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 Abstract

Contrary to the eff ervescence of concepts that characterize digital audiovisual 
narratives, the applicability of 360-degree language is still challenging, especially 
due to the lack of techniques and means that allow its creation by amateurs. Thus, 
considering this reality, the present paper aims to demonstrate paths that involve 
the production of an interactive, immersive and transmedia narrative, based on free 
resources available on the Web. In order to do so, theory and practice were joined, 
providing refl ections on the creative process of the web documentary “ Young People 
and Images – Stories and Experiences in 360 Degree”. It is expected that the results 
achieved can contribute to the research and development of non-fi ction audiovisual 
works on the web, with emphasis on those ones in 360 degrees.

Keywords
Web documentary; 360-degree images; Transmedia; Complex narrative; Interactive 
narrative.
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 Introduc� on

With the digi� za� on and the off er of a range of narra� ve resources on the web, the documentary, 
an audiovisual genre that has as its essence the representa� on of reali� es, has been gaining new shapes 
and, consequently, becoming more complex. From a simple image record of the arrival of a train at the 
sta� on, it has evolved into interfaces formed by a wide variety of links, which are fi lled with mul� ple 
contents and provides the public with the freedom of a non-linear and sole naviga� on.

In this scenario, there are numerous denomina� ons that seek to characterize these new narra� ves, 
such as web documentary, interac� ve documentary, iDoc and transmedia documentary. Against this 
eff ervescence of concepts spread by diff erent studies in the last decade, there is s� ll a small number of 
such produc� ons, mostly reserved for specialists -  which can be explained by the lack of knowledge of 
techniques and means that allow crea� on by amateurs.  

The exploita� on of 360-degree images as the main language in non-fi c� onal narra� ves is even 
more restricted, as it is an emerging imagery modality whose techniques are not yet widespread and the 
cameras s� ll have rela� vely high costs. In this perspec� ve, Longhi and Pereira (2016), when referring to 
immersive content in journalism, highlight that despite the existence of some works, these ini� a� ves are 
s� ll li� le explored. For Gifreu-Castells (2019, p. 65), the area of interac� ve non-fi c� on and transmedia 
in Brazil “presents solid bases, although it is in an incipient state due to the lack of public subsidies and 
private investment”.

Thus, considering the gaps men� oned before, this paper seeks to demonstrate paths that involve 
the produc� on of an interac� ve, immersive and transmedia narra� ve, using free resources available on the 
web. To this end, it is based on the web documentary Young People and Images – Stories and Experiences 
in 360 Degree, which has as its main support the online pla� orm VeeR, directed to imagery content in 360 
degrees. In methodological terms, this is a theore� cal-prac� cal study, based on a conceptual review of the 
topics inves� gated and the observa� ons and experiments carried out during the performance of the work.

360-degree images: an emerging modality

Historically, human experiences have been observed in order to make visuali� es increasingly 
realis� c, intense and immersive, like the frescoes of an� quity and panoramas in the 18th century. In 
the context of the convergent contemporary, however, the murals and large installa� ons have given 
way to 360 degrees cameras, which are increasingly smaller and more sophis� cated, capable of imaging 
environments completely.

It can be said that the main characteris� c of the image in 360 degrees (photo and video) is to 
enable the full visualiza� on of the scenery, from the user's interac� on. About this format, researcher 
Raquel Longhi refl ects comparing it with the tradi� onal one:

Eff ec� vely, our idea of image has always been linked to a concep� on that it occupies a determined, 
defi ned and fi nite space. Parodoxally, however, when we talk about a fl uidity in the image, especially 
in these new areas of the interface and the 360-degree image, for example, we see that the image is 
surpassing the limits of the frame, just as we get used to understanding it. This, in fact, is signaling us 
for a paradigm break in rela� on to the pain� ng as the most defi ning element of the image, the most 
determinant. I venture to affi  rm, in this sense, that the image overfl ows the frame (MEISTUDIES Media 
Ecology and Image Studies, 2019). 

In this sense, Claremont (2019, p. 10) explains: “360 allows us to capture EVERYTHING at once – 
what´s in front of the camera, behind the camera, above and below the camera, with the simple click of a 
bu� on”. Thus, nothing is hidden from the lens, which requires the producer to be properly concerned with 
what he wants to show. Another important aspect about this technology is the possibility of immersion 
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in the place of events, which can be intensifi ed through the use of virtual reality headsets. However, it 
should be noted that the consump� on of the 360 degrees image requires access to high-speed Internet 
and a longer period of contempla� on compared to the tradi� onal image; suddenly more obstacles to the 
populariza� on of this language, since today we are experiencing immediacy in virtual social networks. 
Claremont (2019) highlights: 

Here lies the problem – such a small percentage of viewers have the � me and a� en� on to interact 
with 360 photos and videos beyond just a quick glance, as they browse their social media feeds and 
lightning speed. With a� en� on spans ge�  ng shorter and shorter, requiring physical interac� on from the 
viewer leaves your photo with a very small chance of ge�  ng viewed in it´s en� rety! (Claremont, 2019, p. 
14).

S� ll, from the edi� ng process, it can be created photos and videos in 360 degrees in Li� le Planet 
or Tiny Planet format, which has a� racted a� en� on in virtual social networks due to its playful and non-
interac� ve nature. Referring to the photos in this format, Claremont (2019, p. 15) points out: “the incredible 
thing about Tiny Planet photography is that it fi ts a full 360-degree view into one square photo”. Thus, s� ll 
in an incipient way, it is possible to observe images in 360 degrees interac� ve and non-interac� ve and to 
experience with virtual reality headsets or from the mouse/touch of mobile devices.

Costa (2017) classifi es the cameras for capturing spherical images in three categories: the entry-
level ones, more aff ordable, which use two op� cal sensors and generally rely on the smartphone for 
viewing and sharing content, such as Samsung Gear and Insta 360; the intermediate ones, which involve 
equipment with two devices, each with an op� cal sensor, making necessary to s� tch the images in specifi c 
edi� ng programs, such as Kodak PixPro SP360 and Nikon KeyMission cameras; and the advanced ones, 
which mix more than six op� cal sensors, such as Nokia Ozo and the Jaunt and Odissey solu� ons, from 
GoPro brand. S� ll, according to the author, the cost of a device that makes produc� ons in 360 degrees 
varies depending on the corresponding category, reaching values between 200 and 60,000 dollars, which 
directly infl uences in terms of resolu� on, quality and available resources. 

360-degree content can be found in diff erent online spaces, such as in the opera� ng system 
applica� on stores, on websites of specialized companies and on the virtual social networks YouTube, 
Facebook and Instagram. The nature of these works is plural: they involve crea� ons related to immersive 
journalism, sports prac� ces, video clips, anima� ons, games, among others. Regarding the produc� on of 
images in 360 degrees, it is clear that this is not so close to amateurs, especially because cameras s� ll have 
rela� vely high costs for the young popula� on – the one most inserted in the circuit of digital images and 
virtual social networks. Following this perspec� ve, Campos (2010, pp. 130-131) considers the image as 
a device that young people “dominates with mastery, knowledgeable of the visual symbols and codes of 
a globalized and rapidly changing world, familiar with technologies and experienced in re-adapta� on of 
languages”.

Returning to the research object of this study, the interac� ve web documentary You ng People and 
Images – Stories and Experiences in 360 Degree, the 360 degrees language serves as its founda� on, together 
with a non-linear structure, cons� tuted of interac� ve and transmedia elements. Thus, considering the 
hybrid and experimental nature of this produc� on, which explores diff erent innova� ve media possibili� es, 
it is necessary to refl ect on aspects of the evolu� on of the documentary, ar� cula� ng concepts that mirror 
from its genesis to new clothes that came with the emergence of digital technologies, with increasingly 
complex interfaces.

Web documentary: a portrait of interac� ve, transmedia and im-
mersive narra� ves

Show life as it is. This mission can be considered the main feature of the documentary, which does 
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not prevent crea� vity in the whole process from making the diff erence in a produc� on. Thus, each director 
puts his or her gaze on the fi lm, making it increasingly authorial and diffi  cult to fi t into exis� ng theories, 
mainly due to the possibili� es arising from new technologies.

Tradi� onally, documentary is understood as a linear audiovisual produc� on that deals with social 
reali� es. Its origin dates back to the fi rst cinematographic projec� ons in history, made by the Lumière 
brothers at the end of the 19th century who fi lmed real everyday situa� ons, such as the arrival of a 
train at the sta� on. Historically, numerous discussions surround the defi ni� on of the term documentary, 
mo� vated, above all, by the obliga� on or not to represent reality and the limits between non-fi c� on and 
fi c� on.

Among scholars on the subject, we can highlight Nichols (2005, p. 47), who defi nes the format as 
“a social representa� on of the world in which we live”. In these lines, Renó and Flores (2018, p. 74) sustain 
that “documentary is considered a genre of fi lm commi� ed to reality”, but they believe that this does 
not prevent the use of fi c� onal images to portray a situa� on. Renov (2011, p. 3) also argues that there 
is a permanent rela� onship between the documentary and the world in which it lives, but points out a 
varia� on in the formula that uses edi� ng for “a connec� on with video art or some other avant-garde form, 
experimental of making fi lms, in charge of using the same approaches of "real" or personal material, but 
applied to their own interests". 

In another perspec� ve, Bruzzi (2000, p. 4) states that “a documentary will never be reality”, 
therefore, it is a representa� onal work, which does not invalidate it. Comolli's refl ec� ons (2008, p. 174) 
show that cinema and documentary are subjec� ve and inextricably linked, that is, “cinema was born a 
documentary and it extracted its fi rst powers (Lumière)”. With this look, the author directs his arguments 
to present par� culari� es that approach and apart cinema from journalism:

What brings it closer to journalism is the fact that it refers to the world of events, facts, rela� onships, 
elabora� ng, from them or with them, the fi lmed narra� ves; and what separates it from journalism is the 
fact that it does not disguise, does not deny, but, on the contrary, affi  rms his gesture, which is to rewrite 
events, situa� ons, facts (...) (Comolli, 2008, p. 174).

Opposing the classic view that the documentary is a non-fi c� onal work, Penafria (2018, p. 2) 
believes that any fi lm can be considered a fi c� on, “since no fi lm can eff ec� vely replace the lived experience 
of an event”. Likewise, the author explains that any produc� on can also be classifi ed as a documentary, 
“since it is always cultural, poli� cal, social and/or historically dated and refl ects the way of being and living 
in a given � me”.

Direc� ng his eyes to the aesthe� c development of the documentary, Baker (2006) a� ributes this 
evolu� on to advances in technology, whose eff ects were immense. In this sense, it becomes increasingly 
diffi  cult to defi ne the documentary form in tradi� onal labels within the contemporary context. For 
Penafria (2014, p. 23), “the documentary is not defi ned, it is experienced; and the Internet has been the 
stage for this experimenta� on”. Thus, from the digitaliza� on, media convergence and democra� za� on of 
access to technological means, a crea� ve level has been reached with infi nite narra� ve possibili� es, and 
the produc� ons that rely on the Web, like web documentaries, have even greater poten� ali� es, such as 
non-linearity, interac� vity and immersion.

It can be considered that the web documentary starts from the same proposal of the tradi� onal 
documentary as to the fact of telling real stories; however, it adds resources made available by the Web 
that allow a non-linear and mul� media naviga� on, off ering the user the freedom to interact with diverse 
contents (videos, audios, photos, texts, among others) and choose the paths you want to follow. Penafria 
(2014, pp. 22-23) assesses that the web documentary consists of a way of "refi ning and fi ne-tuning the 
new supports" that, aligned with the documentary, allow the crea� on of original works supported "in 
interac� vity and in aesthe� c innova� ons or renova� ons". The author also points out another neologism, 
iDoc (Interac� ve Documentary), which seems to be more extensive than the web documentary because 
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it highlights interac� vity in diff erent media and not just on the Internet. The web documentary is 
considered, however, as a form of interac� ve documentary. In the understanding of Paz and Salles (2015, 
p. 137), interac� ve documentaries are “interac� ve non-fi c� onal narra� ves that use diff erent media and 
pla� orms”. Renó (2013) exposes:

A work that off ers true informa� on about something from real images and for social and cultural 
emancipa� on, but at the same � me, builds it on an interac� ve pla� orm, where viewers (who are now 
called co-authors) can choose, if not the end, at least the order of the fragments (Renó, 2013, p. 217).

In this way, the producer no longer determines the direc� on of the story, since the par� cular 
view of the interactor prevails. Thus, according to Paz and Maciel (2019, p. 51), these narra� ves enable 
diff erent op� ons for interac� on and engagement, breaking the barriers between produc� on, distribu� on 
and recep� on, and their interfaces promote “a kind of playful agency of people”. The authors complement:

This is not a closed and pre-determined narra� ve by the team, but possible experiments. Narra� on 
and interac� on are mixed in an open and indefi nite process. In this sense, designing an interac� ve 
documentary is a bet on its own dynamics that it can unleash (Paz & Maciel, 2019, p. 51).

Regarding the format of digital interac� ve narra� ves, the authors es� mate that there is no 
predominant pa� ern despite the existence of some more consolidated ones, however, one can observe 
the dissemina� on of hybrid works. Therefore, they consider crea� vity as the hallmark of this innova� on. 
Also, it has been a common prac� ce to use geoloca� on in interac� ve documentaries (Paz & Maciel, 2019).

A broader interac� ve documentary, with complementary content distributed on diff erent 
online and offl  ine pla� orms, which provides users with more informa� on on the subject in ques� on, 
is characterized as transmedia, aesthe� cs that Jenkins (2009) understands as a response to the media 
convergence. Renó (2013) highlights:

Transmedia documentary, more than a narra� ve built by real content (without going into merit 
and/or in the discussion of the role of the documentary genre as a truth teller), allows a real par� cipa� on 
of the user not only in the naviga� on through the off ered mul� pla� orm content, but also from the 
distribu� on of these contents through social networks (Renó, 2013, p. 223).

In this perspec� ve, Paz and Maciel (2019, p. 49) point out that “transmedia logic presupposes 
a set of content that crosses mul� ple pla� orms with narra� ve and aesthe� c connec� ons”, in order to 
expand the narra� ve universe providing the user with addi� onal experiences.

In the same way, emerging audiovisual produc� ons bring virtual reality to the fi eld of documentary. 
Paz and Jucá (2019, p. 12) affi  rm that, despite the immersive and volumetric narra� ves are not 
confi gured as a recent phenomenon, there is something new about the massifi ca� on of the produc� on, 
commercializa� on and availability of devices and content, expanding "the possibili� es of producing and 
receiving immersive narra� ves through the use of adapted headsets for viewing 360° video or virtual 
reality". In this sense, Salles and Ruggiero (2019) clarify:

The digital world has opened the door to a great number of changes that have generated a 
reconfi gura� on of roles in the fi lm and audiovisual industry. Without discarding the past and the present, 
the immersive future emerges as a construc� on full of challenges for creators and par� cipants. A� en� on, 
empathy, users, prototypes and interac� vity are some of the terms that begin to become central to 
audiovisual crea� on. We observed the transforma� on of linear stories into narra� ve universes, from 
audience to par� cipants. Considering all these factors, we see that the audiovisual fi eld has started an 
expansion towards experience design (Salles & Ruggiero, 2019, p. 85).

The authors also state that produc� ons in transmedia, virtual reali� es and interac� ve experiences 
are dis� nguished by allowing the addi� on of diff erent levels of complexity and new skills to audiovisual 
narra� ves (Salles & Ruggiero, 2019). Thus, it is understood that the object of study in ques� on, the web 
documentary Young People and Images – Stories and Experiences in 360 Degree, can be considered a 
complex work, as it encompasses several pla� orms, resources and languages, structuring itself from an 
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interac� ve, transmedia and immersive narra� ve, using 360 degrees images, an innova� ve language that 
has been explored in immersive documentaries. In this sense, Gifreu-Castells (2020, p. 80) points out 
that currently the immersive documentary “consolidates itself as a form of innova� ve expression of the 
documentary genre, placing the interac� ve documentary in the background”.

In this perspec� ve, Longhi (2020) considers that there is a new level for refl ec� ons around 
imagery narra� ves, especially those more directed at journalism, due to the emergence of virtual reality 
technologies, 360-degree image, augmented reality and equipment like drones. The authoress adds: 

The forms of produc� on, availability and consump� on of images derived from these new modes 
of capture bring many concerns about what, in fact, is happening and changing the ways of telling. And 
the complexity – of the image, of the narra� ve environments, of the interfaces and of the places and 
non-places occupied by the visualizing subjects, cons� tutes, today, a keyword to think the contemporary 
scenario of the narra� ves (Longhi, 2020, pp. 53-54).

Thus, in view of this new imagery ecology that emanates an unprecedented narra� ve complexity 
and has caused an s� r in the fi eld of documentary, the next pages of this study will provide the paths 
taken to produce an interac� ve web documentary with complex characteris� cs, in order to contribute to 
refl ec� ons on the ways of storytelling in the contemporary context.

The technological-narra� ve universe of the work Young People 
and Images – Stories and Experiences in 360 Degree

 The web documentary in ques� on presents tes� monies and experiences of nine young people 
with digital images, highligh� ng their percep� ons of 360 degrees language. As the main support, the 
VeeR online pla� orm was used (h� ps://veer.tv/), beyond YouTube (h� ps://www.youtube.com/), Wix 
(h� ps://pt.wix.com) and SceneVR (h� ps://scene.knightlab.com/), as secondary, and two workshops 
as offl  ine pla� orms, characterized as a transmedia project due to the use of more than one medium, 
with complementary content. To access the link (Webdocumentário intera� vo, n.d.) of the work, it is 
recommended to use the Google Chrome browser, which will avoid possible reproduc� on diffi  cul� es. 
Also, you can choose the resolu� on that best matches the Internet speed used (720p, 1080p, 1440p – 2K 
and 2160p – 4K).

Regarding the instruments for carrying out this project, the Kodak PixPro SP360 4K kit was used 
to record the images. This equipment is dis� nguished by being made of two cameras coupled by 180º 
wide angle lenses that together form the images (photos or videos) in 360 degrees. As a complementary 
material, a smartphone and a DSRL camera were used to capture tradi� onal photos and videos, as well as 
an audio recorder and lapel microphone. To record the voiceovers, the Session Mixer HS-5 (Roland) and 
the SM58 microphone (Shure) were used.

In the edi� ng stage, it was necessary to carry out a sewing process to obtain the stereoscopic 
image result. In this sense, the PIXPRO 360 VR Suite so� ware – version 1.5.0.0 was used to merge the 
images1 and, subsequently, the DaVinci Resolve 15 program for more elaborate cuts, placement of 
transi� ons, inser� on of texts and audios2, all free and available on the web. It was also necessary to use 
other free tools: Snapseed (Google's image edi� ng applica� on that allowed the applica� on of ar� s� c 
eff ects on created maps3), Logo Maker (applica� on for crea� ng logos4), Nadir Patch (website for inser� ng 

1 The PIXPRO 360 VR Suite software (n.d.) is available for download on the web.

2 The free version of the DaVinci Resolve 16 (n.d.) software, an update to the program used in this project, 
can be downloaded from the web.

3 Used the version for IOS devices (Apple) (Google LLC, 2012).

4 Used the version for IOS devices (Apple) (Bizthug Pte Ltd, 2019).
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logos 360-degree images, h� ps://nadirpatch.com/) and Audacity (audio edi� ng so� ware, h� ps://www.
audacityteam.org/). Also, Photoshop (Adobe image edi� ng so� ware – not free, which helped create the 
bu� ons) was used.

Transmedia script 

A transmedia script was developed based on the methodological proposal created by Lovato 
(2018), which developed a model structured in four nodal points: world of history, user experiences, 
pla� orms and execu� on, detailed below.

World of history: the web documentary has as its theme the discussion about the importance of 
digital image in the daily lives of young people, showing their reac� ons and comments regarding, above 
all, the 360   degrees language. The characters chosen, all real, correspond to the age group between 15 
and 24 years. The work was developed in two loca� ons, Arica, in Chile, and São Caetano do Sul, in Brazil. In 
Arica, we opted for interviews with 5 young people from diff erent parts of the city. Images of tourist spots 
in the region were also captured, off ering the interactor addi� onal content. Already in São Caetano do Sul, 
it was preferred to give 4 social communica� on students from a university in the city the feeling of using a 
360 degree camera, so that each of them would capture their own images in a tourist spot in the city and, 
later on, learn to edit the materials, repor� ng at the end the percep� ons about that learning. In addi� on, 
images of tourist places in the municipality were recorded. The presenter/researcher is present at all 
� mes in the web documentary, due to the par� cipatory nature of the project and to avoid having to hide. 
The loca� on is an important narra� ve aspect in the work because it presents a cartographic naviga� on 
system in its structure, following the studies by Arroyave (2016).

User experiences: this web documentary is intended for those who are interested in 360-degree 
language or intend to produce content of the type. Thus, it is a work that seeks to entertain and teach new 
technologies, showing steps inherent to the process of crea� ng images in 360 degrees. To this end, online 
pla� orms were selected to host the materials that forms the web documentary – which can be accessed 
and shared free of charge, including smartphones, since all the supports used are responsive. To make the 
user experience more a� rac� ve, it was decided to use interac� ve elements, such as personalized bu� ons 
and links, which makes the interface similar to a game. Regarding the degree of involvement in the story, 
it was thought to off er the audience a non-linear narra� ve structure, in which users have the possibility to 
interact freely choosing the order of viewing the scenes. As for the forms of par� cipa� on, the individual 
naviga� on process stands out.

Platf orms: from the defi ni� on of the VeeR pla� orm as the main media, integra� on with YouTube, 
Wix and SceneVR (online pla� orms) was sought, in addi� on to the accomplishment of two offl  ine 
workshops that enabled the construc� on of a universe of complementary content, confi guring it thus, a 
transmedia project (Infographic 1). Following, characteris� cs of each pla� orm will be presented.

Infographic 1 – Narrative universe of the web documentary

Source: Produced by the authors

The Global Pla� orm for Content in Virtual Reality – VeeR, of Chinese origin and created in 2016, 
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has the mission of being a locus for the diff usion of content in VR, in order to promote the works of the 
producers that integrate its community, off ering to the users “tools, support and know-how needed to 
create immersive and impressive virtual reality videos” (VeeR, n.d.   a). Among the products off ered by the 
company there is the VeeR Experience (VeeR, n.d. b), a tool used in this web documentary. It consists of 
several resources, such as the inser� on of hotspots to the scene (photo or video in 360 degrees), so that 
users have the op� on to click on other scenes, leaving the consump� on process interac� ve and non-linear, 
and text crea� on, which allows the inclusion of decora� ve boxes. It is also possible to place audios on 
access points or enable a fi xed soundtrack, present in all scenes. Another available func� on is the choice 
of the ini� al orienta� on when the user enters the scenes, contribu� ng to the producer's narra� ve strategy, 
which can direct the public's eye towards the elements he intends to emphasize. To illustrate, screenshot 
1 demonstrates the VeeR Experience edi� ng screen, with an indica� on of the available resources and 
circular images representa� ve of the contents.

Screenshot 1 – Viewing the edit screen

Source: Disclosure VeeR VR Blog (https://veer.tv/blog/how-to-create-vr-experience-with-no-coding/)

It is worth men� oning the transmedia character, provided by the Card resource that allows 
the incorpora� on of URLs (network addresses) to the interface. This op� on provides the user with the 
experience of accessing external content with other formats, since the VeeR tool uses, as a base, photos 
and videos in 360 degrees interac� ve. As for the video sharing process, the pla� orm has several op� ons, 
such as Facebook, Twi� er and WeChat.

YouTube is a pioneering pla� orm when it comes to free distribu� on of videos on the web, including 
360 degrees. It was opted to use it in this work in view of the effi  ciency in its sharing system that involves 
diff erent media, such as Facebook, LinkedIn and Twi� er. This wide-reaching social network is formed by 
channels of varied content, which can be easily accessed. Thus, its use is part of a transmedia strategy to 
reach other users, in addi� on to those who integrate with the VeeR community.

Creator of interna� onally recognized websites, Wix has free resources that allow the crea� on 
of personalized and responsive online addresses. The facility to handle the templates provided by the 
pla� orm, as well as the prac� cality of embedding external content and sharing through the links created, 
mo� vated its choice as a means of integra� ng the various contents of the web documentary.

The SceneVR pla� orm allows the crea� on of interac� ve 360-degree photo galleries, which can be 
accompanied by texts, making it one more op� on of media explored in the project, above all due to the 
ease of incorpora� on in other online spaces.

As offl  ine pla� orms, two 360-degree language workshops were held, as shown in image 1. The 
fi rst was a� ended by 139 young people from a high school ins� tu� on in São Caetano do Sul, in which 
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they sought to present to students concepts about the evolu� on of the image, from origin to the present, 
focusing on 360-degree produc� on, ending with par� cipants' experiences from the use of virtual reality 
headsets. The second workshop, with images shown in the web documentary, had the par� cipa� on of 
four young university students who learned techniques for producing and edi� ng images in 360 degrees.

Image 1 – Workshops (offl  ine platforms)

Source: Produced by the authors

Executi on: to use the chosen online pla� orms it was necessary to register. In the case of VeeR, you 
can create your own support login and password or take advantage of the data on a Facebook account, 
while Wix allows you to register from Google and Facebook accounts, in addi� on to the pla� orm-specifi c 
registra� on op� on. YouTube and SceneVR are accessed from Google accounts.

In the produc� on of this web documentary, there was the support of CONICYT (Na� onal 
Commission for Scien� fi c and Technological Research) that sponsored the authors' trip to the city of 
Arica, in Chile. Also, support was obtained from CNPq (Na� onal Council for Scien� fi c and Technological 
Development), as well as from the research group The Visual Sign in the Media, led by Professor João 
Ba� sta Freitas Cardoso, who made the camera 360 degrees available. It is worth men� oning that the other 
equipment used – tripod, audio recorder, lapel and digital mixer – are owned by one of the researchers. 
The web documentary soundtrack was created by Tiago Gois Falandes, who also assisted in part of the 
recordings.

Flowchart 

In view of the great complexity of an interac� ve audiovisual work that requires, according to 
Gosciola (2003, p. 159), to think about a simultaneity of components, such as the “hierarchical levels of 
content”, the “interface” and the “network links”, he developed in the ini� al phase of produc� on, a sketch 
was developed whose ideas were improved in the fl owchart, as shown in fl owchart 1.
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Flowchart 1 – Interactivity elements

So urce: Produced by the authors

Scenes presenta� on 

The web documentary consists of 16 scenes, and the length of each video can vary between 25 
seconds to 11 minutes and 13 seconds. It also features 69 elements, including hotspot, text, image and 
card, as well as other content (photos, videos and audios) on YouTube, Wix and SceneVR. As a narra� ve 
strategy, it was decided to direct the user's visualiza� on when entering each scene. Bu� ons were also 
inserted that redirect to the ini� al scenes, which allows the user to select new naviga� on paths. To 
illustrate, images that represent scenes of the opening and bu� ons of São Caetano do Sul and Arica follow.

Image 2 – Screen that opens the web documentary (Start) and instructions scene

 

Source: Produced by the authors

A� er clicking on the start bu� on, the user is faced with the mandatory opening scene of the 
web documentary, which provides � ps for a be� er browsing and interac� vity experience (Image 2). The 
need was felt to provide access guidelines due to the innova� ve character of this technology, whose 
par� culari� es are s� ll unknown to most, such as the ac� on of moving the mouse to see the environments 
in full.
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Image 3 – Presentation of the web documentary

Source: Produced by the authors

The presenta� on scene (Image 3) brings the � tle and the introduc� on of the theme by the 
researcher, which indicates the access op� ons. To navigate, it is necessary to choose one of the bu� ons 
that appear on the screen: São Caetano do Sul or Arica. You can also open the technical fi le.

Image 4 – São Caetano do Sul Opening

Source: Produced by the authors

When the São Caetano do Sul bu� on is chosen, the user has access to the city map, with 8 pins 
and 4 loca� ons. Four bu� ons with the photo of the protagonists also enter the scene, one referring to 
the workshop and the other in the shape of an arrow that redirects to the beginning. It is observed in the 
scenes that form image 4 the existence of two access systems: cartographic (map) and nodal (bu� ons). By 
clicking on the pins (8) distributed on the map, the user is taken to a single 360-degree video on YouTube 
that presents tourist spots in São Caetano do Sul. Each pin forwards to the sec� on corresponding to the 
chosen place.
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Image 5 – Workshop with university students

Source: Produced by the authors

Image 5 shows the development of the workshop with young university students, made in three 
stages: moments of the workshop, comments on the experience and content produced, represented by 
bu� ons in the entrance scene, giving op� ons for the user to browse. It should be noted that the content 
produced by young people, photos and videos in 360 degrees, with emphasis on the Li� le Planet format, 
were inserted on a website on Wix.

When choosing the Arica bu� on (Image 6), the structural idea is similar to that previously 
demonstrated in the scenes of São Caetano do Sul. The user is faced with an instruc� on text and the city 
map, with the indica� on of 8 pins and 3 loca� ons to be explored. There are also 4 bu� ons personalized 
with the photo of the young protagonists, as well as two bu� ons that take you to other content on websites 
created in Wix; one about curiosi� es of Arica and the region, with tradi� onal photos and audios, and the 
other with Li� le Planet images. It is also observed in this scene the existence of two systems: one for the 
loca� on on the map (cartographic) and the other for the photos of each one (nodal). When accessed, the 
pins (8) highlighted on the map take the user to a single 360-degree video on YouTube showing Arica's 
sights. Each pin leads to the sec� on concerning the chosen place, using the resource to start in made 
available by the pla� orm.

Image 6 – Arica Opening

Source: Produced by the authors
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In view of the need to translate the interviews conducted in Spanish into Portuguese, a bu� on 
was made available within the scene corresponding to each of the young people who redirected to 
YouTube, where the same content with sub� tles can be viewed. When entering the pla� orm, you only 
need to enable the func� on that allows you to choose, among other features, the font size and color. It is 
important to note that the cap� on follows all the user's movements (Image 7).

Image 7 – Caption Portuguese

Source: Produced by the authors

According to Brown (2017), the results of the test carried out in 2017 by the BBC's na� onal 
technical research department (BBC Research & Development) indicated that the most popular legend is 
that in which the text is always available, regardless of the loca� on viewed.

Final considera� ons 

This theore� cal-prac� cal inves� ga� on sought to present strategies used in the crea� on of an 
interac� ve, immersive and transmedia narra� ve, using free resources available on the web and the 360 
degree imagery modality s� ll emerging, which represents a challenge for producers who try this language. 
Thus, it is hoped that this study can contribute to the research and development of non-fi c� on audiovisual 
narra� ves hosted on the web, a format that is not very widespread in Brazil, both from the point of view 
of produc� on and in the public interest.

The realiza� on of the web documentary highlights important aspects about the produc� on, 
edi� ng and sharing of images in 360 degrees. Applica� ons, so� ware and pla� orms can be observed in 
virtual spaces that allow a closer approxima� on with these contents, access that a few years ago was 
restricted to large technology groups, especially in the games area. On the other hand, it must be taken 
into account that when the producer works with free web developers, he is subject to their terms and 
usage limits.

Finally, it is understood that this research brings in its content a look at the current stage of virtual 
reality and 360-degree images, as well as obstacles that s� ll keep these innova� ons from the daily lives of 
most young people – for example, the cost of equipment, Internet connec� on problems, unfamiliarity of 
produc� on techniques, in addi� on to the constant need and appeal to interact with images, which requires 
more � me from the interactor and goes against the current media landscape guided by immediacy.

References
Arroyave, C. O. (2016). El documental interac� vo y transmídia: el desa� o de contar historias desde lo local. 
In A. C. B. Angeluci (Org.), Comunicação transmídia (pp. 173-222). EDIPUCRS, UCSC. h� p://www.pucrs.br/
edipucr

Baker, M. (2006). Documentary in the digital age. New York: Routledge.

Bizthug Pte Ltd. (2019). Logo Maker: Criar um Logomarca (Version 1.85). Bizthug Pte Ltd. h� ps://apps.



15

apple.com/br/app/logo-maker-criar-um-logomarca/id1143390028

Brown, A. (2017, October 26). User Tes� ng Sub� tles for 360° Content. BBC. h� ps://www.bbc.co.uk/rd/
blog/2017-10-sub� tles-360-video-virtual-reality-vr

Bruzzi, S. (2000). New documentary: a criti cal introducti on. London: Routledge. 

Campos, R. (2010). Juventude e visualidade no mundo contemporâneo - Uma refl exão em torno da 
imagem nas culturas juvenis. Sociologia, Problemas e Práti cas, (63), 113-137.

Claremont, B. (2019). A beginner´s guide to ti ny planet photography (3rd edi� on). [N. l. N. n.]

Comolli, J. L. (2008). Ver e poder: a inocência perdida: cinema, televisão, fi cção, documentário. Belo 
Horizonte: Editora UFMG.

Costa, L. G. da. (2017). Jornalismo imersivo de realidade virtual: aspectos teóricos e técnicos para um 
modelo narrati vo [Dissertação de mestrado, Universidade Federal de Santa Catarina]. Repositório 
Ins� tucional UFSC.

DaVinci Resolve 16 [Computer so� ware]. (n.d.). h� ps://www.blackmagicdesign.com/products/
davinciresolve/

Gifreu-Castells, A. (2019). Desenvolvimento atual do documentário intera� vo e transmídia nas Américas, 
Europa e Austrália. In A. Paz & S. Gaudenzi (Orgs.), Bug: narrati vas interati vas e imersivas (1a ed., pp. 60-
71). Automá� ca. h� ps://issuu.com/bug404/docs/paz_e_gaudenzi_bug_2019_pt

Gifreu-Castells, A. (2020). Documental interac� vo como narra� va compleja: autor, receptor, modelo de 
negocio y preservación. In R. Longhi, A. Lovato & A. Gifreu (Orgs.), Narrati vas complexas (1a ed., pp. 
75-95). Aveiro: Ria Editorial. h� ps://adobeindd.com/view/publica� ons/898a22c8-36db-4db0-8688-
75cb107e940e/vj5x/publica� on-web-resources/pdf/Narra� vas_Complexas.pdf. 

Google LLC. (2012). Snapseed (Version 2.19.5) [Mobile applica� on so� ware]. Snapseed h� ps://apps.
apple.com/br/app/snapseed/id439438619

Gosciola, V. (2003). Roteiro para as novas mídias: do game à TV interati va. Editora Senac São Paulo.

Jenkins, H. (2009). Cultura da convergência (2nd ed.). São Paulo: Aleph.

Longhi, R. (2020). Narra� vas complexas no ciberjornalismo. Interface, Imagem, Imersão.          In R. Longhi, 
A. Lovato & A. Gifreu (Orgs.), Narrati vas complexas (1a ed., pp. 37-57). Aveiro: Ria Editorial. h� ps://
adobeindd.com/view/publications/898a22c8-36db-4db0-8688-75cb107e940e/vj5x/publication-web-
resources/pdf/Narra� vas_Complexas.pdf.

Longhi, R. R., & Pereira, S. da C. (2016). Do panorama à Realidade Virtual: como o ciberjornalismo está 
criando narrati vas imersivas [Conference presenta� on]. XIII Congreso La� noamericano de Inves� gadores 
de la Comunicación, Alaic 2016, Cidade do México, México. h� ps://goo.gl/ZktXXp

 Lovato, A. (2018). Planti lla para diseño de narrati vas transmedia – Vérsion 2.0. Academia.edu. h� ps://
www.academia.edu/37267012/Plantilla_para_Dise%C3%B1o_de_Narrativas_Transmedia_2018_-_
Versi%C3%B3n_2.0

MEISTUDIES Media Ecology and Image Studies. (2019, September 26). Jornalismo imersivo e narra� vas 
complexas [Video]. YouTube. h� ps://youtu.be/pUu8vWYoc_U

Nichols, B. (2005). Introdução ao Documentário. São Paulo: Papirus.

Paz, A., & Jucá, M. (2019). O cenário inovador das narra� vas intera� vas e imersivas. In A. Paz & S. Gaudenzi 
(Orgs.), Bug: narrati vas interati vas e imersivas (1a ed., pp. 8-17). Automá� ca. h� ps://issuu.com/bug404/
docs/paz_e_gaudenzi_bug_2019_pt



16

Paz, A., & Maciel, K. A. (2019). Além das interfaces: conceitos e obras fundamentais de narra� vas 
intera� vas. In A. Paz & S. Gaudenzi (Orgs.), Bug: narrati vas interati vas e imersivas (1a ed., pp. 44-59). 
Automá� ca. h� ps://issuu.com/bug404/docs/paz_e_gaudenzi_bug_2019_pt

Paz, A., & Salles, J. (2015). Brasil, mostra a sua cara: aproximações ao cenário brasileiro de documentários 
intera� vos. Revista Doc On Line, (18), 130-165. www.doc.ubi.pt

Penafria, M. (2014). A Web e o documentário: uma dupla inseparável? Aniki: Revista Portuguesa da 
Imagem em Movimento, 1(1), pp. 22-32. h� ps://doi.org/10.14591/aniki.v1n1.55

Penafria, M. (2018). Algumas questões sobre o documentário e outros tantos equívocos. Biblioteca on-line 
de ciências da comunicação da Universidade da Beira Interior – BOCC. Retrieved from h� p://www.bocc.
ubi.pt/pag/penafria-manuela-2018-questoes-documentario.pdf

PIXPRO 360 VR Suite [Computer so� ware]. (n.d.). h� ps://kodakpixpro.com/support/downloads/#360-vr

Renó, D., & Flores, J. (2018). Periodismo Transmedia (Nova edição atualizada). Ria Editorial. h� p://www.
riaeditorial.com/index.php/periodismo-transmedia/

Renó, D. (2013). Interfaces e linguagens para o documentário transmídia. Fonseca, Journal of Communicati on 
– Monográfi co, 2, 204-225.

Renov, M. (2011). Entrevista a Michael Renov. Interviewed by I. Pinto, M. P. Peirano. Lafuga.cl, 12. Retrieved 
from h� p://www.lafuga.cl/entrevista-a-michael-renov/461

Salles, J., & Ruggiero, M. L. (2019). Narra� vas imersivas: imaginando múl� plas realidades. In A. Paz & S. 
Gaudenzi (Orgs.), Bug: narrati vas interati vas e imersivas (1a ed., pp. 82-91). Automá� ca. h� ps://issuu.
com/bug404/docs/paz_e_gaudenzi_bug_2019_pt

VeeR. (n.d. a). About VeeR: Leading Global VR content pla� orm. h� ps://veer.tv/about-us

VeeR. (n.d. b). Introducing VeeR Experience. h� ps://veer.tv/landing/experience 

Webdocumentário intera� vo. (n.d.). Jovens e as Imagens - Relatos e experiências em 360 graus. VeeR. 
h� ps://veer.tv/experiences/5uzhw1HE5zUkC4Pen_QrJik3LuI


