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SApmonik A. O. [JdoxkyMeHTaJbHHUH (igbM fIK cHOCi0 BiATBOpeHHS
BTPA4€HOI MiHCHOCTI 32 J0MOMOIOI0 Cy4acHHMX HM(POBHUX TEXHOJIOTIH. —
KgramidikamiitHa HaykoBa mpalls Ha MpaBax PyKOIUCY.

HaykoBe 0OrpyHTYBaHHS TBOPYOIO MHUCTEI[BKOTO IMPOEKTY Ha 3A00YTTS
OCBITHBO-TBOPYOI'O CTYIIEHS JIOKTOpa MHUCTETBa 3a creuiainpHicTio 021
«AyJioBi3yaibHE MHUCTELUTBO Ta BUPOOHUUTBO». — KHUIBCHKMU HaIllOHAJIbLHUM
yHIBepcuTeT Tearpy, kiHo 1 Tenebauenns imeni [. K. Kapmnenka-Kaporo,
MiHiCcTepCTBO KyIbTYpH Ta CTpATeriyHUX KOMYyHiKauii Ykpainu. Kuis, 2025.

3mict anoramii. HaykoBa poGora 30cepemkeHa Ha BHBYECHHI POl
CydacHUX HHU(PPOBUX TEXHOJOTIM Y PEKOHCTPYKII apXITEKTYpH, 1CTOPUYHHUX
monii Ta oOpasiB JroAedl 'y JoKyMmMeHTaidbHOMY KiHO. OcobOnuBa yBara
NPUIUIAETECS  MpoOJieMaM 1  BHUKJIMKaM, IO CYIPOBOKYIOTH IPOIIEC
BIJTHOBJICHHSI ~ BTPAu€HOI  JAIMNCHOCTI, a TakoK MHUTAHHIM  E€THYHOI
BIJIOBIJIAJILHOCT] Y TPAKTyBaHHI ICTOPUYHOIO MaTepiaiy.

AKTyaJIbHICTb TEMHU 3yMOBJICHA 3pOCTaHHSM 3allUTIB HA BUKOPUCTAHHS
HU(pPOBUX TEXHONOTIH y JIOKyMEHTaldbHOMY KiHO. Jlucepraiiss copuse
DIMOIIOMY PO3YMIHHIO IXHBOTO MOTEHLIANy M 30€pekKEeHHS KOJIEKTUBHOI
nam’siTi, BUBYEHHS ICTOpli Ta KyJbTYpHOI CHAALIMHUM B YMOBaxX Cy4acHHUX
COLIIOKYJIBTYpPHUX BHUKIUKIB. Po0OoTa TakoX NpPONOHYe HOBUM MIAX1A A0
3acTocyBaHHS MUGPOBUX METOAIB Y KiHeMarorpadii 3 aKIleHTOM Ha BaXKJIMBOCTI
€TUYHOI peduieKcii Ta aBTOPCHKOI BIAMOBIAAIBHOCTI B MPOIECT PEKOHCTPYKIIII.

MeTtor0 JOCJTiAAKEHHSI € BUCBITIICHHS MPOLECY BIATBOPEHHS BTPAavYEHOI
JIMCHOCTI 3a IONOMOTOK0 CY4acHHUX IIU(PPOBUX TEXHOJIOTIH Y JOKYMEHTAILHOMY
KiHO.

HaykoBa HoOBH3HAa 1ONsirae B TOMY, IO BIEpIIE B YKpaiHCHKOMY
HayKOBOMY IPOCTOpI 3[1HCHEHO KOMIUIEKCHUHM aHaJli3 3aCTOCYBAaHHS IITYYHOIO
IHTEJEKTY, TEXHOJIOT1 BIPTyaJbHOI Ta JIOMIOBHEHOI pealbHOCTEH Yy

JOKYMEHTAJIbHOMY KiHemarorpadi. Y poOOTI OKpEecIeHO OCHOBHI HalpsMU



BUKOPUCTAHHS LMUQPPOBUX TEXHOJOTIH JJIsI PEKOHCTPYKII oOpasiB JrojaeH,
ICTOPUYHUX MOJ1M Ta 00’ €KTIB, @ TAKO)XK BU3HAYEHO iXHI1M BIUIUB Ha ()OPMYBaHHS
HOBUX MIJAXOIB 0 JOKYMEHTAIBHOI penpe3eHTallii MHHYIJIOTO.

Y nepumomy po3aijii po3MISIHYTO TEOPETHKO-METOAOJIOTIUHI I1IXOAH
JOCTIPKEHHS Ta JuKepenbHy 0asy. [IpoaHanizoBaHo KIIIOYOB1 MOHATTS, 30KpeMa
«JIOKYMEHTaJIbHE KIHO», «IIU(POBI TEXHOJOT1I», «PEKOHCTPYKIis». OcoOnuBy
yBary MpUAIEHO 1cTOpiorpaiyHUM acleKkTaM BHBYEHHS JAOKYMEHTaJbHOTIO
KIHO Ta TMPOCTEKEHO HOro TEXHOJOTIUHY EBOJIOIII0: BiJl CTBOPEHHS 3a
JOTIOMOTOI0 KJTACHYHUX 1HCTPYMEHTIB J0 CY9aCHUX MPAKTHK 13 BUKOPUCTAHHIM
TEXHOJIOT1H BipTyaldbHOI PEaIbHOCTI Ta IITYYHOTO 1HTEJIEKTY.

JIpyruii = po3mizi  30cepe/pKyeThCs Ha aHali3l TBOPYHMX ACMEKTIB
3aCTOCYBaHHSI IU(PPOBOI PEKOHCTPYKIII B JOKYMEHTAIbHOMY KiHO. Y HBOMY
OXapaKTepU30BaHO KJIIOYOBI TeXHOJOrii Ta iHCTpyMmeHTH (3D-momentroBaHHS,
AJTOPUTMU IITYYHOTO 1IHTEJIEKTY, BIZIHOBJICHHS TOJIOCIB, BIpTyaibHa PEaIbHICTh)
Yy KOHTEKCTI MpOOJEMU aBTEHTUYHOIO BIATBOPEHHS BTPAY€HOI IIHMCHOCTI.
OxpeMy yBary 30cepemKeHO Ha PEKOHCTPYKIIIT BKe HEICHYIOUMX apXiTeKTYpPHHUX
nam’siITOK, 30KpeMa 3pyHHOBaHUX B YKpaiHi BHACIIJOK BOEHHHX JiH, a TAKOX Ha
omuci 1UGPOBUX 3aco0iB, SKI IS I[OTO BHKOPUCTOBYIOTHCA. BaKamBUM
CKJIQJHUKOM aHaJI3y € OCMHCJICHHS ETHYHHUX BHUKIMKIB, IO TMOCTAlOTh Yy
mpoueci  HUPPOBOrOo  BIATBOpPeHHs  Olorpadiii  moMepiux  ocid y
JIOKYMEHTAJIbHOMY KiHeMaTtorpadi.

Y TperboMy po3aiji MpejacTaBlieHO KOHIICMII0 aBTOPCHKOTO TBOPUYOTO
MPOEKTY — HAYKOBO-MIOMYISIpHOTO PuIbMy «/[oKyMeHTanbHUI QiIbM SIK cOciO
BIITBOPEHHSI BTPAuyCHOi MIMCHOCTI». PO3KpHUTO KIIOYOBI 1ACHHI Ta XyHOXKHI
3acaju Moro peasnizailii, a TaKOXK OKPECICHO HEOOX1THICTh BUPOOIECHHS €TUYHUX
MOPUHITUIIB JIJI1  TPOEKTIB, MO (YHKIIIOHYIOTh Ha TEpPeTHHI NU(PpPOBUX
TEXHOJIOT1H 1 JOKyMEHTaJIICTHKHU.

VY BHCHOBKax aBTOp HIJACYMOBY€ PE3yJabTaTH JOCHIIKEHHS LU(PPOBHUX

TEXHOJIOT1H, SKI BIJKPHUBAIOTh HOBI MOXJIMBOCTI JIJII CTBOPCHHS CKJIATHUX



OararomapoBuX PEKOHCTPYKIIM mpocTtopy, momik 1 gocBigy. OTtpumani
pe3yAbTaTH CTBOPIOIOTH MIATPYHTS JUIsl MOMATBIIOTO OCMHCICHHS HU(POBOT
JOKYMEHTAJIICTUKM B YMOBaX BO€HHOI TpaBMH, BTpar 1 HEOOX1IHOCTI
30epeKeHHs HAI[lOHATBHOT TTaM ATi.

PoGora cki1agaeTbesi 31 BCTYIy, TPbOX pO3ALUIIB, BHCHOBKIB, CIIUCKY
BUKOPUCTAHMX JIXKEPET 1 I0/IaTKIB.

KuarwuoBi ciaoBa: dokymenmanvne  KiHO, yugposi  mexuonoeii,
PEKOHCMpYKyisn, empadeHa OilcHicmb, gipmyanvHa peanvhicms  (VR),
oonosHena peanvhicmv (AR), mpueumipne mooenoeanns (3D), wmyunui

inmenexm (Al).

ABSTRACT

Yarmonik A. O. Documentary Film as a Means of Reconstructing
Lost Reality through Contemporary Digital Technologies. — Qualification
scholarly work, manuscript.

Scientific rationale of the artistic project for obtaining the educational and
creative degree of Doctor of Arts in the specialty 021 “Audiovisual Arts and
Production.” — Kyiv National University of Theatre, Cinema and Television
named after [. K. Karpenko-Kary, Ministry of Culture and Strategic
Communications of Ukraine. Kyiv, 2025.

Abstract content. This research focuses on the role of contemporary
digital technologies in the reconstruction of architecture, historical events, and
human images in documentary cinema. Particular attention is paid to the
challenges and difficulties inherent in the process of restoring lost reality, as
well as to issues of ethical responsibility in the interpretation of historical
material. The relevance of the topic is determined by the increasing demand for
the use of digital technologies in documentary filmmaking. The dissertation

contributes to a deeper understanding of their potential for preserving collective



memory, studying history, and safeguarding cultural heritage in the context of
contemporary socio-cultural challenges. The study also proposes a new
approach to the application of digital methods in cinematography, emphasizing
the importance of ethical reflection and authorial responsibility in the
reconstruction process.

The purpose of the research is to highlight the process of reconstructing
lost reality through modern digital technologies in documentary cinema.

The scientific novelty is in the fact that, for the first time in the
Ukrainian academic context, a comprehensive analysis has been conducted on
the application of artificial intelligence, virtual reality, and augmented reality
technologies in documentary filmmaking. The study outlines the main
directions for the use of digital technologies in reconstructing human images,
historical events, and objects, as well as their impact on the development of new
approaches to documentary representation of the past.

The first chapter examines the theoretical and methodological
approaches of the study and its source base. Key concepts, including
"documentary cinema," '"digital technologies," and "reconstruction," are
analyzed. Special attention is paid to the historiographical aspects of
documentary film studies, and its technological evolution is traced: from
production using classical tools to contemporary practices employing virtual
reality and artificial intelligence technologies.

The second chapter focuses on the analysis of the creative aspects of
digital reconstruction in documentary cinema. It characterizes the main
technologies and tools (3D modeling, artificial intelligence algorithms, voice
reconstruction, virtual reality) in the context of the challenge of authentic
recreation of lost reality. Particular attention is given to the reconstruction of
non-existent architectural monuments, especially those destroyed in Ukraine as
a result of military actions, as well as to the digital means used for this purpose.

An important component of the analysis is the consideration of ethical



challenges arising in the process of digitally reconstructing the biographies of
deceased individuals in documentary filmmaking.

The third chapter presents the concept of the author’s creative project—a
popular science documentary film titled “Documentary Film as a Means of
Reconstructing Lost Reality.” It reveals the key conceptual and artistic
principles of its realization and highlights the necessity of developing ethical
guidelines for projects operating at the intersection of digital technologies and
documentary practice.

In the conclusions, the author summarizes the results of the study of
digital technologies, which open new possibilities for creating complex,
multilayered reconstructions of space, events, and experiences. The findings
provide a foundation for further reflection on digital documentary practices in
the context of wartime trauma, loss, and the imperative of preserving national
memory.

The work consists of an introduction, three chapters, conclusions, a list of
references, and appendices.

Keywords: documentary cinema, digital technologies, reconstruction,
lost reality, virtual reality (VR), augmented reality (AR), three-dimensional
modeling (3D), artificial intelligence (AI).



