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Abstract: This paper is part of broader research entitled “Analysis of the YouTuber Phenomenon
in Spain: An Exploration to Identify the Vectors of Change in the Audio-Visual Market”. My main
objective was to determine the predominant audio-visual genres among the 10 most influential
Spanish YouTubers in 2018. Using a quantitative extrapolation method, I extracted these data
from SocialBlade, an independent website, whose main objective is to track YouTube statistics.
Other secondary objectives in this research were to analyze: (1) Gender visualization, (2) the originality
of these YouTube audio-visual genres with respect to others, and (3) to answer the question as to
whether YouTube channels form a new audio-visual genre. I quantitatively analyzed these data
to determine how these genres are influenced by the presence of polymediation as an integrated
communicative environment working in relational terms with other media. My conclusion is that
we can talk about a new audio-visual genre. When connected with polymediation, this may present
an opportunity that has not yet been fully exploited by successful Spanish YouTubers.

Keywords: polymediation; YouTube; YouTubers; audio-visual genre; SocialBlade; elRubius

1. Introduction

The research on YouTubers, as a recent sociocultural and technological phenomenon, does not
have a long tradition. This was the main reason for developing this research, which should be
urgently completed because YouTube is a phenomenon that is decisively influencing contemporary
audiovisual consumption and causing a series of dysfunctions in understanding audiovisual
processing, production, distribution, and consumption. These dysfunctions are not necessarily negative,
but I propose some ideas for more fluid short-term development. To do this, I propose a simple hybrid
(quantitative and qualitative) analysis method, in addition to applying a theory of audiovisual media
called polymediation.

In this paper, I present research that emerged from the research group to which I belong,
INFOCENT (Informacion, Ocio y Entretenimiento/Information, Leisure, and Entertainment), at the
Universidad Rey Juan Carlos (Madrid, Spain), that has been underway since 2017. This report is part
of a research project entitled “Analysis of the YouTubers Phenomenon in Spain: An Exploration to
Identify the Vectors of Change in the Audio-Visual Market”, directed by the principal investigator,
Alvarez Monzoncillo. In this research, we propose a methodology to analyze how the YouTuber
phenomenon might be a new audio-visual paradigm that sheds some light on the tendency of
audio-visual entertainment in the coming decades. The emergence of content creators on YouTube,
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whose profit is related to the number of views of their content and the new audiences that are migrating
from classic media, is revolutionizing the viewing of audio-visual content on the Internet. YouTube
is generating a new market formed by a worker-producer that generates content, an audience or
public in some cases with interactive behavior (prosumers), advertisers who buy the advertising
spaces of various formats on these channels, and a monetary flow related to this advertising.
In INFOCENT, we analyzed this phenomenon through several work scenarios, some indications
of research, and a methodology to address the subject, using mixed and transversal techniques that
combine qualitative and quantitative research.

The main hypothesis (H1) that we address is that the consumption, creation, and distribution
of audio-visual content generated by users (UGC or user-generated content) on the Internet, mainly
on YouTube—popularly known as “YouTubers”—will not substantially change the context of the
consumption, creation, and distribution of audio-visual content of the traditional broadcasters or
OTT services in the short term. OTT or over-the-top refers to the delivery of audiovisual content
streamed over the Internet without the involvement of an Internet service provider (ISP) in the control
or distribution of the content. The ISP is neither responsible for, nor is able to control, the viewing
abilities, copyrights, and/or other redistribution of the content, which arrives from a third party and is
delivered to an end-user’s device” [1].

Within this methodological framework, my paper is an original individual proposal, which is
framed within the aforementioned research, that I have completed individually. My research shows
a synchronous cut on a specific date: 5 May 2018. From this cut, I obtained a data packet extrapolated
from SocialBlade, a proven tracking website of some relevant social networks. I explain this further in
the method section.

In INFOCENT, we obtained clues as to how many aspects are changing in the traditional audio-visual
consumption model: Generation of a community in permanent connection, new aesthetics and
genres, new business models, increase in social disaggregation, nomadic and multiscreen consumption,
omnivorous consumers, etc. These characteristics led me to use a theoretical concept—genuinely used in
my own research—that, although recent, collects these in addition to providing additional theoretical
value: Polymediation. This concept is related to the second hypothesis (H2) that we investigate:
We think that the main YouTuber motivation is not the need, but the opportunity to provide content.
So, the key factors of YouTuber success would be substantially different from the traditional factors:
YouTubers focus on sharing a personal experience, creating a special audio-visual process, and building
a trade name authorship, using for this any appropriations strategy, parody, pastiche, etc., which are
factors related to polymediation.

This opportunity, given the need, is related to a certain narcissism or egocentrism present in
social networks. Elsewhere, I analyzed the type of representation model that gives rise to this basic
feature of the relationship of users (creators and consumers) with YouTube and other similar media [2].
As Ksinan and Vazsonyi claimed, there is a lack of consensus about how narcissistic Internet use
impacts social relations, but this result could be due to the lack of differentiation between two distinct
types of narcissism: A grandiose type and a vulnerable type, which function differently “with Internet
behaviors and social outcomes”. In their research, they concluded that:

The links between narcissism and social anxiety/social self-efficacy were partially mediated by
preference for online social interactions (POSI); however, the two types of narcissism show distinct
links to the two outcomes. Vulnerable narcissism was positively associated with POSI, which indirectly
predicted problems for both measures of social relations; in contrast, grandiose narcissism was only
directly and positively associated with social self-efficacy and negatively with social anxiety [3].

Here, I clarify that some of the success cases that I have recorded are categorized into this type
of grandiose narcissism, whereas in other cases, this categorization is more problematic. All these
successful YouTubers make this narcissistic exhibition a business by means of the monetization allowed
on the YouTube platform. In this sense, this kind of business existed already in the origins of YouTube,
with audio-visual characteristics originating in the prosumer, as can be deduced from this statement
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from one of YouTube’s co-founders, Jawed Karim: “It was the first time that someone had designed
a website where anyone could upload content that everyone else could view” [4] (p. 22).

Related to narcissism, but analyzing Youtubers from what Cocker and Cronin called the new cult
of personality, they “differ from their traditional counterparts through collaborative, co-constructive,
and communal interdependence between culted [sic] figure and follower”, to the point that in Youtube,
“the “culting’ [sic] of social actors becomes a participatory venture” [5]. Again, polymediation would
be the key to shedding new light on the YouTuber phenomenon. This analysis could be applied
to some of the success stories that I found in my sample, as the most famous in the Spanish case:
elRubius. One of the keys can be found here: The emergence of many current YouTubers. As alleged by
Levy, “it is no longer enough to have the American dream of fame and fortune ephemerally available
to everyone—people want it on their desktops and on their cell phones” [4] (p. 167). Therefore,
this narcissism, from the consumer side, would also be one of the YouTuber phenomenon success keys.
Narcissism was analyzed in the same line by Ashman et al. [6] when they claimed that YouTubers
“encourage a self-centered subjectivity where individuals pursue their own self-interest by seeking
popularity at all costs” (p. 482).

Beyond this relative narcissism, but still related, other authors, such as Lange [7], discussed
YouTube as a provider of videos of affinity, understood as all kinds of feelings of connection among
the users (p. 73). It does not mean necessarily generalist videos—none of the success stories I found
can be classified as such—but a "selection of audience" (p. 74). While for traditional television this
would be problematic in success terms of translatable monetization, in this case, success is drawn
from the wide audience, if one considers the diffusion of Spanish language in the world as virtually
more than 477 million people speak Spanish as a native language, the second in the World after
Mandarin Chinese, in 31 different countries, and 572 million Spanish speakers as a first or second
language—including speakers with limited competence—and more than 21 million students of Spanish
as a foreign language [8]. Also by the easy access, both by the interface and by not being conditioned
by television programming. YouTube is also available indefinitely. One of the successful genres I have
found that focused on video game commentary, or gameplay, is originally from the Internet era, and is
related to this feeling of affinity. As Lindley stated, in gameplay, the YouTuber explains how they
interact with video games, its rules, and how to challenge and overcome the games [9] (p. 183).

However, other authors, such as Ashman et al. and Berlant [10], balanced what is perhaps
a too optimistic or naive vision of the YouTuber world, as previous studies have not addressed the
“three main wellsprings: The dynamics of competition, the creativity dispositif [sic], and technologies of
the self” that “detrimentally affect the quality of their lives and collectively institute a ‘cruel optimism’
which promises much but delivers little” [6] (p. 1). This cruelty refers to the fact that YouTubers” work
“links so tightly to their self-esteem—since it derives from doing something they deeply desire—yet
the gains evidently manifest quite precariously” [6] (p. 482). I would say this is the case for most of the
samples that I have examined in my research. In this sense, as I will show at the end of the analysis,
and as Hess claims in a more political sense:

The structural limitations of the medium of YouTube and the overwhelming use of YouTube
for entertainment diminish the response. Ultimately, YouTube’s dismissive and playful
atmosphere does not prove to be a viable location for democratic deliberation about serious
political issues. [11]

I'have noted above how YouTubers’ audio-visual production differs from traditional production.
The most obvious difference is its distribution, as in this case, through a channel posted on YouTube.
Even though several of the case studies that I review would seem to be amateur productions, they have
millions of views. The democratization (lowering) of the media is not only shown in the production
(video recording), but, above all, in the distribution level, because, as Bell et al. noted, “the mechanics
and architecture of platforms, such as YouTube and Facebook, have provided a rich breeding ground for
these types of cheaply produced content” [12]. In that sense, I agree with Burgess and Green [13] when
they say that “the distinction between market and non-market culture is unhelpful to a meaningful or
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detailed analysis of YouTube as a site of participatory culture”, as it is a platform with low entry barriers
as YouTube provides a structure for what has always been the most complex, remote, and expensive
custom of access for amateur production: Distribution and exhibition (p. 103). Thus, with the lowering
of production costs, success only depends on the YouTuber knowledge, participation in the YouTube
ecosystem, the savvy with which they produce content, and their mastery of YouTube’s homegrown
forms and practices (p. 104).

Duffy united both perspectives that I have been handling, one more psychological in its narcissistic
conclusion and another more entrepreneurial, like the one I have just described. Duffy discussed
neoliberal ethics and its implications, with a special interest in the case of entrepreneurial
women—although they have a low presence in my body of work. Duffy draws attention to the
gap among those who find lucrative careers and the rest, maybe dreamers, whose “passion projects”
amount to free work for corporate brands as they:

were motivated by the wider culture’s siren call to get paid to do what you love. But what they
experienced often fell short of the promise: Only a few young women rise above the din to
achieve major success. The rest are un(der)-paid, remunerated with deferred promises of
‘exposure’ or ‘visibility”. [14]

In the terms that I apply, this could be expressed as: Work to feed your ego—and maybe you
will be monetized the remaining effort from that value. Duffy stated that “through the framework
of aspirational labor, these women come to resemble the traditional media workers [ ... ] they have
defined themselves against [and finally] reaffirming the already-tight bond between consumption and
femininity” [14].

These ideas were also reported by McRobie who analyzed the same dilemma as Dulffy, also with
a feminist perspective, but using professionally, Berzosa thinks about it as subjects focused on
activities that were part of the public sector in the past (children, elderly, and the vulnerable caring).
Finally, McRobie launched a question that, after analyzing the cases of successful Spanish YouTubers,
is addressed in my conclusions as a sociopolitical reflection: Are the YouTubers and similar practices
of creative labor able “to mobilize a new radical voice”? [15].

Beyond the feminist approaches in a medium as young as YouTube, one cannot lose sight of
the fact that, as pointed out by Burgess and Green from cultural studies, YouTube is a media of
“participatory culture”, but the implications must be taken seriously because YouTube is considered to
be their “core business” [16]. The idea was not originally introduced by them as Jenkins had already
spoken earlier about this kind of participatory culture when he stated that:

Circulation of media content—across different media systems, competing media economies,
and national borders—depends heavily on consumers’ active participation [ ... ] a cultural
shift as consumers are encouraged to seek out new information and make connections among
dispersed media content. [17]

Despite this, Burgess and Green pointed to political contradictions and commercial culture
mediation, born of an environment whose diversity in multi-platform digital distribution makes it
difficult to call YouTube just “the mainstream media”.

In the Ibero-American area, researchers, like Sabich and Steinberg [18], followed the same line as
Burgess and Green and Jenkins, stating that:

The enunciation mechanisms typical of the YouTuber discursivity build a narrative structure that
tends to professionalization, a form of multidirectional appearance of contemporary subjectivities and
a specific logic of intervention, socialization and interaction in the Internet (p. 1).

What has already become popular both in academia and among YouTubers is the use of the
concept of “communities” instead of a “social network”, which has fallen into disuse for these cases
of YouTube channels [19]. From this same perspective, Elorriaga and Monge [20] focused on the
influencers of YouTubers subgenre, analyzing how there are some YouTubers, even starting from
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amateur positions, that have managed to shape communities and have necessitated "brands to re-invent
their communication to keep connecting with their consumers". This is the case, for example, of the
YouTuber, Verdeliss, a 33-year-old mother of several children who was successful among the Spanish
YouTubers at the end of 2018.

This ability of the influencer YouTubers, as indicated by Pérez-Torres et al. [21], reminds us
that, beyond the negative impact that I have pointed out above, the YouTuber universe is perhaps
one of the most decisive for the creation of codes related to the construction of adolescent identity.
As they specified, “most of the messages relating to personal identity were aimed at transmitting the
self-impression of the YouTuber and the relationship of that self-impression with his gender identity,
sexual orientation, and vocational identity [ ... ]” (p. 1). Teen followers interact with YouTubers
as one more expression of the fan phenomenon, adding to it by telling their personal stories. So,
to understand the development of personality during adolescence—which is one of the age sectors that
most interacts with YouTube—it is necessary to conduct further research into that interrelation. In this
sense, “YouTubers are perceived by young people as their peers, but also with qualities (creativity or
talent) that they often admire” (p. 69).

Ramos-Serrano and Herrero-Diz [22] delved into the influence aspect not as a subgenre, but as
a basic characteristic of the successful YouTubers because they create opinion, and this makes them
attractive to companies and the industry. They concluded “the key of [a YouTuber] success is the
community of followers and that is why his future will depend on his ability to keep the balance
between his specialization and the commercial content” (p. 115).

From an initial approach similar to mine, Scolari and Fraticelli [23] analyzed the production
of the quantitative data collect from the top 10 Spanish YouTubers. They textually analyzed the
five top videos of each of these YouTubers. I share one of their research questions: “What genres
can be identified in the top Spanish YouTubers” production?” (p. 1). The date of the sample was
2 July 2015, so it will be interesting to see if some evolution in the audio-visual genres that they
located has occurred. I only anticipate that two of the top 10 Youtuber channels are still listed in
2018-2019: ElrubiusOMG and vegetta777 (p. 11), which highlights the fierce competition in this type
of entertainment channel. Besides, certain kinds of YouTuber audio-visual production are related to
aesthetics and content “to satisfy the desires of a new generation of viewers formed in hypertextual
experience” (p. 7). This brings us back to the concept of polymediation, which can be related to
a concept that Scolari reflects on: Hypertelevision is something that shows screen fragmentation,
acceleration of rhythm, intertextuality, rupture of narrative linearity, and multiplication of characters
and narrative programs, comparing, then, the “old” and “new media” [24]. From this point, I diverge
from Scolari and Fraticelli’s analysis because I think that, beyond dealing with audio-visual products,
the current media models are already radically different. One cannot talk about the evolution or
adaptation of traditional media as these top YouTubers are new players in the future of the Internet.
I agree when researchers claim that YouTubers, beyond uploading videos—virtually continuously,
as a kind of horror vacui—do not just “create their individuality through those videos. Therefore,
YouTubers should also be considered as ‘media subjects” [23,24] (p. 5, p. 8). This is another aspect in
connection with the polymediation.

To summarize this literature review, since the emergence of YouTube in 2005, the academic
literature has not stopped growing due to both its economic and sociocultural implications. In my
analysis, I mix both perspectives focused on successful Spanish YouTubers. Several concepts are
repeated, including narcissism, personality cult, affinity, and others unrelated to the technology itself:
The business world and political freedom. There is also a sense of mantra, which is related to one of
the concepts that I used in the title: Success. Berzosa thinks about it as if:

The successful YouTubers seem to share an element of truth and trust that makes them able
to drag huge numbers of followers. A successful model from the point of view of the diffusion of
the content, crucial for the creator to see satisfied their concern to impact in the audience, and also
factor of enormous interest for the brands that follow closely this industry that, for some time now,
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struggles to produce formats with which to reach consumers better, in the age of storytelling, to tell
stories to connect better with users, as well as to look for prescribers, influential profiles, with dragging
capacity [25].

In my analysis, I show how most of this success is distributed equally among YouTubers that are
basically dedicated to three audio-visual genres: Gameplay, reviews (specialized in certain subjects,
especially for children), and fiction (short pieces of animations, miniseries, and memes). In this sense,
I perceived a trend in the studies on YouTubers, especially in the first two genres and related to the
participatory culture that I relate directly to the concept of polymediation.

2. Methodology

The method of analysis used in this paper is a hybrid between quantitative data directly
collected from the YouTube platform, as well as from SocialBlade, a website of data gathering and
visualization not only dedicated to YouTube, but to all kinds of social networks, like Facebook,
Instagram, and Twitter, and a more qualitative approach in which I analyzed these data in response to
a broad vision of the YouTuber phenomenon. I applied a synchronous cut on a specific day in 2018.

The body of work is composed of the 10 most successful YouTubers in Spain. The criterion of
membership in this ranking includes the number of visualizations and subscribers to each channel,
as well as the SB criterion from SocialBlade [26]. When this web was created, they just listed rankings
based on the number of subscribers and the number of views, but it quickly became evident that
this was not an accurate indicator of how people were actually doing on YouTube. Someone could
have a bazillion subscribers that they cheated to get without having any actual views. The SB ranking
system aims to measure a channel’s influence based on a variety of metrics, including the average
view counts and the amount of “other channel” widgets listed. If you have an A+, A, or A- SB rank,
then you can consider yourself very influential on YouTube. This SB criterion is not totally accurate
from a methodological point of view, but it can be integrated with some qualitative aspects that were
of interest to me. In the analysis in Section 3, I expand on this idea and I propose some supplementary
qualitative criteria.

Considering this ranking, the next step was to classify the members by audiovisual genres as well
as by the age of the users to which these channels were aimed. In addition, I attempted to relate all this
to the Spanish sociocultural context and examined, from a more sociological point of view, the possible
deviations in the age ranges that could exist in the consumers of these channels.

Finally, after drawing this map, I related it to the concept of polymediation, which I explain in
the next section. The map helped me to open up the qualitative research to propose new avenues of
investigation that can help other studies related to YouTubers channels, as well as to their protagonists
and users themselves in order to improve any aspect of this type of audiovisual structure.

Polymediation

Polymediation, as established by Madianou and Miller, is “an emerging environment of
communicative opportunities that functions as an ‘integrated structure’” within which each individual
medium is defined in relational terms in the context of all other media” [27]. In this sense, YouTube
and the channels created by YouTubers are clear examples of polymediation, at least as far as its most
basic structure is concerned.

From this perspective, Calka posed a question about how the media, identity, and our performance
are related to an iconic saturated ecosystem. His research framed polymediation as a “discursive point
of articulation for exploring the processes and outcomes of media convergence and fragmentation”.
That is, polymediation is a transition from thinking about the media as something one only consumes
as one more product to understanding it as a process of which one has adopted. I think it is interesting
to analyze this type of adaptation in the audio-visual genres. Calka sees it as:

An opportunity for connection, invention, re-invention, and community, for bolstering and
verifying aspects of our identity or playing with new possibilities for what one might become.



Future Internet 2019, 11, 40 7 of 22

The complex relationship among media, identity, and performance is necessarily in flux.
As our technological landscape changes, so will our identities and relationship to media. [28]

(pp. 27-28)

Calka distinguished different levels of polymediation, which can best be treated under five key
aspects [28] (p. 15-26):

(1)  Ubiquity: Widespread and simultaneous accessibility and presence of media. From this, there are
saturation phenomena of media platforms in our daily lives, the alteration in how information is
sought, and how people connect with others and maintain relationships, while also providing
many opportunities for distraction.

(2) Shape-shifting authorship: Multi-author mediation of messages in different contexts referring to
the increasing power individual users must have in creating and distributing content; so, they are
simultaneously consumers and producers.

(3) Simultaneous fragmentation and paradoxical merging or unifying performance of identity:
A paradoxical fragmented/unified presentation, as users’ presences online are all a part of who
they are. These presences are performed specifically for others and are simultaneously fragmented
as not everyone sees all these performances as they are intended for different audiences.

(4) Division and communality: Paradoxically, community is an extension of personal identity
performance, but fragmentation does not prevent the possibility of communality, sometimes
allowing us as individuals to engage with more communities that users might not otherwise be
able to access without the technology.

Other authors, such as Madinou and Miller, understand polymedia as a new theory that can
be used to understand the consequences of using digital media in the context of interpersonal
communication [28] (p. 170). They understand a polymedia environment as an increasing number of
communications technologies across different platforms that are used simultaneously or to complement
one another. User identities across online platforms may be broadly similar or may shift in emphasis,
from professional to social identity and among media. So, “the poly-media environment requires
an individual’s identity to perform different functions in a digital networked world” [29] (p. 25).
However, it can happen as a communicative environment of affordances, not as a technologies
catalogue. Thus, the primary concern of polymedia is to avoid the technological limitations and move
toward the social interactions field, focusing on the emotional and ethical consequences. The reason for
this is that each medium, with its different communicative possibilities, is deeply linked to the ways
in which interpersonal communication through technology are experienced and managed. Some of
those ways enabled by polymedia are “ultimately about a new relationship between the social and
the technological, rather than merely a shift in the technology itself” [27] (p. 170). Madianou and
Miller’s main argument was that polymedia is about “a new set of social relations of technology, rather
than merely a technological development of increased convergence” (p. 171). To understand this,
they distinguished three preconditions: (1) Access and availability, (2) affordability, and (3) media
literacy (p. 171). Polymedia is not just the environment, but is also how users relate to and develop
these affordances, and how their emotions and their relationships flow (p. 172). Madianou and Miller
posited that this flow or negotiation “often becomes the message itself” (p. 173). This means that it is
not only about multimedia or media ecology, but is also polymediation of how the entire environment
of different media affects or mediates between the media and the users.

Baym deepened the understanding of polymediation, highlighting seven key parameters: Kinds of
interactivity, temporal structure, social cues, storage, replicability, reach, and mobility. Baym employed
these key concepts to consider different facets of human communication, including the degree to
which media is viewed as more or less authentic compared with face-to-face interaction; the sense
of community, identity, gender, veracity, and the self; and how such factors work in various forms
of highly personal or impersonal contexts for communication and the creation and maintenance of
relationships [30].
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Madinou et al. summarized polymedia as a transformation in technology and how users interact
with it. People, traditionally limited to a couple of forms of media for communication, now have access
to different media. However, the importance is not the number, but the new affordances and ways
of using that offer temporality, storage capacity, reproducibility, materiality, mobility, and reach [27]
(p. 183). There is a sense of re-socialization in media democracy and literacy, as users choose a medium
as a shared social act. This is related to theories about mediation [29,31] or mediatization [32-34],
which reflects the mutual shaping of social processes and the media and how to encompass the changes
caused by the media into every aspect of our lives.

The concept of mediatization has its origins in the notion of replication, “the spreading of
media forms to spaces of contemporary life that are required to be represented through media
forms” [32] (p. 5). Both concepts come from the same theoretical background, but differ in application.
Mediatization denotes the processes through which core elements of cultural or social activities assume
media form. Therefore, those activities are relatively performed “through interaction with a medium,
and the symbolic content and the structure of the social and cultural activities are influenced by media
environments which they gradually become more dependent upon” [35] (p. 105). Mediatization
highlights the independence of the media “with a logic of its own that other social institutions have
to accommodate to”. Simultaneously, these media “become an integrated part of other institutions”
(id.). Mediatization also describes the transformation of many disparate social and cultural processes
into forms or formats suitable for media representation [32] (p. 7). This (poly)mediatization is perhaps
contradictory to the theories of globalization that hypothesize a flat world [36], as this cannot be
alien to the peculiarities of each society. First, being a phenomenon that is already hugely popular,
mediatization is far from reaching a significant level among the total potential users, at least in Spain.
To discuss this unlikely globalization serves as an example in the cases of the Spanish Youtubers that I
have chosen. I then wanted to examine how polymediation manifests itself in the Spanish case. For this,
I analyzed the 10 most influential YouTubers using metrics from both YouTube and the qualitative data
from SocialBlade.

3. Results

In 2016, I had the opportunity to visit Colombia to shoot a documentary in a mountainous area.
In general, the landscapes and the people impacted me, but my most memorable moment was when,
in a village with just one street, I met an eight-year-old boy interacting with his mobile phone. I was
blown away by the discovery that he was a follower of elRubius, the popular Spanish Youtuber
(Figure 1).

Figure 1. Colombian child using elRubius’ YouTube channel, one of the most popular in Ibero-American
countries. San José de Sumapaz (Colombia). © the author 2016.
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The main objective of my analysis was to show the predominant audio-visual genres among the
10 most influential YouTubers whose content creation is completed in Spain. This top-10 ranking is
extrapolated from a statistics website called SocialBlade.com, an independent website, whose main
functions are to track social networks and offer statistics across multiple social media platforms.
They are a leading provider of social media statistics that are freely available to anyone using their
website. SocialBlade.com offers three different rankings about the most successful Youtuber channels
worldwide, and by country: (1) Subscriber numbers, (2) video views, and (3) SB rank.

The SB ranking is provided because rankings based on subscriber numbers and number of views
are not always an accurate indicator of what people are doing on YouTube. For example, a YouTuber
can have many subscribers that can be fraudulently obtained without having any actual views. So,
with the SB ranking system, you can discriminate these fake accounts, and measure a channel’s
influence based on various metrics. SB only assigns a channel an A++, A+, or A rank if it is influential.

This is a quantitative approach, but one that helped me to complete a qualitative final analysis.
For this, I used the concept of polymediation that I described above. Polymediation is a term that refers
to the numerous types of technology that users try and to the multiple ways in which they interact
with technology. This summarizes the qualitative objective of my analysis, since YouTubers shape
a kind of channel that is based on the fusion of different media and, above all, proposes a new form
of interaction with users. From this perspective, my hypothesis is that YouTubers act as mediators
between (poly)media convergence and users. I then examined how polymediation manifests itself in
the Spanish case. For this, I analyzed the top 10 most influential YouTubers by combining SocialBlade’s
two quantitative metrics with their more qualitative metric.

The 10 top YouTubers in Spain sorted by the SB ranking are shown in Figure 2 [26].

TOP 10 SPANISH YOUTUBERS (SB Rank, video views and subscribers)
RANK  PREVIOUS RANK  GRADE USERNAME UPLOADS SuBs VIDEO VIEWS

st 1st A+ TheChacal547 327 1.309.702 743.362.797
2nd 2nd A+ Doggy Doggy Play Doh Cartoons 579 3.373.087 1.140.161.424
3rd 4th A VEGETTAZ77 4.453 22.170.585 8.769.839.951
ath 6th A elrubiusOMG F‘ =3 774 29.040.242  6.534.933.987
-
Sth 7th A Mejores Juguetes g 1.144 7.543.489 5.117.727.840
! « Vo :
6th 8th A Makiman131 - M 2.264 7.054.122 1.622.131.642
[/ VAN
7th Sth A Mikecrack %’Q 1.048 3.912.450 1.164.085.736
8th 11th A Las Ratitas &g a4 3,557,480 711,692,760
&
9th 9th A Doh Motion 232 1.711.937 185.062.395
Doh Mtion
wld
10th 3rd A Oxiris 1.329 607.461 96.917.945

Figure 2. Top 10 Spanish YouTubers sorted by SB Rank.

Only one of the current Spanish YouTubers achieves a blue A++, TheChacal547 [37], who created
his channel in 2014 (Figure 3).
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@ TheChacal547 &

INicIO vibEos LISTAS DE REPRODUCCION COMUNIDAD CANALES MAS INFORMACION Q

Fotos Tomadas en el Momento Exacto | Photos Taken At The CANALES RELACIONADOS
10,682 ciones - Hace 2 afios
© sadabun
Lo mejor d (05 tomadas en el momento Exacto
& SUSCRIBIRSE
Photos Taken At The Right Moment
Please Share. Compartelo Por favor ? incognita
SUSCRIBIRSE

Vea mas videos populares

) #Refugio Mental
s WFORMAGION © e

'SUSCRIBIRSE
Videos subidos  REPRODUCIR TODO ©) zohwy

SUSCRIBIRSE

@ orawblogs
SUSCRIBIRSE

@ nforty

SUSCRIBIRSE

Figure 3. Front page of the YouTube channel, TheChacal547.

The only description of this channel is that it “provides the craziest and funny videos”, which are
commonly called memes and viral videos. This Spanish YouTuber is extremely successful since they
are third at the global level as per the SocialBlade grading. In this first example, the predominance is
already evident of a highly decanted content towards humor and comedy, in its most childish aspect.
Polymediation is also evident: First, in being a specific channel, it has different content windows with
both real images and animation, tabs for the community, and related channels and buttons to link with
other social networks, like Facebook and Twitter. These qualities were replicated in all the samples of
my research. The only other Spanish YouTuber that approaches TheChacal547 in the Social Blade rank
is elRubius, albeit in position #279 (Figure 4) [38].

eIrUbIUSOMG ° PATROCINAR SUSCRIBIRSE 29 M
29.044.405 suscriptores

INICIO ViDEOS LISTAS DE REPRODUCCION COMUNIDAD CANALES MAS INFORMACION Q
RUBIUS Y MANGEL EN NORUEGA | Epic Viog CANALES ANALES
6.270.485 visualizaciones * Hace 3 semanas
@ elrubius
i 3
Like por... Bergen? SISET LT

Twittah: https:/twitter.com/Rubiu5
FB: https://www.facebook.com/pages/Elrubi. a mangelrogel
Google+: https://plus.google.com/u/0/b/1178422. G
Suscribete! :D http://www.youtube.com/user/elrubiusOMG

@ cEodisplay

SUSCRIBIRSE

Videos subidos ~ REPRODUCIR TODO £ CheetoSenior
SUSCRIBIRSE

| 38 Myvisualizaciones - Hace 2 dias

@ alexeyii
Ml Like por el HIGO de Pepa P -’/

/pages/ElrubiusOMG/3379

https://twitter.com/Rubiu5 FB: https:/v
23 Google+: https:/plus.google.com/u/0/b SUSCRIBIRSE

@ Maximus

v.facebook.com

Figure 4. Frontpage of the YouTube channel, elRubius.

Considering the total number of world subscribers, elRubius is in 18th position, ranking 92nd in
the world in video views (Figure 5).
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Figure 5. Youtuber, elRubius, in 18th position in terms of subscribers and 92nd in terms of video views
worldwide. 5 May 2018.

On 5 January 2019, elRubius climbed up to 13th position (32 million subscribers) and
VEGGETTA777 to 27th position (25 million subscribers). There were no other Spanish YouTubers
in the global top 50. Some other Spanish language channels were listed: HolaSoyGerman (35 million
subscribers) and their second channel, JuegaGerman (31 million subscribers), both from Chile, Badabun
(31 million subscribers, Mexico), and Fernanfloo (31 million subscribers, El Salvador).

3.1. Video Views

The first chart (Figure 2) with the 10 top Spanish YouTubers is sorted by the SB ranking. However,
when sorted by video views (Figure 6), there are some interesting changes.

RANK

1st

2nd

3rd

4th

Sth

6th

7th

8th

oth

10th

SOCIAL BLADE RANKING ACCORDING TO VIDEO VIEWS

PREVIOUS RANK  GRADE USERNAME

4th

6th

7th

10th

8th

5th

2nd

1st

9th

3rd

A VEGETTA777

A elrubiusOMG
A Mejores Juguetes
A Antena 3

A Makiman131

A Mikecrack

A+ Doggy Doggy Play Doh Cartoons

A++ TheChacal547

A Doh Motion

A Oxiris

UPLOADS

4.453

774

1.144

17.402

2.264

1.048

579

327

232

1.329

SUBS

22.170.585

29.040.242

7.543.489

3.217.532

7.054.122

3.912.450

3.373.087

1.309.702

1.711.937

607.461

Figure 6. Social Blade ranking according to video views.
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6.534.933.987

5.117.727.840

3.763.640.422

1.622.131.642

1.164.085.736

1.140.161.424

743.362.797

185.062.395

96.917.945
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In this case, only VEGETA777, elrubiusOMG, Mejores Juguetes, and Antena 3 (TV channel) remain
on the list. I discarded the latter as it adds distortion because it is a Spanish national broadcaster
with a relatively professional and large team that are responsible for its content. VEGETA777 is
a videogame-type channel as you can see on their website (Figure 7) [39].

22.178.365 suscriptores

INICIO ViDEOS LISTAS DE REPRODUCCION COMUNIDAD CANALES MAS INFORMACION Q
PLANETA VEGETTA: UNA GRAN AVENTURA NOS ESPERA #1 CANALES DESTACADOS
68.586.314 visualizaciones - Hace 3 afios P
il Thewillyrex

* De de ho ti de i
espues de mucho tiempo regresa una de las series que LTTR R T

mejores momentos me ha hecho pasarespero que disfruteis

tanto como yo con este primer episodio y gracias de verdad por

apoyar el canal cada dia ** £ TheGamerMaldito

SUSCRIBIRSE
Para descargar el pack de mods aqui os dejo el link:
htp://youtu.be/WyRmIqPQ6Us
MAS INFORMACION

@ sTaXxCraft
SUSCRIBIRSE

Videos subidos  REPRODUCIR TODO & xFaRgAnx YT
SUSCRIBIRSE

& byabeel

SUSCRIBIRSE

.

R e BT W] P
- SUSCRIBIRSE

Figure 7. Front page of the YouTube channel VEGETTA777.

This is the description of this channel on their website: “P VPOV VPP PPPPOVPVVVP VP
YOV VYY PURPLE UNICORN YVVVVPVPVPVVVVVVVIVVIVIVIVIYIYY'’ The channel
description provided on the website is as follows: “This is a channel dedicated to video games
directed by a guy [sic] who loves unicorns and lives with a killer elf in his room, if you subscribe to it
you run the risk of falling into my madness, and it’s not only me who says that, also the woman who
appears at night on the roof of my room! A litle kisssss """

There is a significant narcissistic syntactic structure in which he refers to himself in the third
person and, without a lack of continuity, he starts using the first person. Again, an appeal in a naive
style is used to appeal to very young users.

The third in the ranking with more video views is Mejores Juguetes (“Best Toys” in English) [40]
(Figure 8).

Since this is a channel for little children where toys are unboxed, the channel is a paradoxical
case of this childish style, although in the description, she says that “it is an entertainment channel for
children of all ages and even for their parents” [40]. The channel also has an animation series, La brujita
Tatty (“Little witch Tatty”); but the creator, a woman who lives in Barcelona, keeps her name a secret.
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5 Mejores JuQuetes ° SUSCRIBIRSE 7,5M
7.545.983 suscriptores
INICIO VIDEOS LISTAS DE REPRODUCCION CANALES COMENTARIOS MAS INFORMACION Q

Bolsa Sorpresa de Barbie 4§ Colorear Vestidos de Barbie CANALES DESTACADOS
3.958.680 visualizaciones - Hace 8 meses -
& TOYS onthe go!

Hola Amiguitos, en este video Barbie nos trae una bolsa enorme

con sorpresas en su interior. Lo pasaremos genial descubriendo

lo que esconde en su interior. Espero que disfrutéis de este

Videos ¥ LaBruijita Tatty - dibujo...

SUSCRIBIRSE

SUSCRIBIRSE

Mas videos de cocinitas de juguetes: oo
MAS INFORMACION £ BubiBoo
SUSCRIBIRSE

La Brujita Tatty  REPRODUCIR TODO ¢ superKiDS CLUB

SUSCRIBIRSE

@ ivguetes.club
SUSCRIBIRSE

Figure 8. Front page of the YouTube channel, MEJORES JUGUETES.
3.2. Subscribers

Finally, regarding the number of subscribers, the majority of YouTubers from the original
SocialBlade ranking disappear: Only elRubius and VEGETTA777 remain (Figure 9).

SOCIAL BLADE RANKING ACCORDING TO SUBSCRIBERS

RANK PREVIOUS RANK  GRADE ERNAME UPLOADS SUBS VIDEO VIEWS

1st 6th A elrubiusOMG 774 29.040.242 6.534.933.987
2n 4th A VEGETTA777 4.453 22.170.585 8.769.839.951
3rd 7th A Mejores Juguetes 1.144 7.543.489 5.117.727.840
4th 8th A Makiman131 2.264 7.054.122 1.622.131.642
Sth 5th A Mikecrack 1.048 3.912.450 1.164.085.736
i
6th 2nd A+ Doggy Doggy Play Doh Cartoons m 579 3.373.087 1.140.161.424
7th 10th A Antena 3 m 17.402 3.217.532 3.763.640.422
. s
8th Sth A Doh Motion r 232 1.711.937 185.062.395
Doh Motion
9th 1st A+ TheChacal547 327 1.309.702 743.362.797
10th 3rd A Oxiris 1.329 607.461 96.917.945

Figure 9. Social Blade ranking according to subscribers. Source: SocialBlade.com.
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The key problem with this methodology is that it introduces distortions, like the aforementioned
Antena 3, and does not resolve the problem of the weighting between video views and subscribers. So,
I propose to cross all three possibilities without that kind of distortion, and to give preference to the SB
rank according to their highest rank: A++ and A+. From this point on, I focus on video downloads
and the number of subscribers, which is probably the most easily manipulated criterion. From this
mixed method, I obtained a list of the 10 most relevant youtubers in Spain (Figure 10).

TOP 10 SPANISH YOUTUBERS (SB Rank, video views and subscribers)
RANK  PREVIOUS RANK  GRADE USERNAME UPLOADS SUBS VIDEO VIEWS

1st 1st A++ TheChacal547 327 1.309.702 743.362.797
2nd 2nd A+ Doggy Doggy Play Doh Cartoons 579 3.373.087 1.140.161.424
3rd ath A VEGETTA777 4.453 22.170.585 8.769.839.951
4th 6th A elrubiusOMG 774 29.040.242 6.534.933.987
5th 7th A Mejores Juguetes 1.144 7.543.489 5.117.727.840
6th 8th A Makiman131 2.264 7.054.122 1.622.131.642
7th 5th A Mikecrack 1.048 3.912.450 1.164.085.736
8th 11th A Las Ratitas 44 3,557,480 711,692,760
o
9th 9th A Doh Motion 232 1.711.937 185.062.395

S
-
10th 3rd A Okxiris & 1.329 607.461 96.917.945

Figure 10. Social Blade ranking of 10 top Spanish YouTubers in descending order: SB Rank, video
views, and subscribers.

The list in Figure 10 is a much more balanced list. In purple are the YouTubers that rise with
respect to the original SB chart, and in red are those that descend. To even better balance the evolution
of each Youtuber in these results, it would be helpful have the total visualizations since each one of
these channels was created. In this case, the data are offered directly by YouTube (Figure 11).

In this case, the top ranked channel is VEGETTA777 closely followed by elRubius. However,
the latter channel was three years younger (as of 5 May 2018) and only had 775 videos against the 4453
of the first. However, elRubius has seven million more subscribers. The YouTuber that follows in the
ranking, Mejores Juguetes, has only one-third of the subscribers of the first two with only 1500 million
views less than elRubius and the former was created three years later than this one.

The oldest channel—the first in the ranking—was created only 10 years ago, and the average age
of these successful channels is approximately 4.5 years.

As for the evolution during the nine months since making the synchronous cut until 5 January
2019, the majority of cases are consistent in the first three positions: A growth of about 1%—2% per
month in both subscribers and views, which accounts for the maturity of these channels in the top
of the ranking. However, from fourth place down, the variability is much greater, with Mikecrack
doubling the figures, or Doggy Doggy Play Doh Cartoons and Las Ratitas tripling these.
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Finally, this table provides a current map of the audiovisual genres: The top positions belong
to the stable non-child video games genre (meaning that they are aimed at adults). From the third
position on, considerable variability is observed, with a clear tendency toward childish genres. I then
examined this more closely.

UPLOADS UPLOADS SUBSCRIBERS SUBSCRIBERS VIDEO VIEWS VIDEO VIEWS DATE OF INCORPORATION
5 May 2018 (5 January 2019 5 May 2018 5 January 2019 5 May 2018 5 January 2019

VEGETTA777 4.453 4.952 22.170.585 25.320.376 8.769.839.951 9.859.440.642 2 March 2008
2nd elrubiusOMG 774 787 29.040.242 32.821.111 6.534.933.987 7.194.939.080 19 December 2011
3rd Mejores Juguetes 1144 1.245 7.543.489 9.552.666 5.117.727.840 5.917.364.889 13 May 2014
4th Makiman131 2.264 2.413 7.054.122 10.287.730 1.622.131.642 2.387.300.190 11 February 2013
Sth Mikecrack 1.048 1.187 3.912.450 8.106.411 1.164.085.736 2.519.580.577 13 July 2015
6th Doggy Doggy Play Doh Cartoons 579 1.302 3.373.087 12.907.555 1.140.161.424 4.393.166.417 11Dec. 2012
7h TheChacal547 327 363 1.309.702 2.532.116 743.362.797 654.964.522 14 April 2014
8th Las Ratitas 44 119 3.557.480 9.222.424 711.692.760 2.365.002.321 18 October 2015
9th Doh Motion & 232 140 1.711.937 1.849.609 185.062.395 73.070.975 24 May 2016

e
=L
10th Oxiris & 1329 1311 607.461 601.768 96.917.945 99.300.733 19August 2013

Figure 11. Rank per total number of video views on 5 May 2018 of 10 top Spanish YouTubers in
descending order. Source: YouTube.

3.3. YouTubers Genres

Socialblade.com uses these eight categories or macro-genres that would cover virtually all
YouTuber content: (1) Autos and vehicles, (2) comedy, (3) education, (4) entertainment, (5) film,
(6) gaming, (7) science and technology, and (8) shows. From these, only entertainment appears in the
10 Top Spanish YouTubers. To be more specific, I propose the subgenres that can be deduced from this
group: (1) Memes (fiction and reality), (2) children (commercial products and videogames for children,
gaming), and (3) videogame (gaming not only for children). These three sub-genres could be classified
into the traditional genre of comedy. For this, I propose the chart provided in Table 1.

Table 1. Subgenres inside the entertainment SB genre in top 10 Spanish YouTubers (5 May 2018).

Memes Children Videos/Video Games Video Games
TheChacal547 Doggy Doggy Play Doh VEGETTA777
Cartoons
elRubiusOMG Mejores juguetes elRubiusOMG
Makiman131 Mikecrack Oxiris
Las Ratitas
Doh Motion
SUBSCRIBERS 37,492,931 20,258,331 51,818,288
VIDEO VIEWS 2,365,494,439 8,318,730,155 15,401,691,883
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I also propose a tentative age distribution assuming that SB does not offer this service. Three large
age groups were established: Young, adult, and old. I was then most interested in the thresholds,
whose typology for the youth were divided into childhood (up to five years old), puberty or middle
childhood (up to 12—14 years), and adolescence (until 19 or 20 years old) [41]. Therefore, given the
generic content I analyzed, halfway between childhood and puberty may be a good limit, and this
could specifically be eight years of age (Table 2).

Table 2. Tentative age distribution according to the number of subscribers and video views in the top
10 Spanish YouTubers (5 May 2018).

<8 Years >8 Years

Doggy Doggy Play Doh Cartoons TheChacal547
Mejores juguetes elRubiusOMG

Mikecrack VEGETTA777

Las Ratitas Oxiris
Doh Motion Makiman131
Subscribers 20.098.443 60.182.112

Video Views 8.318.730.155 17.767.186.322

Note that the difference among the subscribers and video views is because, in Table 2, I included
some of the Youtuber channels from several subgenres, as is the case of elRubiusOMG, since this
channel is mainly dedicated to the commentary of videogames and to broadcasting the experience
of elRubius himself playing. However, memes also have some weight in the total content, so it was
difficult to classify the channel in a single sub-genre. The total number of subscribers by genre is
provided in Table 3.

Table 3. Total number of subscribers per genre in the top 10 Spanish YouTubers (5 May 2018).

Memes Children Videos/Videogames Videogames
TheChacal547 | Doggy Doggy Play Doh Cartoons | VEGETTA777
Makiman131 Mejores juguetes elRubiusOMG
Mikecrack Oxiris
Las Ratitas
Doh Motion
\ SUBSCRIBERS 8,452,689 20,258,331 51,818,288

In this case, I added elRubiusOMG'’s figures only to the videogame column. The most important
observation here is that the youtubers related to the videogames genre have the most subscribers:
Almost double those related to children’s content. The videogames genre could also be considered as
being aimed at children; however, I think that the genre can be differentiated among the other main
genres. An example is this photo captured from a video with 17,094,046 views [42] in the Doggy Doggy
Cartoons channel (Figure 12), which shows the kind of YouTuber content that I think is exclusively
aimed at children (under eight years old). The second picture was captured from a gamer video [43]
published by elRubius (Figure 13), also childish, but maybe more aimed at children above the age of
eight years.
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Figure 12. Superhero Babies at the Supermarket Hulk Frozen Elsa Play Doh Cartoons Stop Motion Movies.

© Doggy Doggy Cartoons.
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Figure 13. La kill legendaria a Thanos/The Legendary Thanos Killing | Fornite. © elrubiusOMG.

To argue my hypothesis about the childishness of successful YouTubers’ content, the video
published by Doggy Doggy Cartoons has almost four million more views than elRubius’.
a corrective factor or handicap should be considered in favor of elRubius when considering the date
of publication of both videos: 21 December 2017 and 8 May 2018. As, in both cases, several months
have elapsed since its release, there seems to be no balancing effect or change that elRubius would

overcome the number of video views of the first.
A final combination of all the collected quantitative data is provided in Table 4.

Perhaps

Table 4. Total number of subscribers and video views per genre in the top 10 Spanish YouTubers

(5 May 2018).
Memes Children Videos/Videogames Videogames
TheChacal547 | Doggy Doggy Play Doh Cartoons | VEGETTA777
Makiman131 Mejores juguetes elRubiusOMG
Mikecrack Oxiris
Las Ratitas
Doh Motion
SUBSCRIBERS 8,452,689 20,258,331 51,818,288
VIDEO VIEWS 2,365,494,439 8,318,730,155 15,401,691,883
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This table provides revealing data. Of the approximate total number of subscribers to successful
Spanish YouTubers’ channels (about 81 million) on the date of analysis, approximately 36% would be
under eight years old (about 29 million) with genres focused on children’s content, and the remaining
64% would also be focused on pseudo-childish content. From these data, I concluded that the average
user of this kind of channel in Spain would be less than eight years old and consumes mainly children’s
content. If this relevant age category is not considered in terms of total numbers, the average Spanish
subscriber would be older than eight years old and consumes content specifically related to videogames
(aimed at them) and memes.

4. Discussion and Conclusions

In reference to my objectives proposed in this paper, I concluded that: (1) In terms of gender
or/and sex visualization, most YouTubers are male. (2) The degree of originality can be considered as
very low, due to both the uniformity of the content among the different channels and to the minimal
variety of the narrative strategies and staging within each particular channel, which reminds us of
primitive cinema. These are videos made with professional means of production, but whose creation
tends to amateurism or, at least, to a certain immediacy. (3) To answer the question as to whether
YouTubers’ channels by themselves compose a totally new audio-visual genre, I think that these
channels are a new audiovisual genre that, despite the minimal originality when compared with other
YouTuber channels, display unique features, such as channels with polymediation, although these are
not too developed.

To answer the question posed by McRobie [15], these YouTubers do not appear to have “a new
radical voice”. Instead, these channels resemble the Amazon-type monetization that is typical for
YouTube content. However, these channels are also related to the monetization of self-centeredness
or, as Duffy defined, to the mercantilization of a certain vocation related to the pregnant world of
communication. This, when mixed with the different kinds of narcissism of YouTubers and the user
themselves [3-7], exceeds what a Marxist critical analysis of mercantilist Neoliberalism could provide.

Burgess and Green [13], Jenkins [17], Sabich and Steinberg [18], and Lange [19] pointed out how
YouTube is part of a participatory or connected culture—a community that, in most cases, is quite
poor considering that it is mainly based on “likes” and “dislikes”, and on a basic commentary chat
structure below the video window. Polymediation would require a deepening in the philosophy of
the concept, for example, with the possibility for the users to “comment” with their own produced
videos, or editing the videos uploaded by each YouTuber. With even more open communication, all the
possibilities of polymediation could be applied. The current structure of the Youtuber ecosystem
reinforces the influence of the YouTuber and their success. However, I think that in the medium term,
polymediation will be a major limitation of the creativity and evolution of this ecosystem based on the
accentuated generational bias that requires a rethinking of the whole ecosystem.

My research has certain limitations, both at the quantitative and qualitative levels. Of the
former, a limitation was caused by the data being gathered on a single day, though I was able to
integrate a brief comparison with subsequent data nine months later (Figure 11). Even without this
comparison, this quantitative level allowed me to observe a clear trend in the goal of classifying
successful audiovisual genres. I provided a finding that may be significant, but needs to be tested in
other research: The obvious user age bias that problematizes the future development of these YouTuber
channels. Qualitative limitations are always inherent if simply compared with the quantitative methods,
but the qualitative methods here were especially necessary given the youth of this phenomenon in
which the data’s historical series are limited. As such, qualitative data can contribute significantly to
this field. Polymediation is speculative, but I think it can contribute to the understanding and future
development of the YouTube phenomenon.

In summary, my analysis could have been more comprehensive if it had included a lengthened
body of research, both temporarily extending the time slot as well as more nationalities. However,
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my goal was also to propose a method that could be applied by other researchers. I have proposed
a straightforward method so the results can be replicated in other cultures.

To finish, the concept of polymediation can be related to the successful audiovisual subgenres in
Spain that I deduced. These are based on content aimed at specific audiences and with an emphatic
type of communication that is related to polymediation, as this is a type of communication with which
it is possible to connect, to invent qualitative new content, or reinvent the type of contact between
the YouTuber and the user on a daily basis. Polymediation is reinforced by the feeling of community
and the verification of identities that these audiovisual genres imply, especially in children, but also in
teenagers if video-games are considered.

The definition of polymediation also provides some interesting research questions, especially in
relation to the new possibilities for both narrative and business. I am not referring only to something so
direct as direct monetization—so common in economics studies on YouTubers—and their professional
projects. Polymediation provides research avenues in many aspects, including even sociological
research, considering Baumann'’s liquid modernity, such as when Calka sustains that polymediation
shows how “the complex relationship between media, identity, and performance is necessarily in
flux” [28] (pp. 27, 28). This flux that YouTubers are unconsciously building must be considered,
although, given the style and content of the dominant genres in their channels, it is still an immature
flow, but one that marks a clear path. If one agrees with Calka that our identities change with the
changes in the technological landscape of the media (ibid.)—the continuous flow related to Baumann
thought—one must consider the bias that mediates a large part of the adults in our society by specific
YouTubers genres that indirectly and proportionally offer content that do not respond proportionally
to the cultural richness of a culture that has been able to offer the most sophisticated communication
network in history.

To the best of my knowledge, this is the first study in which polymediation was related to
YouTube success. My results indicate that polymediation has not been fully developed in YouTube
channels, a kind of audiovisual entertainment. I envision a difficulty and two possibilities. Firstly,
according to the data I presented, this is a fairly mature market in which approximately the five top
YouTubers have sufficient subscribers and views to live off the income and are able to set trends,
so specificity is a difficulty for newcomers. As for the possibilities, both the YouTube platform and the
analyzed channels are recent, and both have provided examples of creativity and flexibility since its
creation, which are characteristics of polymediation. Seeking survival may produce radical changes
in the medium term. Secondly, YouTube is the paradigm—although in its most basic expression—of
polymediation. However, traditional on-line content platforms (OTT), such as Netflix or Amazon,
are degrading the ecosystem of immediate consumption and in no entertainment area is YouTube
the king. This can be expected to spur YouTube—and YouTubers themselves—to implement new
polymediation features that would provide YouTube channels an advantage over OTTs. This advantage
is yet to be seen, but the situation suggests that it will be along the lines of polymediation. When I
was finishing this article, on 28 December 2018 Netflix had just released Black Mirror: Bandersnatch,
the first interactive chapter of the series, in which the viewer makes decisions for the main character,
being asked at various points to make a choice which affects the storyline [44]. I think that change
will accelerate as the generational bias disappears, which is when the users of these channels aged.
Considerably more work is needed to determine its further development.

More information on polymediation would help with the establishment of a greater degree of
accuracy on this matter. My future lines of research will be developed along these lines, in trying
to analyze how the possibilities offered by polymediation can be integrated into successful YouTube
channels. I will analyze similar YouTubers’ examples as proposed here, but from different cultures,
such as the North American, Russian, or Chinese cultures. Later, I will compare the results to look for
similarities and differences to verify to what extent the integration of polymediation can be generalized
at the global level. My intent will be to propose a guide both methodological—for the analysis of
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the YouTuber phenomenon—and professional to provide a minimum guideline of success for future
YouTubers, as well as a sufficient ethical guideline that is globally valid.

The aim of the present research was to examine the predominant audiovisual genres of the
successful YouTube channels in Spain and their relationship with polymediation. This led me to
a discussion the creation of the identity of their users. This was not the focus of this paper, but from
a sociological point of view, for example, from Bauman [45], identity is created from the various
alternative offers that are present in our reality (p. 16). It is nowadays accepted that texts, those that
surround us and compose our daily life, build our consciousness, and the quality of these texts
qualitatively influence our identities. “The media supply ‘virtual [...] substitute’ and ‘imagined
extra territoriality’ to the multitude of people who are denied access to real life” (p. 97). Therefore,
my analysis expands the field of study mapped here from the data collected, as hypothesized.
I attempted to think about polymediation in YouTuber channels beyond the technical possibility,
for example, analysing how it can influence the creation of mature identities that can face the challenges
of our liquid society.

From a more philosophical viewpoint, Byung-Chul Han [46] examined this possibility when
claiming that the Internet does not really assist human intercommunication, but enables contact with
peers and distances strangers and those who are different. Pariser thinks that all this would narrow our
horizon as "we are entangled in an endless loop of the self and, ultimately, lead us to a ‘self-propaganda
that indoctrinates us with our own notions’” [47]. A further comprehension of what polymediation
could add might help to overcome this level of childish self-centeredness.
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