative level. In this way, the anarchy and democracy gameplay mechanics became arguments 

between the two positions, which would become the fiction of the Helix vs. the Dome. 

Finally, Chapter One analysed the comments of the TPP community and identified the most 

popular narremes and the effects of obstacles on decreasing the engagement of the community. By 

analysing the trends of particular narremes and the effects of various obstacles on the TPP 

community; particularly popular and relevant narremes was highlighted for qualitative analysis in 

chapter 4. The qualitative analysis also demonstrated the effect of obstacles on engagement with 

TPP and how divided the TPP community was between anarchy and democracy. 

Chapter two reviewed the theories of creativity needed to explore the TPP community. 

Defining creativity (Amabile, 1988; Sawyer and DeZutter, 2009) and identifying the characteristics of 

creative communities (Bennis and Biedermann, 1997) and remix culture (Knobel and Lankshear, 

2008) provided definitions of creativity and, more specifically, established what a distributive creative 
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community is. While exploring the long history of defining creativity, it was determined that the study 

of creativity has increasingly moved towards creativity as a phenomenon of social interaction 

(Vygotskiĭ, 1971; Csikszentmihalyi, 1998). In researching conflict and creativity, it became apparent 

that conflict and artistic creativity are linked (Rank, 1989; Chiu, 2008) and this might be a key 

component of the creative process. The conflict between anarchy and democracy being a conflict 

internal to the TPP community, and the external conflict between the individual against the community 

both had a role to play in the creation of art works. 

In Chapter Three, the narratological theories required for understanding the TPP community 

were examined. Narrative levels (Genette, 1990), narremes (Rosenbaum and Semiotic Society of 

America, 2019), and hyperdiegesis (Hills, 2002; Knaggs, 2011) provide the concepts and terminology 

necessary for identifying narratives within the TPP community. Narrative levels were adapted to fit 

TPP, providing the ludic, discursive, and fictional narrative levels that would help order the creative 

output of TPP. The idea of hyperdiegesis provided a term for how individuals would create their own 

understanding of TPP narratives. These narratives are constructed from narremes, which are the 

smallest unit of a narrative and help explain how there are TPP narratives despite their lack of a 

singular canonical narrative. Metamodernism provided the concept of metamodern oscillation (Baciu, 

Bocoş and Baciu-Urzică, 2015, p. 35), which served as the initial origin of the creative engine model, 

as well as a method for understanding the contrasts with the interpretations of narremes.  

These three chapters culminated in Chapter Four, which analysed the more popular and 

defining narremes of TPP, their origins, and their different interpretations. The exploration of narremes 

led to the development of the creative engine model, which explains how the oppositional forces 

faced by the community impacted motivation, which in turn led to creative expressions that helped 

continue motivating the TPP community. Chapter Four then used a hypothetical member of the 

community to demonstrate how an individual would encounter, interpret, and reinterpret narremes on 

a narrative level termed the hyperdiegetic narrative level. The creative engine model brought together 

narremes, metamodern oscillation and hyperdiegesis to explain how the TPP community engaged 

with creativity as a distributed creative community. 

The core aim of examining the TPP community was to learn about the distributive creative 

process and to develop better methods for analysing the creative expressions that are increasingly 
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common in our lives. Through this analysis, this thesis has shown that distributive creative 

communities thrive from obstacles and differences that require creative solutions to overcome or 

rationalize (through fiction in this case), this process results in artistic expression. The narratives that 

emerge from distributed communities that are peer-to-peer contain contrasting and conflicting 

interpretations, though individuals can construct their own coherent narrative at the hyperdiegetic 

level from narremes. These two core findings serve as useful beginnings for future research on similar 

distributed creative communities. These communities will differ and exist on different platforms, but 

the structure of the research will still be useful for analysing the complex fan work these distributed 

creative communities, identifying narrative levels, and identifying key narremes. However, owing to 

changes in API access, this research on distributed creative community motivations may struggle to 

acquire similar data in the future. This research benefits from the TPP community preserving its own 

data and access to the reddit API before pricing was introduced. 

As this thesis has demonstrated, the creative engine model provides a way of explaining how 

the contrasts and obstacles to a shared goal that are often pervasive in online communities can be 

core to encouraging participation in the creative process and maintaining the community. By breaking 

narratives down into their narrative levels and narremes, this thesis has made it possible to identify 

and understand how individuals with the same basic building blocks of a narrative can create very 

different hyperdiegetic narratives. By examining the Twitch Plays Pokémon community, as 

demonstrated by this thesis, the creative engine, narremes, and hyperdiegesis help to further our 

understanding of how a distributed creative community engages in the creative process and how 

people engage with these increasingly common avenues of creative expression. 

Future Research 

This thesis’ methodological approach could serve as a useful framework for examining other 

online communities that are engaged in distributed creativity. The narreme (or a more refined future 

concept) is useful for understanding narratives that are not as clearly definitive as those of most 

media products. Similarly, hyperdiegesis is a useful concept for addressing how individuals construct 

their personal narratives from unstructured narremes that emerge from a distributed creative 
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community and possibly serve as a somewhat useful way of describing how a fandom engages in 

creating its own canon of fiction. 

However, one of the issues this study faced, and future research will face, is accessing data. 

TPP was chosen over other potential distributive creative communities because its data was 

accessible. Being able to study a full dataset mitigated against researcher bias (e.g. unintentionally 

picking comments and creative work that supported the research). Similar research may not be as 

possible in the future, as social media companies are becoming increasingly protective of their API. 

Loss of API access is unfortunate, as it limits both the replicability of this research and the particular 

methodology. In the course of this research, the data, videos, raw data, and images have been 

preserved so that future researchers can pursue a study of the gameplay of TPP with a similar 

approach. 

A combined qualitative and quantitative analysis has flaws; however, it is a useful approach 

that can provide a deeper understanding of how distributive creative communities’ function. The 

quantitative analysis of data provides a less biased perspective for research to identify what broad 

communities are interested in. Quantitative analysis and the preservation of data provide a check on 

the inevitable researcher bias when approaching large and complex communities. A qualitative 

analysis of distributive creative communities that explores the complexity of expression and 

interpretation provides a vital foundation for understanding how individuals interact with both 

communities and narratives. Given the complexity of digital media, both quantitative and qualitative 

analyses are useful for exploring communities’ reasons for being creative. 

While TPP does seem to be related to the metamodernist turn in media, it is not clear from 

this research if it is a trend that is indicative of many internet communities, or simply one lens for TPP 

to be perceived through. However, metamodernism is potentially useful as a way of understanding the 

contrasts that can occur in many fandoms, such as works with dark themes and mature topics being 

explored humorously and lightly to focus more on characters. Additionally the way in which individuals 

assemble a hyperdiegetic narrative from the narremes they have been exposed to, and that they like, 

may have implication for how individuals form strong opinions based on fragmented headlines, news 

stories and anecdotes. As narratives are not solely a phenomenon of fiction, but also of politics, 

business, education, technology, and many other areas of life. 
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The primary area for future research may be the idea of the creative engine. As presented in 

this thesis, the creative engine is aimed at explaining the activities of an online distributed 

communities and explored as a way of understanding how a variety of narremes emerged. However, 

the concept presented here could have a much larger potential application for studies understanding 

both creativity and community processes. Creativity as a reaction to an oppositional force is not a 

particularly novel concept, but structuring it in a manner that can be cyclical might explain how some 

internet communities become overly focused on particular topics. Unresolvable topics can maintain 

community engagement, and these unresolvable topics may create a less positive and less creative 

community over time, which is a question worth exploring as a research topic. The creative engine 

may also help to understand why some distributed communities thrive for a long period of time, and 

other disappear, as a shared goal is vital to the continued work of the creative engine. 
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Appendix A – Processing of data sources into interoperable csv files 

#convert the date/time on the twitch chat data into a standard d/m/y h:m format 

Twitch_Chat_data_full$UNIX <- as.POSIXct (Twitch_Chat_data_full$`Date/Time`, 
format="%d/%m/%Y %H:%M") 

#convert the standard date/time into a numeric unix timecode 

Twitch_Chat_data_full $ UNIX2 <- as.numeric (as.POSIXct(Twitch_Chat_data_full $ UNIX)) 

#correct the Unix timecodes to the gmt timezone and the Unix time startdate of 1970 

Twitch_Chat_data_full $Date_Time <- as.POSIXct(as.numeric(Twitch_Chat_data_full$UNIX), 
origin = "1970-01-01", tz = "gmt") 

#take the unix time and check it matches the date/time while making columns for date and time 

Twitch_Chat_data_full $Date <- as.Date (Twitch_Chat_data_full $'Date_Time') 

Twitch_Chat_data_full $Time <- format (as.POSIXct(Twitch_Chat_data_full $'Date_Time'), 
format = "%H:%M:%S") 

 

Renaming and reordering of columns 

#change names of columns 

colnames(Submissions_csv)[1] ="Username" 

#reorder columns 

Twitch_csv <- Twitch_Chat_data_full[, c(5,4,6,7,2,3)] 

#saving of transformed data into a csv file 

write.csv(Reddit_Comments, "C:/Users/jackj/Desktop/Reddit_comments.csv", 
row.names=FALSE) 
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Appendix B – RStudio code used in analysing data 

Simple RStudio requests 

#This line asks to return every row from the twitch chat dataset whose date matched March 
second, easily adjustable for multiple datasets and dates. Multiple lines can be listed in a r 
script and set to run each after each other. 

 Twitch_Chat_data_full[Twitch_Chat_data_full$Date == '2014-03-02',] 

#Separation of sentiments 

Afinn_0<- Sentiment_Afinn[Sentiment_Afinn$Sentiment == '0',] 

surprise 

sum(Sentiment_NRC[which(Sentiment_NRC$Sentiment=='positive'), "n"]) 

#this counts every comment reading exactly only the term democracy in the feb17 dataset 

length(grep("^democracy$", feb17$Comment)) 

#This counts every instance of the term dome throughout the comments column of the feb1 
dataset, ignoring capitalisation 

length(grep("Dome", feb1$Comment, ignore.case=TRUE)) 

 

Subreddit comment and thread downloader 

#download the python code 

git clone https://github.com/pistocop/subreddit-comments-
dl.git 

#set working directory for python 

cd subreddit-comments-dl  

#Install required python Packages  

pip install -r 
requirements.txt 

  

 

#Set the subreddit to download from in batches of 512 and repeat the process 3000 times for 
all content before unix time 1393761600 (GMT: Sunday, 2 March 2014 12:00:00) when TPP Red 
was completed 

 

python src/subreddit_downloader.py twitchplayspokemon --batch-size 512 --laps 3000 --
reddit-id nZLqNFJzJA-fpgjJlQT5Bw --reddit-secret PhdEyYbljdJRfr0JZBGNj_g5lbHB0g --reddit-
username Starship_Fetishist --utc-before 1393761600 
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Transforming twitch chat log files into usable format 

#Python code that takes a log file and describes how to change each line into columns and 
rows 

python src/dataset_builder.py 

dir dataset     

= Csv.Document(File.Contents("C:\Users\jackj\Desktop\Log 
files\ttp_0\tpp_0_000002.log"),[Delimiter="#(tab)", Columns=1, Encoding=65001, 
QuoteStyle=QuoteStyle.None]) 

= Table.TransformColumnTypes(Source,{{"Column1", type text}}) 

= Table.AddColumn(#"Changed Type", "Text Before Delimiter", each 
Text.BeforeDelimiter([Column1], " "), type text) 

= Table.AddColumn(#"Inserted Text Before Delimiter", "Text Between Delimiters", each 
Text.BetweenDelimiters([Column1], " ", " "), type text) 

= Table.AddColumn(#"Inserted Text Between Delimiters", "Text Between Delimiters.1", each 
Text.BetweenDelimiters([Column1], " ", " ", 1, 0), type text) 

= Table.AddColumn(#"Inserted Text Between Delimiters1", "Text After Delimiter", each 
Text.AfterDelimiter([Column1], " ", 2), type text) 

= Table.RemoveColumns(#"Inserted Text After Delimiter",{"Column1"}) 

= Table.RenameColumns(#"Removed Columns",{{"Text Before Delimiter", "Date"}, {"Text 
Between Delimiters", "Time"}}) 

= Table.CombineColumns(#"Renamed Columns",{"Time", 
"Date"},Combiner.CombineTextByDelimiter(" ", QuoteStyle.None),"Merged") 

= Table.TransformColumnTypes(#"Merged Columns",{{"Merged", type datetime}}) 

= Table.RenameColumns(#"Changed Type1",{{"Merged", "Date/Time"}}) 

 

Performing a word count on the corpus of data 

#join reddit datasets by comment column 

df = merge(x=Reddit_comments,y=Reddit_Submissions,by="Comment",all.x=TRUE) 

#load variety of packages used for RStudio analysis 

packages <- c("wordcloud", "tm", "Rcolorbrewer", "NLP", "SnowballC", "tidyverse", "tmap", 
"dplyr", "tidytext", "ggplot2", "stringr", "tidyr") 

#ensure packages are loaded 

lapply(packages, require , character.only = TRUE) 

#write the dataframe to a text file 

#take text file of comments made from twitch and reddit datasets and transform into values 

Reddit_all<- readLines("D:/Thesis/Reddit_all.txt") 
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#convert COMMENTS values into a Corpus dataset named Comments text  

Comments_text <- Corpus(VectorSource(COMMENTS)) 

#remove punctuation that is not needed for counting words 

Comments_text_clean <- tm_map(Comments_text, removePunctuation) 

#convert all letters to lowercase to avoid not counting capitalised words 

Comments_text_clean <- tm_map( Comments_text_clean, content_transformer(tolower)) 

#Remove numbers so they are not counted alongside words 

Comments_text_clean <- tm_map(Comments_text_clean, removeNumbers) 

#Remove unnecessary whitespace 

Comments_text_clean <- tm_map(Comments_text_clean, stripWhitespace) 

#remove simple words like to, in, a, the, etc… that provide no useful data when counted 

Comments_text_clean <- tm_map(Comments_text_clean, removeWords, 
stopwords('english')) 

#remove the standard Twitch Plays Pokémon  inputs from the comments 

Comments_text_clean_inputs <- tm_map(Comments_text_clean, removeWords, c("a", "b", 
"left", "right", "up", "down", "start", "select")) 

#this step is performed after performing the initial wordcount to remove words and terms that 
are not useful data from the initial count. 

Comments_text_clean_inputs2 <- tm_map(Comments_text_clean_inputs, removeWords, 
c("joined", "tmi.twitch.tv", "testserver.local", "http", "kappa", "imgur.com", "tinyurl.com", "i.imgur.com", 
"adf.ly", "https", "www.twitch.tv", "strawpoll.me", "www.youtube.com")) 

#This process is performed to convert the corpus back into a dataset for counting 

dictCorpus <- Comments_text_clean_inputs2 

#This step removes the ‘ing’, ‘ly’, and similar  modifiers from words to help with counting 

Comments_text_clean_inputs2 <- tm_map(Comments_text_clean_inputs2, stemDocument) 

# tokenize the corpus 

Comments_Tokenized <- lapply(Comments_text_clean_inputs2, scan_tokenizer) 

# stem complete each token vector 

Corpus_dataframe <- lapply(Comments_Tokenized, stemCompletion, dictCorpus) 

# concatenate tokens by document, create data frame 

Corpus_Sentiment_df <- data.frame(text = sapply(Corpus_dataframe, paste, collapse = " "), 

stringsAsFactors = FALSE) 

#set the dataset to be readable for a word count 

Corpus_Sentiment_df <- tibble(Text = COMMENTS) 
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#have RStudio count each word and create a new dataset listing each word and the 

count of how many times it appeared 

Comments_words_processed <- Comments_df %>%  

  unnest_tokens(output = word, input = Text) 

Comments_words_processed <- Comments_words_processed %>% 

  anti_join(stop_words) 

Comments_wordcounts_processed <- Comments_words_processed %>% count(word, sort = 

TRUE) 

Graphing 

#counting the words from a created corpus 

Comments_wordcounts <- Comments_words %>% count(word, sort = TRUE) 

#Generating a Word Cloud from  word count list 

wordcloud(words = wordcloud_pruned$Words, freq = wordcloud_pruned$Value, min.freq = 1, 

max.words=200, random.order=FALSE, rot.per=0.35, scale=c(3.5,0.5),colors=brewer.pal(8, "Dark2")) 

#Alternative word cloud method including shaping 

wordcloud2(data=wordcloud_pruned, size=0.2, shape = 'pentagon') 

 

Generating sentiment analysis 

#Joining the sentiment lexica with the corpus to determine frequency 

Sentiment_ bing <- Wordcount_ALL %>% 

  inner_join(get_sentiments("bing")) 

Sentiment_ AFINN <- Wordcount_ALL %>% 

  inner_join(get_sentiments("AFINN")) 
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Sentiment_NRC <- Wordcount_ALL %>% 

  inner_join(get_sentiments("nrc")) 

#Method for visualisation of sentiments from NRC lexicon 

Visualisation_NRC %>% 

  group_by(Sentiment) %>% 

  slice_max(n, n = 10) %>%  

  ungroup() %>% 

  mutate(Words = reorder(Words, n)) %>% 

  ggplot(aes(n, Words, fill = Sentiment)) + 

  geom_col(show.legend = FALSE) + 

  facet_wrap(~Sentiment, scales = "free_y") + 

  labs(x = "Contribution to Words",  y = NULL)  

) 
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Appendix C – Sentiment Analysis 

The same dataset used to count words functions well for sentiment analysis. There are three 

frequently used lexicons useful for sentiment analysis: ‘Bing’, ‘NRC’, and ‘AFINN. All three provide 

different approaches to determining the usage of negative and positive terms by associating different 

words as either positive or negative. The Bing lexicon achieves this by labelling words as positive or 

negative and counting the number of occurrences within a corpus. The AFINN lexicon instead assigns 

a -5/+5 rating to the words in its lexicon, providing a stronger indicator of the strength of sentiment 

and which words affect the sentiment most strongly. Finally, the NRC lexicon broadens the terms 

associated with words to nine, associating words with multiple basic emotions, such as anticipation, 

joy, trust, etc… 

The three lexicons can be joined to the TPP corpus of comments, resulting in three pieces of 

information: words, their frequency of use, and their associated sentiment. This provides us with an 

idea of what the general mood of the community was and what particular terms are associated with 

the TPP community’s moods. However, it is not possible to simply run a sentiment analysis that tells 

us what the TPP community feels, as the three lexicons have biases that can interact with TPP’ 

comment corpus unexpectedly. The three lexicons associate words with positive and negative 

sentiments on the basis of their typical usage; with the NRC lexicon adding some additional measured 

sentiments. There are words with strong associations that appear in the corpus that have different 

meanings for the TPP community. A particular example of this is the NRC lexicon, which associates 

the word ‘joined’ with a generally positive sentiment. This is not a surprising or unusual choice; 

however, as in the TPP comment corpus ‘joined’ is used extremely frequently as an automated 

notification for when a user has joined the chat. 

There are two particular examples of how these lexica had to be considered with respect to 

the TPP community. The first is the case of anarchy and democracy; both words in English-speaking 

works are usually associated with negativity and positivity, respectively. Aside from the two words 

having different connotations in TPP, it must also be recognised that the vast majority of uses of the 

words in the corpus are voting for a switch in gameplay mode. Additionally, the extreme frequency of 

each word makes any use of Anarchy or Democracy in a graph meaningless. Consequently, Anarchy 

was removed for negative, fear, and disgust sentiments. Democracy and the word joined were 
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removed from the NRC positive sentiment. Finally, the word start was removed from measuring 

anticipation because of its use as an input increasing the frequency of its usage. 

 

Figure 35 – Bing lexicon graph showing why Anarchy was removed. 

The contrasting example of where words were kept as part of the set was in relation to words 

such as praise, lord, god, holy, and hail, which affect positive, negative, trust, joy, fear, and 

anticipation sentiments. In this case, these words were used more frequently in the community than in 

other nonreligious communities. However, despite the frequency of the word’s usage being higher, 

the accuracy of the usage is still relevant. The community did ‘Praise Lord Helix’ as an exultation of 

joy; they also invoked ‘lord Helix’ in relation to anticipation of events that they feared. While it is an 

unusual situation for the word’s usage, the words were used as the NRC lexicon anticipated. 
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The sentiment analyses provide us with a large collection of approaches to support claims 

about what the TPP community felt about particular ideas and concepts as a community rather than 

relying on the comments of individual members of the community. We will examine each lexicon and 

its use for studying the TPP community. 

 

Figure 36 – Bing Lexicon; ‘positive’ words most used by the TPP community. 

Among the positive terms, the Bing lexicon recognises praise, hail, and holy, which are all 

terms that the TPP community strongly associated with the Church of the Helix and its associated 

characters. Praise in particular is highly rated because of the ‘Praise the Helix’ meme; the term heal is 

related to the game mechanism of healing Pokémon back to full health. Progress, victory, and win are 

words that strongly indicate the drive for the community to beat the game. The words wow and free 

are less easy to associate with a particular concept or drive. The word love, which features highly and 
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does indicate a general passion within the community for both TPP as an experience and a 

community. This demonstrates how the Bing lexicon can indicate both the importance of the Church 

of the Helix to the TPP community and the community’s drive towards victory being the primary 

motivator for the community. 

 

Figure 37 – Bing Lexicon; ‘negative’ words most used by the TPP. 

The negative terms feature a number of game mechanics driving the highest results as well 

as memetic elements driving other results. The words wrong, hell, die, damn, and kill have no specific 

meaning for TPP. Grind refers to a gaming strategy of repetitive actions to level up Pokémon; 

similarly, an attack is likely highly rated because it refers to the moves Pokémon use in battle. The 

term stuck being highly rated helps to demonstrate how frustrating the community found game 

experiences where they were unable to make progress in the game and how frequently this 

experience was a concern for the TPP community. 



268 
 

The remaining two words have a connection that is not immediately apparent, rip and false. 

The term rip is part of the often-repeated meme ‘RIP Digrat’, and the word false is part of the name 

‘The False Prophet’. In the narratives, The False Prophet’ is considered both directly responsible for 

the death of Digrat and for the emergence of democracy. The False Prophet also showed up at the 

same time that the community was stuck dealing with the maze in the Team Rocket Hideout, which 

was a navigational puzzle that Anarchy seemed incapable of dealing with. The Bing lexicon highlights 

how discouraging this period of time was for the TPP community. 

 

 

Figure 38 – AFINN lexicon ranking the -5/+5 sentiment of the 25 most used. 

Where the Bing lexicon presents positive and negative binary values, the AFINN lexicon 

transforms this into a spectrum, rating words from -5 to +5 on a subjective scale of how negative a 
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word is perceived. Although there is a potential debate over whether damn should be -3 instead of -4 

or if lol should be 2 instead of 3, the general placements of words are appropriate for creating an 

overall sense of the TPP community’s sentiment. The words with a -5 rating are typically slurs and 

stronger curse words, and the +5 sentiment is unambiguously positive words such as hurrah, superb, 

and breath-taking. 

This granularity provides us with a more nuanced understanding of the reasons that pushed 

the community into negative or positive attitudes. While the top-rated -1 words are typically related to 

game mechanics used and attack/cut, engaging in a fight or battle, most of the other words indicate 

the frustration that the TPP community often felt; stop (1), riot (-2), and wtf and hell (-3) all indicate 

reactions to frustrations. Similarly, the positive actions reinforce the religious terms heavy influence 

that Jesus, god (+1), hail (+2), and praise (+3) all have significant impacts on positive sentiment. 

Progress, save (+2), and win (+4), demonstrating the importance of making progress in the game to 

the TPP community. The results are unsurprisingly similar to those of the Bing lexicon, but both 

methods providing similar indications are useful when making claims about the TPP community. 
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Figure 39 – Most impactful positive AFINN results. 

 Rather than presenting all ten increments of positive-negative results, looking at two graphs 

should be sufficient to demonstrate the AFINN lexicon more fully. The results for 3-rated positive 

words help show how important the word ‘praise’ was for affecting positivity, but the slang ‘lol’ (Laugh-

out-loud) also shows that responding and valuing humour was important to the community. The next 

two highly ranked words are ‘love’ and ‘nice’. Love being a particularly strong and highly rated term, 

and nice often being used as quiet appreciation of a successful action in a game. Notably, of the 

remaining positive terms, both ‘haha’ and ‘hahaha’ respond to humour much like lol. 
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Figure 40 – Most impactful negative AFINN results. 

Considering this graph, a difference in scale should be noted because, owing to the words 

‘praise’ and ‘lol’ having results in the 40,000 range, the positive graph has a much larger x-axis range. 

In contrast, the highest negative result only reaches a number equivalent to the terms ‘love’ or ‘nice’ 

around the 9500 range. The negative terms are notably not particular to TPP, being all generic 

negative terms that one might expect in any collection of internet comments. The only word that might 

be unusually highly rated is ‘evil’ owing to its association with The False Prophet and Democracy. 
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‘Lost’ naturally is highly rated because the TPP community has lost battles, but this is expected in 

many games. 

 

Figure 41 – NRC sentiments. 

The NRC lexicon uses a multipolar approach to associating words with particular sentiments, 

and an individual word can be associated with multiple different sentiments and provide an impression 

of how strong each sentiment is overall in the TPP community. This lexicon particularly calls the word 

‘vote’ into focus, as it appears under every sentiment except for fear and disgust and is particularly 

strong for anger. This indicates how voting was the core of the conflict between Anarchy and 

Democracy and helps us to narrow in on particular terms and how they demonstrate particular 

sentiments within TPP. In a similar manner, it can also help to identify what is not present. 
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The word ‘vote’ is also highly ranked in surprise and sadness; however, these two sentiments, 

along with disgust, have very low rankings, disgust only appearing so highly owing to the word ‘lord’. If 

the word lord is removed, the disgust sentiment is almost irrelevant. While it may be thought that 

surprise would rank highly along with anticipation, which demonstrates that the game Pokémon Red 

being well known ruined surprises, and owing to the long periods of time where the TPP community 

would work towards a consensus, there would be plenty of time for the community to prepare itself for 

many possible outcomes. 

 

Figure 42 – NRC sentiment ordered from weakest to strongest. 

The NRC lexicon combined with the Bing and AFINN lexica provides a method to evaluate 

what the TPP community generally felt. By using the three sentiments and being aware of the 

mischaracterisation of some words in the TPP context, it becomes possible to support claims about 

the TPP community’s attitudes, priorities, and interests. It is apparent that the TPP community was 

mostly positive and tended to have trust in its members. The TPP community was also defined by its 

anticipation and fear, as they played Pokémon Red while generally not being surprised by events. 

The lack of surprise likely has to do with the community’s familiarity with Pokémon Red. This 

demonstrates how the community’s players were often concerned about events they knew were 

upcoming. 
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