AHOTANIA

Apmonik A. O. «JokymeHTajgbHuil (UIBM K cHOCi0 BIATBOPEHHS
BTPA4YeHOl [JIMCHOCTI 3a /JOMOMOIOK Cy4YacHMX LHM(POBUX TEXHOJOTiH».
KgamidikamiitHa HaykoBa mparisi Ha IpaBax pyKOIHCY.

HaykoBe o0OTpyHTYBaHHS TBOPYOTO MHUCTEIBKOTO TPOEKTY Ha 3H00YTTS
OCBITHBO-TBOPYOT'O  CTYMNEHS JOKTOpa MHUCTeNTBa 3a cremiampHicTIo 021
“AynmioBi3yalibHE MHCTEITBO Ta BHpOOHUIITBO” (Tany3b 3HaHb 02 “Kymerypa 1
MucTenTBo”’), KUiBChKMII HAIllOHATBHUI YHIBEPCUTET TeaTpy, KiHO 1 TeredaueHHs
imeni I. K. Kapnienko Kaporo, MinictepcTBO KyabTypH Ta 1HPOpMaIIHOT MOMITHKH
VYkpainu, Kuis, 2025.

3MmicT aHOTAaIIil. AKTYaJIbHICTb. HuceprartiitHe JTOCIIKEHHS
«JloxyMeHTanbHMi (H17IBM SIK CIIOCIO BIITBOPEHHS BTPAUYCHOI A1MCHOCTI 3a JOITOMOT 010
CydacHUX HUGPOBUX TEXHOJIOT1H» MPUCBSIUYEHE BUBUYCHHIO POJIi Cy4aCHUX HMUPPOBUX
TEXHOJIOT1H y pEKOHCTPYKIIT ICTOPUYHHUX TOJINA Yyepe3 TOKyMEHTaIbHe KiHO. Y poOoTI
3M1MCHEHO KOMIUIEKCHUM aHali3 1HHOBAIIMHUX METOAIB Bi3yamizallii, 30KpemMa
BUKOpUCTaHHS 1mTy4dHoro iHTenekty (Al), BipryampHoi (VR) Ta nmomoBHeHOi
peasibHOCTI (AR), a TakOX IHTEPAKTUBHUX TUIAT(HOPM 7151 CTBOPEHHS IOKYMEHTAIbHUX
(b1716M1B, 1110 MAIOTh HA MET1 BIATBOPUTH 3pYHHOBAH1 MPOCTOPH, BIIHOBUTH O0IHYYS Ta
TOJIOCH 3aru0JIMX TepoiB, a TAKOX 30€PerTy mam’sITh MPO ICTOPUYHI MOAIT Yepe3 HOBI
TEXHOJIOTT].

AKTyaJIbHICTh TE€MH 3yMOBJIEHA HEOOXIJHICTIO HAyKOBOT'O OCMHCIICHHS
dbenomeHa 1HUQPPOBOT PEKOHCTPYKINT ICTOPUIHOI MIHCHOCTI Y TOKYMEHTAJIHLHOMY
KiHemaTorpadi, peKOHCTPYIOBAaTH BTpau€Hl MOMEHTH 1 HaBITh MOJICIIIOBATH TO11, IKUX
HIKOJIU HE OyI0 3a(iKCOBaHO HA KaMepy.

Kpim Toro, HOBITH1 T€XHOJIOTII JO3BOJISIOTH TJIs1a4€Bl HE JIUIIE CIIOCTEPIraTH 3a
BITHOBJICHUMH TOMISIMU, a ¥ B3a€EMOJISATH 3 HUMH, 3aHYPIOIOYHCHh Yy IMMEPCUBHUI
nocBil. VR/AR-texHosorii garoTh 3MOry «yBIUTH» Yy BIATBOPEHE CEpPEIOBUIIE 1

NEPEeKUTH TIOAII0 3aHOBO, 3D-MojenoBaHHS — CTBOPUTH TOYHI KOIIi 3pyHHOBAHUX



00’ekTiB, a 3acobu Al — pecraBpyBaTH YW TE€HEpyBaTH BTpadeH1 300pakeHHS Ta
TOJIOCH.

VY po0OoTI TOKIaAHO aHATI3YIOTHCS LU(PPOBI THCTPYMEHTH, TaKi SIK T€HEpaTHUBHI
monmeni I (MidJourney, DALL-E), animaris apxiBaux wmatepianis (D-ID,
MyHeritage Deep Nostalgia), 3D-mMoxemoBaHHS Ta TEXHOJIOTIi, IO JO3BOJIAIOTH
ctBoptoBatu imepcuBH1 cepenoBuiia (Unreal Engine, Unity). OxpiM TeXHIYHOTO
aCTeKTy, JOCITIHKEHHS TaKOX 30CEPeKCHO Ha €TUYHUX BUKJIMKAX, 110 BUHUKAIOTH
MpU BUKOPUCTAHHI LU(POBUX TEXHOJOTIH JJIi PEKOHCTPYKLII MHUHYJIOIrO, 30KpeMa,
poOIeMU MaHIMYJIALIHN 171eIMU TIaM’IT1 Ta IOKYMEHTAJIbHOI JIOCTOBIPHOCTI.

OO0’€eKT I0CTiIKeHHs . HOBITHI IU(PPOBI TEXHOJIOTIT y JOKyMEHTaIbHOMY KiHO.

Ipeamer aochaigkeHHsi: cydacHI IUQPOBI TEXHOJOTil (IITY4YHHM I1HTENEKT,
BipTyajbHa Ta JONIOBHEHA pealibHICTh, 3D-MO/IeNMOBaHHSA) B JOKYMEHTAIbHOMY KiHO
SK crociO BIATBOPEHHS BTPAYEHOT A1MCHOCTI.

Mera jocauigKeHHI —  BUBYCHHS TEXHIYHOTO MOTEHLIATY LIHPPOBUX
TEXHOJIOT1H y KiHemMaTorpadii, 3’ sCyBaHHS €TUYHUX, ECTETUYHUX 1 PLI0COPCHKUX MEX
PEKOHCTPYKIIT BTPAaYE€HOT0 B KOHTEKCT1 JOKYMEHTAIBHOTO KiHO. ABTOpP pO3TJIsiaae, sK
€KpaHHI1 Bi31l MOXKYTb HE JIMILIE B1I00paXaTH peabHICTh, @ i CTATHU THCTPYMEHTOM JIJIs
CTBOPCHHSI HOBHUX 1HTEpIIpETaIliii icTopii, K1 BIIMOBIJAI0OTh BUMOTaM CYYacHOI €TOXHU
Ta COLIOKYJAbTYpHUX TpaHcopMmaiiii. Oco0nuBYy yBary TMpUIUICHO MUTaHHSIM
MPaBIMBOCTI, CHMYJIALIT Ta MaHIMYJALIT B eKpaHHUX PEKOHCTPYKIISX, 110 CTAaBUTH Mij
CYMHIB caMy MPUPOAY JTOKYMEHTAIBHOCTI y IU(PPORBY 100Y.

HoBu3na nociailzkeHHsi : TOJsirae B TOMY, LIO BIEpIIE B YKPaiHCBKOMY
HayKOBOMY JUCKYpC1 3[[IHCHEHO CUCTEMAaTU30BaHUN aHani3 BUKopuctanus LTygnoro
IHTENEKTY, a Takok VR Ta AR y n0KyMeHTallbHOMY KiHeMarorpadi, po3KpUTO iXHIN
TBOPYMI MOTEHIIIAT JUIsl BIITBOPEHHS 1ICTOPUYHUX TOMIM 1 00’ €kTiB. BUKOHAHO Taki
3aBJIaHHS:

e BusHaueHo 1oKyMeHTalbHE KIHO SIK PopMy 30epeKeHHsI KOJEKTUBHOI IMaM’SITi.

e KnacudikoBaHO NOHATTS PEKOHCTPYKLIi y Cy4aCHOMY Bi3yaJIbHOMY MHCTELTBI



Ta B KOHTEKCTI 1CTOp1i pO3BUTKY TBOPYOT'O METOMY.

e [IpoananizyBaHo 1udpoBi TEXHOJOTIi B KOHTEKCTI Cy4acHOi JOKYMEHTaJIbHOI
PEKOHCTPYKIIIi.

e OxapakTepu3yBaHO METOJOJIOTIYHI MIAXOAM JO OCMHCICHHSI BTpPay€HOl
TIHACHOCTI SIK IpeAMETa Bi3yalbHOTO MHUCTEIITBA.

e JlocmimxeHo crnocoOM BIUIMBY BI3yallbHOI PEKOHCTPYKII Ha eMoliiiHe
CIIPUMHSATTS TJIsIava.

e OuiHEeHO eTHYHI BUKJIMKH Ta BIJNOBINAJIbHICTH aBTOPIB MPH PEKOHCTPYKIIT
o0pa3iB 3aru0mx.

e OIriHeHO MOTeHIIaT UPPOBUX TEXHOIOTIH y CydacHIH JOKYMEHTAIICTHIII.

e JlocmiaKeHO  3aCTOCYBaHHA  IITYYHOTO  IHTENIEKTY  SIK  1HCTPYMEHTY
PEKOHCTPYKIIIT B JOKYMEHTAJILHOMY KIHO.

e [Ipoanam3yBano BukopuctanHia VR, AR Tta reitmicikamii ajis peKoHCTpyKIli
POCTOPY, MO 1 TOCBITY.

e BusHaueHo poyib aymio- Ta BI3yaJIbHOTO CTHUJIIO Y BIATBOPEHHI BTPaudeHOl
JIHACHOCTI.

e JlocmiaKeHO MOMKIUBOCTI UU(PPOBUX apXITEKTYpHUX PEKOHCTPYKLIA Yy
HEIrpoBOMY KiHeMarorpadi.

¢ OmuineHo UPPOBY PEKOHCTPYKLIIO K IHCTPYMEHT IOKYMEHTaJIbHOTO HAPATHBY:
il TEXHOJIOTIYHI MOXJIMBOCTI Ta OOMEKEHHS.

e BusHaueHO KIIIOYOBI MOpaJbHI AWIEMH JOKYMEHTAJIbHOTO KIHO Ha CTHUKY
CUMYJIAIII Ta JOCTOBIPHOCTI, 30KpeMa B aCMEKTI BUKOPUCTAHHSA IHU(PPOBUX
aBarapiB 3aru0JmX.

Crpykrypa poGoTu. Y mnepumiomMy Po3aili po3rjIsTHYTO TEOpII0 Ta 1CTOPIIO
JOKYMEHTAJILHOTO KIHO, TOHSTTS! PEKOHCTPYKIII Ta HU(PPOBOI mam’sITi.
Bnamocs Bu3HauMTH, 1O JOKYMEHTaJIbHE KIHO — 1€ HaJA3BHYANHO

OararorpaHHui >KaHp, SIKUM MOXHAa YMOBHO TOJIJIUTH Ha JIBI OCHOBHI KaTeropii 3a



4acoM 1 CIocoOOM CTBOpPEHHsI Martepiaiy: (IIbMH, 110 BUPOOJISIOTHCA MapayebHO 3
nojisiMu Ta (pUIbMH, 10 BUPOOJSIOTHCS TMICIS 3aBEPIICHHS MOJiH, YacTo uepe3
3HAYHUI MPOMIXKOK 4Yacy.

PexoHCTpyKIlig B IOKYMEHTaIbHOMY KIHO BUKOHYE POJIb CBOEPITHOTO «MICTKa
MDK yTpaueHUM MaTepiajioM 1 Cy4acHHUM IuigiadyeM. BoHa 103BoJIsi€ MepeHecTH MOi0
9u 00’€KT, 10 HE MAIOTh MPAMHUX (HOTO- UM BIACOCBIIUEHB, Y TUIONIUHY Bi3yaJIbHOT'O
JOCBIY, HE TMOPYIIYIOUU MPHU IIBOMY 3acajl KaHPOBOi JOCTOBIPHOCTI. 3a TOIOMOTOIO
PEKOHCTPYKIIIT JOKYMEHTAJIICTH MOXYTh 30€perTé mam’siTh MPO 3HUKII PEaIbHOCTI 1
HaJaTy iM BITYYTHOI (POpMHU Ha EKpaHi.

Y npyromy po3aiji 1oCiiKyeTbes 0€3M0CepIHbO CyIacH] U(PPOB1 TEXHOIOTI,
K1 BUKOPUCTOBYIOThCSI 200 MalOTh MOTEHIIAN JJIsl BAKOPUCTAHHS Yy JOKYMEHTAJIbHIM
PEKOHCTPYKIIII.

Hapa3i 3’sBinserbcs morpeba y peKoOHCTpyKIii Oiorpadii 3arubmux y
JOKYMEHTAJIbHOMY KIHO, II0 € CKJIJHUM TBOPYO-€TUYHUM IIPOIECOM, aJK€ BIH
BHUMAarae He JIMIIE JOCTOBIPHOCTI, a ¥ rIMOOKOI BIAMOBIAAIBHOCTI Mepes] mam’ sTTIo,
pPOJIMHAMHU TEPOiB, a TaKOX TisimadeM. Tox moctae motpeda He jauie 3adikcyBaTu
CMEpTh Tepos, a TIepeAyCiM MOBEPHYTH HOTO JI0 KUTTS y CIIOTaIax.

TpeTiii po3aisi npucBsiYeHNI BIATBOPEHHIO BTpAT Ta 30€pEKEHHIO MaM’sTi 3a
JIOTIOMOTOI0 IOKYMEHTaIbHOr0 KiHO. [IOHSITTS PEKOHCTPYKIIT Bi3yaJIbHOTO JIOCBIAY
TICHO TOB’si3aHe 3 (10COPCHKUMM KOHLEMIISIMA TaM'siTl, BTPaTH, KOJEKTUBHOI
TpaBMHM Ta iHTeprpeTallii icropii. PekoHCTpyKIlis HE TpocTo 30epirae MUHYJIE, BOHA
TaKOX aKTHBHO ()OPMYETHCS Y€pe3 MUCTEIIbKE OCMUCIICHHS, /Ie KOXKEH aKT Bizyasri3allii
CTa€ YaCTUHOIO KYJIBTYPHOrO W €MOIIMHOro mpoliecy BigHOBICHHS. Lle BakiamBO y
KOHTEKCTI JOCIIJIXKEHHSI COIlaJbHOI MaM'siTi, 1€ PEKOHCTPYKIlisA BUCTyMHae K dopma
30epeKeHHsI 1 perpe3eHTallii KyJIbTypy Ha TJ1 pyrHAIli.

MoxHa  cTBep/uKyBaTH, 110 IudpoBa  PEKOHCTPYKLIS  BTpaTH Yy
JOKYMEHTAJIbHOMY (PUIbMI — 1€ HE JIMIIE XYAOXKHINA kKECT, ajie 1 crocid HAyKoBOro i

KyJIbTYPHOTO OCMUCIJIEHHS 3pyWHOBAaHOIO MHUHYJIOTO, M0 HaOyBae OcOOJIMBOI



3HAYYIIOCTI B KOHTEKCTI BIMHM, TEHOLMIY, IOMITHYHUX pEnpecii Ta I1HIIUX
TpaBMaTUYHUX TOJINA, aKTyaJbHUX IS YKPAiHCHKOTO cycmiibcTBa. [IpoexTu, ski
PEKOHCTPYIOIOTh BTpay€Hl MICTa Ta apXITEKTypy, JAOMOMArarTh 30epiraTu mnam’siTh,
dbopMyBaTH HOBE PO3YMIHHS 1ICHTUYHOCTI Ta KOJIEKTUBHOI ITaM’sITI B yMOBaX BIMHH.

Y d4yerBepTOMY PpO3ALJI JOCTIIKYBAIUCH €TUYHI ACMEKTH BUKOPUCTAHHS
IMITYYHOTO 1HTEJEKTY Ta TEHEpPaTUBHUX TEXHOJOTH, OCOOJMBO, SAKIIO I
JOKyMEHTaJIbHa po0OTa MOB’sA3aHa 13 3aruOJIUMU JFOJbMHU.

BusnauenHs cumymsmii B JOKYMEHTAJIbHOMY KIHO HaOyBae 0OCOOJIMBOIO
3HAYEHHS, OCKUIbKM IITYYHUU 1HTEJIEKT AO03BOJIIE CTBOPIOBATH 00pasu, IO BAXKKO
BIZIPI3HUTH BiJl peaibHOCTi. TOX 1€ MOXE BHCTYMAaTH MEBHOIO 3arpo3010, OCKUIBKH
IIsI1a4l He 3aBXKIU YCBIJOMITIOIOTH, 110 TToOaueHe — He (aKT, a peKOHCTPYKIIis, sKa
CTBOPIOE HOB1 €TUYHI BUKJIMKH.

II’saTHii po3ain onucye MUCTEIIbKO-TBOPYHI MPOEKT aBTOPA, B JAHOMY BUIIAAKY
JOKYMEHTAJIbHUM HAyKOBO-TIONYJSIpHUN PuibM «JloKyMeHTanbHUN GijbM K CIIOCIO
BIJITBOPEHHS BTPAYCHOI AIMCHOCTI», 110 € MPAKTUYHOIO peaizalli€lo JucepTaIiifHoro
nociimpkeHHs. Lle He mpocTo mpuKiIaa 3aCTOCYBaHHS 1HHOBAIIWHUX 1HCTPYMEHTIB, a

MEBHE KiHOECE, J€ PEXKUCEP BUCTYMAE SIK TOCTITHUK, KOMEHTATOP 1 CIIBIEPEKUBAIOYUUIA

y4aCHUK.
®iIpM  IOCHIIKYE TMOTEHIan IudpoBOi PEKOHCTPYKIlI — BI3yalIbHOI,
aymianbHOI Ta mpoctopoBoi — 3 BukopuctanHsMm I, VR/AR rta 3D. Illryunwmii

IHTENIeKT Yy (iJIbMi BUCTYMNAE HE JIMIIE SK I'€HepaToOp TEKCTIB, a SK IMOBHOIIIHHUM
CHIBPO3MOBHHUK, KU CTUMYIIOE (inocodcbke ocMucieHHs TeMu. PekoHcTpyiioBaHi
00’€KTH, TIEPCOHAX1 Ta HaBITh LI CIHEHU 3 MUHYJIOrO, CTBOPEHI 3a JOMOMOTOIO
miatpopm Midjourney, DALL-E, Runway ML, Topaz, Google VEO Ta iHmmx
IHCTPYMEHTIB - JEMOHCTPYIOThCS SIK pOOOYMIl KpeaTUBHUN 1HCTpYMEHTapii st
PEKOHCTPYKIIIT BTpau€HOl AIMCHOCTI B pyKax JOKYMEHTaJiCTa.

BucHoBku. Y xoai A0CHIKEHHS OYyJl0 MPOpPOOJICHO KOMIUIEKCHY POOOTYy 3

BUBUCHHS TEOPETUYHUX 1 TPAKTUYHUX aCHEKTIB IMU(PPOBOi PEKOHCTPYKII B



JOKYMEHTaJIbHOMY KiHO. BH3Haue€HO NOKyMeHTalbHE KIHO SIK e(deKTHBHY (opMmy
30€peKEHHST KOJICKTUBHOI TMaM’sTi Ta 3aci0 KPUTHUYHOTO OCMHUCIIEHHS BTPAvY€HOI
nivicHocti. KiacuikoBaHO TOHATTS PEKOHCTPYKIIi y BI3yaJlbHOMY MUCTEITBI,
PO3TIIIHYTO HOro (piIocodCchKi Ta KyAbTYpPHI BUMIPH.

BusiBnieno, mo mmudpoi TexHosorii — 30kpema VR, AR, refimidikaiiisi, a Takox
MITYYHUH IHTENEKT — BIJAKPUBAIOTH HOBI MOJIUBOCTI JUIsl CTBOPEHHS CKJIQTHHUX
OararomapoBuUX PEKOHCTPYKIIN MpocTopy, Mol 1 mocBiny. IIpoananizoBaHo poJib
apxiBHUX JKepen, (otorpadiii, apredaktiB y (hopMyBaHHI HOBOI Bi3yaJbHOCTI Ta
MEePEOCMUCIICHHI ICTOPUYHUX TTO/IH.

Branocst mocnianTi MopalibHi Ta €TUYHI aCTIEKTH Bi3yaJIbHOT pEKOHCTPYKIIIi: Bij
MaHIMYJIAIIl €MOIIIIMU JIO BIJIOBIIAJILHOCTI 3a BIJITBOPEHHsS 00pa3iB 3aruoOJmX.
OxkpeMy yBary mpHAUICHO ayai0-Bi3yaJbHOMY CTHIIIO SIK IHCTPYMEHTY JOCTOBIPHOCTI
Ta EMOIIMHOT ITTMOWHH.

Bceranosneno, 110 iHTepakTHBHI (HOPMH TOKYMEHTaIbHOI KOMYHIKAIIli, 30KpeMa
MYJbTUME/IAHI ~ €KCHO3UIli, MOCWIIOITh 3aJydyeHHs [Jsggada 1  HaJaroTh
PEKOHCTPYKIIISIM MTEPCOHATILHOTO BUMIPY.

Y  migcymMKy  chopMOBaHO  aBTOpPChbKE  OadeHHS  PEKOHCTPYKIIi  SK
MDKIUCIUIIIIHAPHOTO TIPOIIECY, IO TOEAHYE TEXHOJOTIYHI 1HHOBAIl, ETUYHY
YYTJIUBICTh 1 TJIMOOKE PO3YMIHHS ICTOPUYHOTO KOHTEKCTYy. OTpuMaHi pe3yJbTaTH
CTBOPIOIOTH MIATPYHTS JJIs MOJANIIIOT0 OCMUCIEHHS [U(PPOBOi JOKYMEHTAIICTUKU B
yMOBaxX BOEHHOT TpaBMHU, BTPAT 1 HEOOX1THOCTI 30€peKEHHsI HaIllIOHAILHOI I1aM’sITi.

PoboTta Takoxx mpornoHye HOBUM MiAXiA 0 3aCTOCYBaHHS IIU(POBUX METOIIB Yy
KiHemaTorpadii, MiJAKPECTIOIYN BaXJIMBICTh €TUYHOI peduiekcii Ta aBTOPCHKOT
BIJIMOBITAJILHOCTI Y MPOIIEC] PEKOHCTPYKIIII.

KarwuoBi caoBa: odoxymenmanvhe «kino, yugposi mexnonozlii, yu@posi
asamapu, peKoOHCmpYKyis nam’'ami, eipmyaivHa peanvHicms (VR), oOonosHnena
peanvricms (AR), mpueumipne mooenoeants, wimyunuu inmenekm (Al), nayionanvha

nam’sims, iCMOPUYHI PEKOHCMPYKYI, ABMOPCbKA GI0N0BIOANbHICHb.



ABSTRACT

Yarmonik A. O. Documentary Film as a Method of Reconstructing Lost
Reality through Contemporary Digital Technologies. A qualification research
manuscript.

This is the scholarly justification for a creative artistic project submitted in
pursuit of the Doctor of Arts degree in the field of 021 “Audiovisual Art and
Production” (branch 02 “Culture and Arts”), at the I. K. Karpenko-Karyi Kyiv National
University of Theater, Cinema and Television, under the Ministry of Culture and
Information Policy of Ukraine, Kyiv, 2025.

Contents of the abstract. Relevance. The dissertation “Documentary Film as a
Method of Reconstructing Lost Reality through Contemporary Digital Technologies”
examines the role of modern digital technologies in reconstructing historical events via
documentary cinema. A comprehensive analysis is conducted of innovative
visualization methods—specifically artificial intelligence (Al), virtual reality (VR),
augmented reality (AR), and interactive platforms—used in documentaries to recreate
destroyed environments, revive the faces and voices of deceased individuals, and
preserve the memory of historical events through new technological means.

The relevance of this topic stems from the imperative to critically examine the
phenomenon of digital reconstruction of historical reality in documentary
filmmaking—restoring lost moments and even modeling events never originally
captured on camera. Moreover, cutting-edge technologies empower viewers not only
to observe restored events but to interact with them, immersing themselves in an
experiential, immersive journey. VR/AR technologies enable users to enter
reconstructed environments and relive events; 3D modeling reconstructs accurate
replicas of destroyed objects; and Al-based tools restore or generate missing images
and voices.

The study deeply analyzes digital instruments such as generative Al models
(MidJourney, DALL-E), archival animation tools (D-ID, MyHeritage Deep Nostalgia),



3D modeling software, and immersive environment engines (Unreal Engine, Unity).
Beyond technical considerations, the research also focuses on ethical challenges arising
from using digital technologies to reconstruct the past—especially issues surrounding
the manipulation of memory and the authenticity of documentary representation.

Object of the research: modern digital technologies in documentary cinema.

Subject of the research: the use of contemporary digital technologies (Al,
VR/AR, 3D modeling) in documentary cinema as a method for reconstructing lost
reality.

Purpose of the research: To study the technical potential of digital technologies
in filmmaking and to clarify the ethical, aesthetic, and philosophical boundaries of
reconstructing lost reality within the context of documentary cinema. The author
examines how on-screen visions can not only reflect reality but also become
instruments for crafting new historical interpretations aligned with contemporary era
demands and socio-cultural transformations. Special attention is paid to questions of
authenticity, simulation, and manipulation in on-screen reconstructions that challenge
the very nature of documentary truth in the digital age.

Scientific novelty: For the first time in Ukrainian academic discourse, a
systematic analysis of the use of Al, VR, and AR in documentary cinema has been
conducted, revealing their creative potential to reconstruct historical events and objects.
The following tasks were accomplished:

e Established documentary cinema as a form of preserving collective
memory.

e Classified the concept of reconstruction in contemporary visual art and in
the historical development of creative methods.

¢ Analyzed digital technologies within the context of modern documentary
reconstruction.

e Characterized methodological approaches to conceptualizing lost reality

as a subject of visual art.



e Explored how visual reconstruction influences the viewer's emotional
perception.

o Evaluated ethical challenges and authorial responsibility in the
reconstruction of images of the deceased.

e Assessed the potential of digital technologies in contemporary
documentary practice.

e |Investigated the application of Al as a tool for reconstruction in
documentary cinema.

e Analyzed the use of VR, AR, and gamification in reconstructing spaces,
events, and experiences.

e Defined the role of audio-visual style in recreating lost reality.

e Studied the possibilities of digital architectural reconstructions in non-
fiction cinema.

e Evaluated digital reconstruction as a documentary narrative tool: its
technological capabilities and limitations.

¢ Identified key moral dilemmas in documentary cinema at the intersection
of simulation and authenticity, especially regarding the use of digital
avatars of the deceased.

Structure of the work. The first chapter covers the theory and history of
documentary cinema, as well as the concepts of reconstruction and digital memory. It
establishes that documentary cinema, a highly multifaceted genre, can be divided into
two main categories by their timing and method of material creation: films produced
concurrently with events and those produced after the events, often long afterward.
Reconstruction in documentary cinema functions as a “bridge” between lost materials
and contemporary audiences, allowing events or objects without direct photographic or
video evidence to be brought into visual experience without violating the principles of

genre authenticity. Through reconstruction, documentarians can preserve the memory



of vanished realities and give them tangible cinematic form.

Chapter 2 focuses directly on modern digital technologies in documentary
reconstruction. A growing need is emerging to reconstruct the biographies of deceased
individuals in documentary films—a complex creative and ethical process that requires
not only fidelity but also deep responsibility towards memory, families of protagonists,
and viewers. The goal is not merely to record a subject’s death but to bring them back
to life in memory.

Chapter 3 is dedicated to portraying loss and preserving memory through
documentary cinema. The concept of reconstructing visual experience is closely tied to
philosophical notions of memory, loss, collective trauma, and historical interpretation.
Reconstruction does more than preserve the past—it is actively shaped by creative
reflection, where each act of visualization becomes part of a cultural and emotional
process of restoration. This is vital in the context of social memory, where
reconstruction serves to preserve and represent culture amid destruction. Digital
reconstruction of loss in documentary film is not only an artistic gesture but also a
method of scholarly and cultural reflection on a ravaged past—especially significant in
light of war, genocide, political repression, and other traumatic events affecting
Ukrainian society. Projects that reconstruct destroyed cities and architecture help
preserve memory and foster renewed understandings of identity and collective memory
during wartime.

Chapter 4 investigates ethical aspects of using Al and generative technologies,
especially when documentary work involves deceased individuals. Identifying
simulation in documentary cinema takes on special significance since Al can create
images that are difficult to distinguish from reality—this generates potential ethical
threats because audiences may not realize what they are watching is a reconstruction,
not fact.

Chapter 5 describes the author’s artistic-creative project, specifically the

science-popular documentary film “Documentary Film as a Method of Reconstructing



Lost Reality”, which is the practical implementation of the dissertation. More than just
a demonstration of innovative instruments, the film is a cinema essay where the director
acts as researcher, commentator, and empathetic participant. It explores the potential of
digital reconstruction—visual, auditory, and spatial—through Al, VR/AR, and 3D. In
the film, Al functions not only as a text generator but as a dialogue partner that
stimulates philosophical reflection on the subject. Reconstructed objects, characters,
and full scenes from the past—created using platforms like MidJourney, DALL-E,
Runway ML, Topaz, Google VEO, and other tools—are presented as working creative
instruments for documentary filmmakers.

Conclusions. Through the research, a comprehensive study of theoretical and
practical aspects of digital reconstruction in documentary cinema was undertaken.
Documentary cinema has been defined as an effective means of preserving collective
memory and critically examining lost reality. The concept of reconstruction in visual
art has been classified and its philosophical and cultural dimensions considered.

It was found that digital technologies—especially VR, AR, gamification, and
Al—open new avenues for creating complex, multilayered reconstructions of space,
events, and experience. The role of archival sources, photographs, and artifacts in
shaping new visuality and reinterpreting historical events was analyzed. Moral and
ethical aspects of visual reconstruction—from emotional manipulation to responsibility
for recreating the images of the deceased—were explored. Special attention was paid
to audio-visual style as a tool of authenticity and emotional depth. Interactive forms of
documentary communication, particularly multimedia exhibitions, were found to
enhance audience engagement and impart personal dimensions to reconstructions.

Ultimately, the author’s vision positions reconstruction as an interdisciplinary
process—uniting technological innovation, ethical sensitivity, and profound historical
understanding. The findings provide a foundation for further exploration of digital
documentary practices amid wartime trauma, loss, and the urgent need to preserve

national memory.



It also proposes a nouvelle approach to applying digital methods in cinema,
emphasizing the necessity of ethical reflection and authorial responsibility in
reconstruction processes.

Keywords: documentary cinema; digital technologies; digital avatars; memory
reconstruction; virtual reality (VR); augmented reality (AR); 3D modeling; artificial

intelligence (Al); national memory; historical reconstruction; authorial responsibility.



