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Leisa Gibbons completed a Masters in Information Management and 
Systems at Monash University in 2007. With a background in visual 
media, Leisa's archival theory specialisation travelled towards moving- 
image and digital technologies and led to starting a PhD at Monash in 
2008. Her thesis investigates the complexity of digital cultural records, 
particularly those found online and in complex forms such as social 
media. While studying, Leisa has worked as an archivist at BHP Billiton 
Archives and is now the records manager at the Brotherhood of St 
Laurence (BSL) in Melbourne. As the first BSL records manager, Leisa 
is looking forward to building a records program and organisational 
archive based on Continuum thinking and utilising Web 2.0 tools and 
practices.

The Web 2.0phenomenon has created an online culture that is social, interactive 
and portable. Cultural production online using social media undergoes constant 
and rapid change and is connected to personal identity and memory-making. 
Cultural heritage institutions have begun to capture records of online social 
culture as cultural heritage, adding them to fast-growing and often massive 
collections of born-digital culture. However, the nature of the technology and 
the complexity of production challenges traditional archival concepts, and 
archival practices which have a long history of collection of artefacts.

In this paper I flesh out the complexity of online social media production as 
cultural heritage and introduce my PhD research concerning online moving- 
image video created in social media website YouTube. Drawing from media 
and cultural theory, I apply archival Continuum theory to cultural heritage 
formation through an investigation of the capture and organisation of YouTube
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videos by three Australian cultural heritage institutions. The results illustrate 
that online cultural content is manifestly more complex than current archival 
practices allow and requires a conceptual shift in the approach to collection and 
re-presentation of recorded digital culture.

Introduction

The Web 2.0 phenomenon has introduced new ways for Internet users 
to interact with online spaces and content. The online culture that 
Web 2.0 has spawned is inherently social, interactive and portable, 
where users create and share their own and other people's creations 
across online spaces. Cultural heritage institutions have begun to 
collect the outputs of these social media interactions, adding them 
to fast-growing and often massive collections of born-digital culture. 
However, the capture and organisation of Web 2.0 cultural production 
by institutions is actioned with website archiving models of practice. 
These practices do not take into account the complexity inherent in 
social media as continuously re-created cultural production.

Additionally, the familiarity and portability of Web 2.0 forms, such as 
photographs and moving-image video, has meant that online culture 
has been collected as objects, with value ascribed in subject and content. 
However, online cultural content is manifestly more complex than 
current archival practices allow and requires a conceptual shift in the 
approach to collection and re-presentation of recorded digital culture.

This paper presents work from my PhD research into social media 
website YouTube, and the preliminary investigations undertaken to 
discover and understand the complexities of online digital content. 
I have used a model of complexity, the Cultural Heritage Continuum 
model (CHCm), which is one of the array of continuum models 
developed by Frank Upward, as a tool to explore the role of YouTube in 
culture formation. In this paper I also introduce the use of the CHCm 
as a model to conceptually explore and highlight assumptions and 
limitations of Australian collecting institutions that have begun to 
collect content from YouTube as cultural heritage.
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This paper is divided into four sections. In the first I will introduce 
and present the CHCm as a tool for understanding culture formation.1 
In the second the phenomenon of YouTube is discussed, referencing 
media and cultural theory literature. The third section contains an 
investigation of how YouTube, and YouTube videos, are conceptualised 
as evidence of culture. Finally, I introduce the larger context of my PhD 
research concerned with personal recordkeeping and memory-making, 
ending with a vision of how complexity of online digital cultural 
heritage can be realised in personal cultural memories.

The Cultural Heritage Continuum model

For those acquainted with the Records Continuum model,2 the model 
presented below (figure 1) will be somewhat familiar. The four rings 
represent the four dimensions of action: create, capture, organise and 
pluralise. These actions mark the places of transformation over time: 
from an initial idea created, to dissemination and pluralisation to 
multiple communities.

The Cultural Heritage
Continuum Spacetime distancing

c. Fra ilk Upward, 2005

Dimension 2 
CAPTURE

Dimension 1 
CREATE “ distancing

Narrative
scale

Story 
telling Stgniftcati<

Dimension 3 
ORGANISE

Dimension 4 
PLURALISE

Cultural heritage 
containers

Figure 1. The Cultural Heritage Continuum model, created by Frank Upward, provides 
a framework for the actions and structures involved in culture formation over time
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Transformation takes place across the dimensions and within the 
structures of time-space distanciation, narrative scale, cultural heritage 
containers and story-telling. Each dimensional 'layer' of the continuum 
reveals how the structures impact on the formation of that which is 
considered 'heritage'.3

Heritage is defined as having value to a group (or groups) and is generally 
something that is preserved for successive generations, whether it is a 
story, artefact or site.4 The United Nations Educational, Scientific and 
Cultural Organization (UNESCO) defines cultural heritage, in general, 
as something which holds universal value from the point of view of 
history, art, science, aesthetics, and from ethnological or anthropological 
points of view.5 Concepts of value are reflected in the titles of the 
structures of the CHCm, with each dimensional layer revealing how 
time and interactions with groups of people contribute to how culture 
can be valued as heritage.
Of interest to archivists will be the museum terminology used for 
containers of the cultural heritage axis. However, as Frank Upward 
explains, the term museum(s) refers simply to a container, in a generic 
sense: a topological term for use, not for literal use.6 The container is the 
cultural content, as well as that which contains it. For example, an 'old' 
style film reel is both a container of cultural content (the story being told 
by the moving images), as well as the container that holds it (physical 
film and reel). The implications (and complications) of the terminology 
in the CHCm highlight issues on how to understand what a container 
of digital cultural heritage might actually be, especially when digital 
cultural production is merely structured data.
As my research progresses, I estimate that the practical and conceptual 
application of what is understood as cultural heritage containers will 
reveal more challenges for capture and organisation of online digital 
cultural content. I have called these challenges, 'eddies in the space-time 
continuum', a concept borrowed from Douglas Adams's Hitchhikers 
Guide to the Galaxy.7 'Eddies' are a variance in the continuum, a space of 
unclear understandings which appear to work at odds with the current, 
but also exist within it. It is entirely feasible to say that the impact of 
digital technologies has been producing eddies on archival principles 
throughout the last few decades.
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In this paper, the focus of the CHCm has been narrowed to the axes 
of story-telling and narrative. What stories are being told in the way 
that digital media from YouTube is captured and organised (second 
and third dimensions) by cultural heritage institutions and how do 
these practices re-create cultural heritage (first and fourth dimensions)? 
What conceptual narratives are constructed in relation to online digital 
culture? What underlying principles and models of practice does the 
model reveal?

What is YouTube?

YouTube is a website that entertains people with videos uploaded by 
users. Anyone with access to the Internet can watch YouTube videos. 
YouTube, the corporate entity, promotes the website as a space for 
broadcasting, focussing on the ability to share video across the Internet 
on other websites, mobile devices, blogs and email.8 Regardless of 
personal opinion about the value of YouTube content and the quality or 
legality of its videos, it is undeniable that YouTube has been absorbed 
into the vernacular and is a part of contemporary culture.
What makes YouTube part of the Web 2.0 phenomenon is that YouTube 
does not create the video, the users do. The video clips on YouTube 
are created by users and shared throughout online spaces by users, 
and on the YouTube website itself, other users can comment on 
video, mark it as a favourite, put it in a playlist or produce a video in 
response. These activities are called 'user-generated content' or UGC, 
as well as participatory culture or consumer co-creation.9 The carrier of 
participatory culture online is also often referred to as 'social media'.10
The principles of participatory culture refer to ideas about the everyday 
person being able to access media industry modes of communication. 
However, participatory culture is not specific to YouTube, or even social 
media, but has its roots in the subcultures and grassroots cultures that 
have been emerging into mainstream consciousness in the last few 
decades: activities such as underground or guerrilla film production, 
zines, folk opera, and graffiti art.11 This is 'do-it-yourself' and 'do-it-with- 
others' culture, allowing small stories, from individuals and groups, to 
be part of a larger and pluralist world of communication.12
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YouTube is a space for the amateur13 plus the high-end commercial 
company, as well as any non-profit, governmental or educational 
organisation.14 In this sense YouTube is a facilitating tool for individuals 
and communities to participate in the production of culture where the 
content is published in the same space as that of any other participant.15 

With this kind of accessibility, and tools provided in the website for user 
participation, YouTube could be considered a 'continuum machine'.

YouTube as continuum machine

YouTube is a space for videos which contribute to the small stories and 
tales of the everyday which are found at the centre of the CHCm; the 
create dimension. Research has shown that the content of the videos 
influence social interaction between people and the establishment of 
greater social networks on YouTube.16 The story is in the content of the 
moving images, as well as within the interactions in the social media.
The website provides tools to capture videos so that they may be 
exhibited either in a creator's collection, or in other user's playlists 
(second dimension). This interaction tells a story of significance of both 
the communications technologies and the video content itself. User 
stories and styles, such as video blogging (vlogging) or amateur style, 
become accepted within the YouTube community, as well as within 
wider communities of culture. These types of videos and interactions 
become part of a new way of sharing meaning.
Additionally, social interactions on the website are performed by users 
through the addition of video descriptions, tags, video annotation of 
videos and comments left by viewers. YouTube adds value to the video 
webpage by posting links to more videos by the user, as well as related 
videos created by other users. Social interaction is supported by tools to 
create and manage a profile, generate playlists and establish networks of 
supporters, either as friends or channel subscribers. YouTube users can 
use these facilitating tools to create and organise their work and that of 
others to construct an identity and establish themselves in a community 
(third dimension).

These YouTube interactions legitimise the story-telling media across 
wider groups online. The tools and social interactions also allow any
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registered user the ability to be a curator and assess the value of content, 
regardless of whether its origin is commercial or amateur, and re-present 
it for other consumers. The traces of other people's creations, whether 
video, text or playlists, feed back into the ongoing generation of videos 
in response to other videos, different collections of video and mash-ups 
of videos, establishing a continuous vernacular participation in culture 
formation.17 New stories and new spaces of meaning are created within 
the YouTube website, as well as across the Internet wherever YouTube 
videos are found.

This situates the YouTube website within the realm of the fourth 
dimension where mediated communications and connections tell a tale 
of YouTube as social agent: the driver of social interaction and cultural 
production. YouTube dominates the world of online video, as well as 
having established itself in the vernacular: YouTube and YouTube 
videos are not just a website, but a phenomenon. The meta-narrative is 
that of online social communities and how mediated communications 
can create both offline and online friendships and social networks 
with varying degrees of intimacy.18 The small stories inherent in these 
interactions contribute to the creation of individual, community and 
social narratives within YouTube.
The interactions that occur using social media are referred to by media 
and cultural researchers as 'mediated memories'. This concept refers 
to the artefacts produced through the use of digital technologies, such 
as a video, or a YouTube channel page, which mediate relationships 
between individuals and groups of any kind, such as family, community 
or society.19 Mediated memories have personal value, but collections 
of mediated memories can reflect a sense of personal identity within 
a particular space and time.20 Mediated memory in YouTube refers 
to relationships with technology and groups of people, as well as 
the spaces of public and private the relationships occupy, raising 
questions about how personal and public culture might contribute to 
evidence of culture.21

1 have used the concept of mediated memories to conceptualise YouTube 
as an information system that provides space for creation of memories 
through video, online identity and the other tools YouTube, and the 
Internet as a network, provides. Additionally, the interactions between 
a YouTube creator, the one who uploads video, and the audience that
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watches it, plays a role in mediating memories: between self and groups, 
and between private and public.
This concept is played out in the analysis of YouTube as continuum 
machine. In this concept YouTube is a system of production, where 
production occurs in different spaces within the website, as well as 
across networks. The CHCm reveals the nature of the system and how 
it works by feeding into itself continuously. Additionally, this concept 
looks towards cultural formation as a process, not just as creations 
generated by individuals as private memory, but through interaction 
within groups and communities as shared memory, which then situates 
the community as producer of culture.
Cultural studies researchers Jean Burgess and Joshua Green have 
categorised YouTube into four roles: high-volume website; broadcast 
platform; media archive; and social network.22 These four roles 
encompass concepts of YouTube as a social technology, as well as a 
service to disseminate content and provide distribution to audiences. 
Of interest to archivists is that Burgess and Green refer to YouTube as 
an archive, implying that Google, YouTube's owner, has developed 
it as such. However, Google, the corporate entity, is not active in 
preserving the videos or the website itself for purposes other than 
commercial accessibility.23

Burgess and Green actually use the more specific term 'public archive' 
for YouTube because its users digitise, upload, describe, arrange and 
assign metadata (tags) to videos and these activities are commonly 
associated with archival work.24 This explanation points towards a more 
vernacular understanding of archival practice and may be one of the 
keys to a greater understanding of the 'eddies' in the CHCm.
The following analysis of the practice of collection and organisation 
of YouTube content by three Australian cultural heritage institutions 
reveals questions about the nature of individual and community cultural 
production, and how it is re-presented as evidence of culture. The 
analysis references the CHCm as a framework to investigate interactions 
along the story-telling and narrative axes. Burgess and Green's four 
descriptive roles of YouTube are also used in the analysis to provide a 
context for YouTube in a particular cultural time and space.
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YouTube videos in cultural heritage collections

The three institutions chosen are:

• the National Library of Australia's (NLA) PANDORA archive, 
which collects and provides long-term access to selected online 
publications and websites which have significant associations 
with Australia.25 The NLA captured and organised online videos 
and other Web 2.0 websites created as a result of the 2007 federal 
election into PANDORA as part of a larger website collection on 
Australian politics;

• the State Library of Tasmania's (SLT), Our Digital Island web 
archive, which selects and preserves online digital content that 
has been created and placed on the web in Tasmania.26 Unlike the 
NLA, the SLT has legislation governing legal deposit of digital 
records which allows them more freedom to select and preserve 
digital material.27 The SLT has captured and organised various 
digital material, including extensive video files from YouTube, to 
contribute to a collection about the burning of the Hobart Myer 
building, an event that occurred on 22 September 2007; and

• the National Film and Sound Archive (NFSA), which are partners 
in the PANDORA project, and select and capture examples of 
websites, netcasting in radio and television, audio files, video 
files, streaming audio and video, and other emergent media 
technologies from the Internet, as part of their New Media 
Project.28 The NFSA does not have a legal deposit mandate and 
supports their own selection by engaging the public and cultural 
producers to contact them with ideas for submission. The NFSA 
selected, captured and organised a video created and uploaded 
to YouTube in 2007 about a group of dancers, called the Chooky 
Dancers, performing at a festival in the Northern Territory to a 
soundtrack of Zorba the Greek.

Figure 2 (page 99) is a screen shot of PANDORA'S listings of online material 
collected under the heading 'election campaigns'. The organisation of the 
collection is based on subject within a hierarchical structure: Politics — 
Election Campaigns — Federal Election 2007. This organisational structure 
provides a model which can be used to compare similar collections over 
time - see the federal election 2004 subject groups at the top of figure 2.
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The particular focus for this analysis is the 'media, comment and video 
websites' collection.
The NLA captured and organised online videos and other Web 2.0 
websites of the 2007 federal election because it was understood that 
that election was the first political campaign in which the Internet 
played a significant role in communications between political entities 
and the public.29 The NLA's acknowledgement and use of YouTube 
videos created as part of a political campaign establishes YouTube as a 
broadcast platform and legitimate story-telling device.30
Situating YouTube as a commentary and communications tool 
establishes social media as a broadcast platform which has group 
acceptance both within online communities as well as offline, and in 
what could be called 'traditional' communications - such as commercial 
TV - establishing the legitimate role of the media tool itself and the 
YouTube website as a place of activity.
The NLA's approach to archiving video was to download these and 
then re-position them into the captured websites in order to make it 
function as it would have been originally viewed.31 Google Australia's 
YouTube channel was captured as part of this record, a website which 
contained over 700 videos which were found within the political party 
sites linked via the site.32 However, this approach was not taken with all 
websites, as some did not have any video embedded, while others such 
as Red Symons's videos were captured as video only, to be accessed as 
MPEGs from the PANDORA archive record.33
The creation of websites as heritage container acknowledges the role 
of the YouTube website as place of activity. The NLA seeks to capture 
and organise the information the webpages contain, both visually and 
textually, as exhibit item. The practice of taking multiple snapshots of 
the website provides a story of its movement through time. Additionally, 
the practice of capturing videos as separate entities presumes the role 
of YouTube as media archive. The video and its content, along with the 
subject association (Red Symons in the above example), is captured and 
organised as exhibit item or object.

In performing these activities the NLA establishes YouTube and its 
videos as having a role to play in politics. The Internet as a media tool,
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and activities that are performed online, are considered significant to 
cultural heritage. By capturing YouTube webpages with video, some 
of the elements that make YouTube a social media website, such as 
comments and links, are also collected. However, this practice provides 
little understanding and context about how social networks play a role 
in the creation of the webpage content.

Similar to the NLA, the SLT downloaded numerous videos from 
YouTube as part of a digital collection on a particular historical event. 
However, the SLT approach was to organise the video as a collection 
of single files that can be opened, viewed or saved in whatever local 
program is available.34 The capture of multiples under a collection title 
(see figure 3) possibly implies that numerous stories are being told in the 
content of the videos. The stories may be of multiple voices, or multiple 
formats, or a number of different physical positions of the camera when 
taking the footage; however, the container of culture is in the telling. 
The action of capturing multiples positions YouTube in this collection 
as a broadcaster of stories told by many voices.

However, by capturing only the video, the video content is seen as 
containing the only information that is useful to this collection. The 
video is then understood as cultural object, or exhibit item, containing 
the most valuable and meaningful information. This practice also 
identifies YouTube as a media archive which contains cultural objects 
that can be selected, dis-embedded and re-embedded into other 
cultural 'archives'.

Additionally, by downloading numerous videos from YouTube and 
organising them under the collective title Collection of YouTube videos ..., 
the SLT, similar to the NLA, establishes the significance of the website 
itself and the legitimate role it plays in communicating stories.

In undertaking these practices the SLT establishes YouTube's role 
as a teller of multiple stories within the wider narrative of online 
story-tellers. The stories being told are personal histories wherein 
YouTube's users and their videos document community history. 
YouTube users come together to form a community of common voices.

The NFSA collects new media in various forms, which contributes to 
a rather different type of collection than that of the two library web
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archives discussed above. A search for YouTube in the NFSA catalogue 
resulted in a listing of clips from television news reports about YouTube, 
two videos which were uploaded to YouTube, as well as a documentary 
about one of those YouTube videos.

The catalogue entry I chose to investigate was a video created and 
uploaded to YouTube in 2007 about the Chooky dancers, a group 
of dancers performing at a festival in the Northern Territory to a 
soundtrack of Zorba the Greek.

The catalogue entry of the Chooky dancers video (figure 4) does 
not indicate where this video was captured from: whether it was 
downloaded from YouTube or a copy of the footage was donated by 
the video maker is unknown. The catalogue entry only indicates that 
that the holding is in Windows Media Video (.WMV) format, which 
is not the YouTube standard Flash video (.FLV) format. The summary 
entry however reveals that this video does have a relationship with 
YouTube, with the description notes taken from the YouTube website. 
This establishes the website as a broadcasting platform, although not 
necessarily a legitimate story-telling device, rather a space where stories 
of significance are told, and where popularity and group acceptance of 
the story-telling medium is established.

The media category of the video is described as 'film', establishing this 
video as part of the moving-image genre, and situating this video into 
a longer and legitimate story of audiovisual heritage, and the moving 
image as story-telling form. This categorisation as well as capture of 
a single video file, implies that the Chooky Dancer video can stand 
separate from the place in which it was originally created or exhibited. 
In this sense, YouTube plays the role of media archive; however, not in 
the same sense as in the library examples discussed earlier. Without 
knowing exactly where this video was captured from, the role YouTube 
plays as media archive is that of searchable content library index 
wherein the website is a database, rather than a content repository.

The documentary in the collection mentioned previously is about the 
Chooky Dancers, and this particular YouTube video; however, the 
NFSA catalogue entries for these two moving-image productions are 
not linked. The documentary is organised within a larger series of short 
films made by Indigenous Western Australian Filmmakers.
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A possible reason why the YouTube video is separate is that there is no 
professional production company assigned to it, as can be seen in the 
catalogue entry (figure 4). However, the documentary catalogue entry 
(figure 5), does have a production credit.
This tells an interesting story of how this video, and possibly other 
online content, might be situated within traditional constructions of 
legitimate moving-image production, particularly in Australia. It may 
be the amateur nature of the YouTube video which sets it apart, or the 
lack of Government funding (although this is speculation), but the 
absence of a producer in the metadata implies that there is another, 
larger story being told about this type of moving-image production.
Finally, it is not entirely clear where the Chooky Dancers YouTube video 
sits within the NFSA narrative of 'new media', as it has been captured 
and organised as if it were any other 'film'. Additionally, the choice of a 
title and term such as New Media Collection by the National Film and 
Sound Archive implies that there is something that is conceptualised as 
'old media'. The relationship between new and old media is not clear. 
However, the inclusion of 'new media' as part of the National Film and 
Sound Archive's collection cements the notion that a relationship must 
exist between these different types of media, and the moving-image 
and sound recordings the NFSA has traditionally collected.

Conclusions

Overall, the analysis revealed that current capture and organisation of 
YouTube videos in these three cultural heritage collecting programs re 
create YouTube primarily as a website, broadcast platform and media 
archive. Representation of the social media space from which the 
YouTube video was captured was limited. Using the structures of the 
CHCm as an analytic tool, the predominant underlying principles were 
revealed to be based on the capture of content relevant to subject. This 
indicated that the premise of moving image found online is contained 
within the story of the moving images, rather than the media itself. 
However, the capture and organisation of online material into web 
archives, or new media content, indicated that the media plays a critical 
role in why the video was captured in the first place.
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Ultimately, the analysis indicated that YouTube videos are being 
conceptualised as objects which can be removed from an online 
digital space and organised into a heritage collection. Reasons for the 
capture and organisation of digital content as objects are more than 
likely founded in the practices of collection, wherein cultural heritage 
institutions select and organise according to a specific purpose. 
However, other reasons may be more technical in nature; with ever- 
increasing complexity of online digital content the capture of website 
material is technically problematic.35

Within my wider PhD research project, little information was found in 
archival literature on moving-image archiving in relation to born-digital 
materials, let alone online digital content. Additionally, there were 
only a few significant voices in the moving-image archiving field who 
thought it pertinent to point out that digital technologies fundamentally 
change how the moving image is understood, particularly the born- 
digital moving image.36

The underlying principles in institutional practice do not take into 
account the complexity of YouTube as a system of production of 
multiple voices, as was seen in the continuum machine analysis. But do 
they have to? The questions that need to be asked of cultural heritage 
institutions are how YouTube, and other online social media, contribute 
to cultural heritage as a media?

Does the capture of a website with embedded video provide evidence 
of what the media does? What is the media when the video is shared in 
an email, or a blog page? Who would be interested in such a collection 
and what would it look like? Is the technology capable of creating such 
a collection and where would it be located?

In the last couple of years there have been efforts made to address the 
issues of the multiple voices and private/public spaces of cultural 
production in social websites. There are at least three models in the 
archival world which investigate, in some way, the relationship between 
personal recordkeeping and the relationship with the collective cultural 
memory of society. The first comes from two web archivists from the 
United States, Chirag Shah and Gary Marchionini, who have been 
researching YouTube and its videos for the purpose of creating digital 
archives which contain relevant contextual information.37 Shah and
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Marchionini have developed a model and a tool for capturing context 
in online video that will give meaning to the videos collected from 
within their own time and space.38

Shah and Marchionini's model relies on the dual premise that information 
in digital archives changes over time through use and interpretation, 
and that digital access provides tools for use, interaction, annotation 
and sharing of archival materials.39 They call these Temporal context' 
and 'social context' respectively, and are used to model an automated 
system for harvesting contextual information from the YouTube site 
provided by both video creator and YouTube itself.40

The second is a model by Peter van Garderen, developed as part of his 
work on access systems for archives using Web 2.0 tools.41 This model 
incorporates personal archives and recordkeeping practice, and the 
integration between private and public collections in order to realise 
the potential of collective memory in digital archives.42

The third model is found in the conceptual writing of moving-image 
archivist Karen Gracy, who questions the 'social order that sustains 
cultural institutions in their role as the creators and sustainers of 
objectified cultural capital.'43 This model acknowledges that archival 
and curatorial practices are being performed by web users and is driven 
on democratic principles.44 Gracy refers to her model as, 'the democratic 
archive', which will document and facilitate social discourse, and 
communities of interested individuals and organisations.45
Gracy's overture, although not detailed, calls for linkages between 
curators, both professional and amateur, and the spaces where moving 
images reside in archives, museums and in user-generated spaces such 
as YouTube.46 Gracy's model is a continuum machine and in it, social 
records will be documented, but also will be continuously created and 
re-created through social discourse and communities of interested 
individuals and organisations.47

Similar to these models, my PhD research looks to the first dimension 
of the CHCm for answers, addressing complexity by looking at the 
private and public spaces of Australian YouTube user-creators, and 
personal cultural memories.
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Capturing the cultural record: YouTube in the continuum

My PhD research project looks at personal and social interactions in 
public and private mediated spaces to discover how social media 
production is captured by users and therefore, how it can potentially be 
retained as cultural heritage. The focus is on the relationship between 
the creation and sharing of YouTube videos with other social activities 
also taking place on YouTube: social media as personal mediated 
memory machine.

The research is from the perspective of the user-creator, that is, the 
contributor of original content to the website (which excludes TV clips). 
This type of content is that which is being captured and organised in 
collections such as PANDORA, Our Digital Island and the NFSA.
Personal cultural memory is a concept linked to mediated memories, 
referring to a sense of self as creator.48 Together, personal cultural 
memory and mediated memories draw upon ideas that are found in the 
CHCm concerning how interactions build complexity in multiple times 
and spaces. Mediated memory is not only about products or 'objects' of 
technology, but is closely entwined in the structuring interactions with 
technology in relation to self and social groups over time.49
The applications for this research are in curatorial models of practice, 
whereby users may contribute to digital archives in online spaces 
using familiar and popular tools available in the Web 2.0 world. 
Through the use of these tools they are able to co-contribute, alongside 
archivists, to provision of context for a collection. Additionally, by 
looking at the roles of technology in cultural production, we will 
provide a greater understanding of how emerging models of shared 
ownership and authority of personal and community online digital 
culture will be tested.

However, more importantly, this research and use of the CHCm throw 
light on systems and structures of cultural production, both at the 
creator level and the community level, including institutions. The real 
potential is in the development of powerful and innovative media tools 
for self and community expression for personal and shared community 
memory-making. These tools will be for individuals, groups, cultural 
heritage institutions and future researchers to engage with technologies
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as system of cultural production. The tools will provide new models 
of practice on how to conceptualise the nature of mediated memory 
making as evidence of culture ... evidence of us.50
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