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Theatre effectiveness calculation

Abstract. With its origins dating back to ancienttimes, theatre faces competition from more modern and technological
forms of entertainment in the 21* century. Consequently, the question of genre demand and its effectiveness — both
mental and economic - is quite relevant. For Ukrainian theatre, which has faced the challenges of a full-scale invasion,
the issue of effectiveness is even more significant. This study aims to determine the main indicators for assessing the
effectiveness of theatres by analysing key performance indicators and financial aspects of institutional management.
Using such methods as statistical analysis, comparison, synthesis, and forecasting, the research examined the current
state of the industry and its economic indicators. As a result of the study, an increase in indicators of gross income,
the number of employees, and personnel costs in Ukrainian theatres during 2015-2018 was proven, and the impact
of COVID-19 on the activities of institutions was assessed using the example of Lviv. Separately, the impact of the
war on the industry was studied, the mistakes made by Crimean theatres during the temporary occupation were
assessed, and an analysis of the repertoire of relocated institutions on new stages was conducted. A unified system
for comparing the economic indicators of various objects of performing arts was also developed, which is based on
such a universal unit of measurement of goods as one spectator seat. The practical significance of the study lies in
the creation of a set of economic effectiveness indicators - such as sales, cost, and troupe occupancy - which can be
useful for relevant ministries and departments in calculating actual financial indicators and planning
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INTRODUCTION

In the 21% century, the number of entertainment options,
primarily of a technological nature, is increasing almost
daily. Against this backdrop, the study of the economic ef-
fectiveness of such a conservative art form as theatre be-
comes quite relevant to understanding how to retain and
expand the audience.

In addition to purely technological competition, at the
beginning of the 2020s, the world’s contemporary theatre
faced the problem of the COVID-19 pandemic and related
restrictions, while Ukrainian theatre faced the challenges
of a full-scale invasion and the temporary occupation of
additional territories. Under the new circumstances, some
Ukrainian theatres were forced to cease operations, some

managed to relocate from the East and South to safer re-
gions, and some revised their repertoire and operating
hours. Nonetheless, the economic impact following the
start of the full-scale war in February 2022 was felt by all
Ukrainian theatres without exception. The effectiveness
of theatres, which was significantly affected by these cri-
ses, required an updated calculation system to respond
promptly and effectively. Moreover, there emerged a need
for measurement tools that would allow for the compari-
son of different theatre institutions.

The topic of theatre’s existence in crisis conditions has
already been addressed by leading Ukrainian scholars in
their research. For instance, B. Mochurad et al. (2021), by
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analysing the website of the Maria Zankovetska National
Academic Ukrainian Drama Theater, developed their own
methodology for calculating the profitability of the web-
site from 2018 to 2020. The study examined trends in the
number and duration of sessions, page views, as well as the
impact of the coronavirus pandemic on these indicators.

With the restoration of Ukraine’s independence in
1991, independent theatrical organisations emerged,
which, unlike the outdated post-Soviet structures, pos-
sessed not only artistic but also economic acumen.
M. Yakovenko (2022) in her research proved that increased
competition positively influenced the development of
managerial skills of the leadership of both new and tradi-
tional theatres, transforming a purely subsidised indus-
try into a series of successful commercial projects with
their own brands, communication strategies, and pre-
dictable profits.

Social theatre, as a phenomenon that does not aim
for economic profitability, was studied by Y. Soroka &
A. Savchenko (2021). Using the example of Kharkiv’s forum
theatre and playback theatre projects, the authors studied
the therapeutic impact of such social events and the indi-
vidual transformations of participants — both actors and
spectators. The study proved that it is precisely in times
of crisis - pandemic, occupation of Crimea and Donbas -
that theatre turns into a means of psychological relief,
where people, through catharsis, have the opportunity to
get rid of some of their problems.

Exploring Ukrainian examples of implementing
postmodern theatrical practices during the pandemic,
Y. Bekh et al. (2021) proved the need to search for new types
of communication and create a balance between the actor
and the audience that would correspond to the new histor-
ical realities. One such solution during the pandemic was
online broadcasts of theatrical performances, where the
audience could be “present” without violating quarantine
restrictions. At the same time, ticket sales for such remote
events helped several theatres to receive funding and en-
sure their own effectiveness. V. Kovpak & N. Lebid (2022)
considered the creative industry, which includes theatre,
as a component of the creative economy and studied the
processes occurring in this ecosystem: the formation of a
corresponding entrepreneurial culture, the creation of so-
cial capital, the institution of reputation, etc. It was proven
that one of the indicators of efficiency in the creative in-
dustry is the ability to monetise one’s own talent.

When discussing the efficiency of theatre, it’s impor-
tant to consider this term not only in its financial sense
but also in the context of achieving goals, one of which is
to emphasise the features of Ukrainian national identity in
the European cultural space. O. Mosendz et al. (2022) ded-
icated their study to analysing compositions that spread
truthful narratives of the war to European audiences and,
through art, convince the community of the need for ur-
gent assistance to Ukraine.

Thus, the question of the efficiency of Ukrainian the-
atre has been the subject of scientific research multiple

times; however, it has not been studied in the context of
developing an economic toolkit. The goal of this research
is to determine the key indicators for evaluating the effec-
tiveness of the activities of performing arts institutions.

MATERIALS AND METHODS

In the process of conducting this research, the features of
the effectiveness of theatrical troupes and collectives were
considered both in regular operation before 2020 and dur-
ing the crisis challenges of the pandemic and full-scale in-
vasion. In particular, to analyse migration processes in the
theatre sphere and the conditions for restoring the reper-
toire in a new location, the method of synthesising individ-
ual cases of theatres in Kharkiv, Luhansk, and Sevastopol
was employed. Additionally, through the method of com-
parison, current effectiveness indicators of key theatres
in Lviv from 2018 to 2022 were contrasted. Such economic
indicators as the number of performances per year and the
number of spectators were compared dynamically.

To obtain objective data and calculate economic indi-
cators, statistics from the Directorate of Creative Indus-
tries of the Ministry of Culture of Ukraine (2018) were used,
which include data on the added value of theatrical and
concert activities from 2013 to 2018. Since, according to the
Official Letter of the Ministry of Culture and Information
Policy of Ukraine No. 429/A-460/23-3111 (2023), the MCIP
did not collect official administrative reports on theatres
during 2020-2022, more up-to-date information was col-
lected from open unofficial sources or calculated using the
extrapolation method.

In the course of the study, the analysis method was
also used to identify the challenges faced by the national
theatre - both at the regional level, such as the Kyiv City
State Administration (Official portal of Kyiv..., 2023) and
the activities of municipal theatres in the first year of the
full-scale war; and at the national level, according to the
statistics of the MCIP (2024) regarding damaged cultural
infrastructure objects in Ukraine.

In addition to the above, the materials involved in con-
ducting this research included operational data from the
Ukrainian Cultural Fund (2024), the project for creating
a digital theatre archive Theatre.Com.Ua (2020), the Offi-
cial website of the State Statistic Service of Ukraine (2017),
as well as Order of the State Statistics Service of Ukraine
No. 318 “On Approval of the State Statistical Observation
Form No. 9-nk (annual) ‘Report On the Activities of the
Theatre for 20__” (2013).

To objectively assess the effectiveness, which encom-
passes such diverse aspects of theatre operations as sales
volume, income, social component, and labour resource
involvement, the following indices were introduced: Sales
Efficiency (£5), calculated as the ratio of tickets actual-
ly sold for performances to the total number of tickets;
Cost of Goods ((jg), which is the ratio of total annual cap-
ital investments to the total number of tickets; Cost Effi-
ciency (Ec), as the difference between cost of goods and
the average cost; Efficiency of Employee Workload (Eew),

50



Bilous

calculated as the actual workload of the troupe divided
by the standard workload in man-hours; Labour Intensi-
ty (LI), which is the ratio of the standard workload in man-
hours to a unit of product, understood as such a universal
indicator as one spectator seat. Additionally, using fore-
casting methods, based on the obtained statistics of ex-
isting trends and expert opinions, the future prospects of
theatrical arts in Ukraine were predicted.

RESULTS

Despite constant external pressure, Ukraine has managed
to form a distinctive theatrical culture and a rich histo-
ry of its own theatre. Starting with the first interludes of
Iacob Gawatthowic in the 17" century, the Poltava theatre
under the leadership of Ivan Kotlyarevsky, the syncret-
ic “Theatre of Coryphaei” of Mykhailo Starytskyi, Marko
Kropyvnytskyi, and Ivan Karpenko-Karyi, and ending with
the legendary “Berezil Theatre” of Les Kurbas in the 20™
century - Ukraine, since the restoration of independence
in 1991, has inherited a rich theatrical legacy. As of 2017,
there were 113 state and municipal theatres in the country
(Theatre.Com.Ua, 2020).

When calculating the effectiveness of theatrical
events, the Directorate of Creative Industries of the Min-
istry of Culture of Ukraine (2018) prepared an Analytical
Report on the calculation of economic indicators in the
creative sector. The dynamics of the volume of gross in-
come from operating activities, taking into account sub-
sidies for production in the theatre and concert indus-
try, is shown in Figure 1. The data in the graph indicates
that after two years of relative stagnation caused by the
beginning of the war and the temporary occupation of
part of Ukrainian lands in 2014, there was a recovery of
economic indicators, and the effectiveness of theatre and
concert activities increased almost threefold to 1.8 bil-
lion UAH. Another important indicator of the industry’s
development is the number of employees working in it.
According to the data of the Directorate of Creative In-
dustries of the Ministry of Culture of Ukraine (2018), this
indicator was also on a positive trend in “pre-COVID”
Ukraine (Fig. 2). To understand not just the literal number
of staff but the effectiveness of their work, it is important
to include another indicator - expenditure on personnel
for business entities (Fig. 3).
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Figure 1. Added value by production costs
in the theatre and concert sector, thousands of UAH

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)
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Figure 2. Number of employed theatre
and concert workers in Ukraine

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)
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Figure 3. Expenditure on personnel
for theatrical and concert sector entities, million UAH

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)

It is worth noting that according to the graphical indi-
cators, although the number of employees (Fig. 2) fluctuat-
ed within the margin of statistical error during 2015-2018,
expenditure on personnel (Fig. 3) showed a significant
upward trend. Thus, with a nearly static quantitative in-
dicator of theatre workers, the wage fund increased sig-
nificantly, and accordingly, the efficiency of their work.

The COVID-19 pandemic and associated quarantine
restrictions significantly impacted all spheres of human
activity, but the cultural and mass sectors suffered the
most, leading to the suspension or even closure of a num-
ber of theatres. However, the full-scale military invasion
in February 2022 dealt an even greater blow to Ukrainian
culture. According to official data from the Official web-
site of the Ministry of Culture and Information Policy of
Ukraine (2024), as of March 2024, in just two years, the en-
emy had damaged and destroyed 1946 cultural infrastruc-
ture facilities, including 38 theatres, cinemas, and phil-
harmonics. Notably, the Theatre.Com.Ua website still lists
the Donetsk Academic Regional Drama Theatre of Mari-
upol and mentions its own festival “Theatrical Gate”, held
in 2019, despite the theatre’s destruction by occupiers in
2022 being one of the most well-known crimes against the
civilian population. Thus, Ukraine’s theatre industry has
suffered significant losses, which has significantly affected
its economic indicators.

To survive and maintain their functionality, a sig-
nificant number of theatres relocated from temporarily
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occupied territories or regions close to the frontline. Lviv,
as the largest city in Western Ukraine with established the-
atrical traditions, attracted the attention of many troupes
that were forced to flee the war. Moreover, Lviv theatres
immediately responded to the full-scale invasion and ad-
justed their repertoire to the new realities. For example,
just a month after the start of the war, in late March 2022,
the Varta theatre presented the premiere of “The First Day
of the War”, and in the summer, the large stage of the Lesya
Ukrainka Lviv Academic Drama Theatre hosted the pre-
miere of Dmytro Zakhozhenko’s topical play-concert “Im-
perium Delendum Est”. The new art space Jam Factory also
included contemporary theatrical projects by young play-
wrights in its repertoire. All this demonstrates the ability
of the Lviv theatre school to combine classical works with
the most pressing challenges of the modern world, making
it extremely effective and, accordingly, allowing it to gain
economic benefit even in the face of difficult challenges.

Returning to the issue of relocants, one notable fig-
ure from the Kharkiv academic school who found refuge in
Lviv during the great war is director Artem Vusyk. Thanks
to him, the independent theatre Varta emerged in Lviv in
2022, bringing together artists who were forced to move to
Lviv due to the war. Another Kharkiv team, the authors of
the Parade Fest, published the collection “Anthology 247,
consisting of dramatic texts about the war, created after
February 24, 2022. Several texts from the “Anthology” were
later presented on the stage of the Lesya Ukrainka Thea-
tre in the format of staged readings. These topical projects
had a noticeable economic effect and financially stimulated
their participants.

The Luhansk Regional Ukrainian Academic Music and
Drama Theatre was forced to relocate twice — after the be-
ginning of the occupation of Luhansk in 2014, the troupe,
preserving its own effectiveness and ability to work, moved
to Severodonetsk, and in 2022, with the enemy approach-
ing, relocated further West, to Sumy. By staging 6-7 of their
own performances per month, the Luhansk Theatre in
Sumy was able to return, at least, to the break-even point,
resumed touring activities, and is building economic cal-
culations for the restoration of the destroyed theatre in
Severodonetsk after the victory and de-occupation.

When evaluating the effectiveness of Ukrainian thea-
tre, it should also consider the paradox that occurred with
institutions that remained in occupied Crimea. Unlike
other regions where buildings were destroyed by tanks
and bombs of the occupiers, Crimean theatres did not
suffer from the hybrid annexation of 2014 and continued
their work under the occupation authorities. All nine pro-
fessional theatres with their own troupes, repertoire, and
stationary stage continue to operate in Simferopol, Yevpa-
toriia, and Sevastopol. For ten years now, they have been
operating at the expense of the occupying country, staging
performances and promoting anti-Ukrainian values. It is
crucial to recognise that after de-occupation, the question
of returning these institutions to the Ukrainian cultural
space will be very challenging.

To protect Ukrainian culture at all levels - mental,
economic, and physical - and to avoid repeating the mis-
takes of Crimea, where a hybrid attack on the native lan-
guage and national cultural codes was supported for dec-
ades, significant changes are taking place in the theatrical
environment. Classic works from the occupying country
have been removed from repertoires, the Ukrainian lan-
guage environment has been fully restored, and theatres
that bore the mention of an enemy state have been re-
named. Besides the purely moral sense of justice, these
changes have also affected the economic efficiency of the-
atrical institutions - since the beginning of the full-scale
aggression, in the consciousness of the average Ukrainian
theatregoer, the works and language of the occupier have
been moved to the marginal plane, and they are no longer
willing to pay money for such a dubious cultural product.

A separate dimension of art monetisation is the spread
of NFTs (Non-Fungible Tokens) products in Ukraine in
the early 2020s. Such digital assets, which can be, for ex-
ample, images of characters from performances, serve
three important functions at once: they add an econom-
ic dimension to an art object, act as a voice for Ukrainian
interests, and turn into a chronicle of contemporary art
(Official website of Binance, 2022). The Ukrainian chari-
table NFT project “Meta History: Museum of War” (2024),
with the support of the Ministry of Digital Transformation
of Ukraine, accumulates art objects depicting the war and
funds the restoration of cultural monuments.

Changes in key economic indicators of theatres in the
years before the war and immediately after its beginning
can be traced using the example of the Statistics of mu-
nicipal cultural institutions of Lviv City Council (2022),
in particular, such cultural institutions as the First Ac-
ademic Ukrainian Theatre for Children and Youth, The
Voskresinnia Lviv Academic Theatre, Les Kurbas Lviv
Academic Theatre, Lesya Ukrainka Lviv Academic Drama
Theatre, Lviv Theatre of Variety Miniatures “Both People
and Puppets”, and Lviv Municipal Theatre, Art Research
and Educational Center “Word and Voice”. The total num-
ber of performances changed as follows: in 2018, the
mentioned institutions performed 731 performances, in
2020 - almost 1200, in 2021 - 752 performances, and in
2022 - 673. Accordingly, the full-scale war did not have a
critical impact on the Lviv theatre community. Another
important indicator of a theatre’s effectiveness, the num-
ber of spectators per year, is also on an upward trend for
the six mentioned municipal institutions. If in 2019 the to-
tal number of spectators was less than 10 thousand, then
in 2020 this number increased to almost 25 thousand, in
2021 - 1o 29 thousand, and in the crisis year of 2022, the
number of spectators per year increased to 47 thousand.
These indicators demonstrate, firstly, the effectiveness of
the theatres” work even in the conditions of a pandemic
and war, and secondly, the society’s demand for art. After
all, the more difficult the situation is, the greater people’s
desire to escape from reality, switch to art, and experi-
ence catharsis.
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As reported by the Official portal of Kyiv City State
Administration (2023), the capital, even under martial law,
managed not only to maintain the operation of theatrical
institutions but also to establish an effective management
system. During the crisis and extremely challenging year
of 2022, municipal theatres presented 57 premieres to the
residents and visitors of Kyiv and showcased over 2500
paid performances to 256000 spectators. Separately, 79
charity performances were also demonstrated, which were
altended by almost 11 thousand people.

When transitioning on to the practical calculation of
a theatre’s economic efficiency, it is worth applying the
same principles as for analysing the efficiency of any en-
terprise. Following the specifics of intangible production,
itis necessary to develop a certain scale of measurement,
a unit of a conditional product, thanks to which it is pos-
sible to compare institutions with different numbers of
actors, stages, and performances. Such a unit is one spec-
tator seat — a unit of product (UP) that theatres sell. In ad-
dition, each theatre has such physically limited constant
indicators as the maximum amount of product (MP) sold
per year (i.e., the number of working days multiplied by
the number of seats in the hall) and the maximum annual
income MI (the number of products per year multiplied by
the average ticket price).

Thus, the Sales Efficiency indicator (£s) can be calcu-
lated, which is the ratio of the actual amount of product
sold (AS) to the maximum amount of product (MP):

Es = AS/MP. (1)

At the same time, another important index, Cost of
Goods (Cg), is calculated as the ratio of total annual capital
investments (AC) to MP per year:

Cg = AC/MP. (2)

Since the lower the cost price, the higher the efficien-
cy, the difference between the average price (AP) and the
(Cg)is an indicator of another universal calculation index -
Value Efficiency (Ev):

Ev = AP-(g/100. (3)

To prevent situations where a theatre actor, having
performed in only 10-15 performances a year and worked
40 actual hours, receives a full salary, it is worth paying
attention to the workload of the staff. Since the average
workload of the troupe should be a measure of efficiency,
the calculation requires multiplying the number of actors
by the number of working hours per year to determine the
workload standard in man-hours (MH). Thus, if the sum of
the hours worked by all actors per year is the actual work-
load of the troupe (AW), then the Efficiency of Workload
(Ew) will be equal to:

Ew = AW/MH. )

Another key indicator of efficiency, reflecting labour
costs per unit of product, is Labour Intensity (L/):
LI = MH/UP. (5)

All calculated indices are fundamental for assessing
the efficiency and competitiveness of theatres. They pro-
vide a sufficiently complete and objective picture, as they
cover such diverse aspects of theatre operations as tick-
et sales, profitability, expenses, as well as the workload of
employees and stages. By evaluating theatres using these
indices, it is possible to conduct a comparative analysis
of different institutions and determine their effectiveness
in various aspects. These economic indicators, in combi-
nation with the indicators of effectiveness studied above,
such as the elasticity of the repertoire and the ability to
quickly adapt to external challenges, will be useful in the
post-war reconstruction of the industry.

The concept of theatre effectiveness encompasses
several fundamental components. There are purely eco-
nomic parameters that demonstrate the institution’s abil-
ity to cover its costs and generate a certain profit. There
is also a measure of effectiveness that reveals deeper as-
pects — such as the ability to influence society, the desire
and ability to reflect topical issues and to evoke an emo-
tional response in the audience.

DISCUSSION

The global scientific literature has attempted to find an-
swers to each of these questions. For instance, C. Cas-
tiglione et al. (2023), investigating the enhancement of
efficiency and productivity in the performing arts across
eleven European countries using a stochastic frontier ap-
proach, demonstrated that overall theatre productivity in
the European Union countries increased over the studied
period. At the same time, technological changes in the in-
dustry demonstrate either a minimal level or zero level.
S. Greer (2021), who studied the UK’s policy on financing
artistic events, emphasised the advantages of a “mixed
cultural economy” in which the combination of govern-
ment grants, earned income, and private sponsorship is
called the key to sustainable growth. These observations
are important for understanding the general Europe-
an trend, but they are difficult to extrapolate to Ukraine,
where martial law is in effect.

Research by S. Rathje et al. (2021) has proven that at-
tending live theatre improves empathy and makes the
audience’s behaviour more pro-social. During their field
studies, the authors recorded an increase in charitable
donations among citizens who attended a performance,
compared to a control group whose members had not
been to the theatre for a long time. In the Ukrainian con-
text, this indirect economic indicator should also be taken
into account and used to increase donations to the Armed
Forces of Ukraine (AFU).

The activities of traditional theatres with their stand-
ard ticket sales mechanics, whose efficiency indices were
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derived above, are relatively familiar for evaluation. The
complex process is to calculate the efficiency of non-com-
mercial and social theatres. A. FitzGibbon (2021), who re-
searched the effectiveness of management in such insti-
tutions, notes a large number of stakeholders in the field
of non-commercial performing arts — such as govern-
ment bodies, private investors, marketers, and both full-
time and freelance workforce. According to the obtained
data, the author believes that it is the social theatre that
is the vanguard of change in the modern management of
non-profit organisations.

The COVID-19 pandemic and associated quarantine
restrictions have significantly impacted the performing
arts industry worldwide. Theatres were forced to either
close to avoid losses or transition to a digital format. This
transformation, according to some experts, had an apoc-
alyptic undertone in 2020 - because in the first months
of the pandemic, no one knew how long such “remote art”
would remain relevant. Although A. Shipman & A. Vo-
gel (2024) believed that when cultural events go online,
the “chemistry” between the actor and the audience is
lost, from an economic standpoint, selling tickets for re-
mote access proved to be a worthy alternative to closing
theatres. L. Bissell (2023) also wrote about the effective-
ness of performances during the pandemic. Her research
on cultural events in Germany, Poland, and the United
Kingdom illustrated the economic effectiveness of events
not only when transitioning to digital platforms but also
in outdoor venues.

However, from an economic standpoint, the forced
pandemic innovations had their advantages — the num-
ber of viewers at such a “virtual” performance is almost
unlimited, and thus the effectiveness of this format com-
pared to traditional, in-person performances increases
exponentially. M. Pietrzak-Franger et al. (2023), using the
example of the British theatre, proved that although the
quarantine affected the usual liveliness of performances,
it instead attracted a large number of new adherents to
the ranks of theatregoers. The initiative “National The-
atre at Home”, which allowed viewers to watch perfor-
mances for free via YouTube, opened the theatre to a new
audience, who after the end of the restrictions began to
attend performances offline. According to the statistical
data of Lviv theatres of that period, which was noted in
the study, COVID-19 did not have a powerful impact on
the number of performances or viewers, in particular
thanks to technological solutions.

The full-scale war in Ukraine has also not escaped
the attention of foreign arts researchers. For example,
S. Graf (2024) in their article dedicated to the work of
the Meta History: Museum of War project, explores how
the museum uses NFT tokens to accumulate addition-
al sources of funding for the restoration of Ukrainian
theatres. As E. Olzacka (2024) noted, the development
of Ukrainian cultural policy was also facilitated by rad-
ically reformed or even newly created institutions - the

Ukrainian Cultural Foundation (2024), the State Agen-
cy of Ukraine for Arts and Art Education, and the Na-
tional Union of Theatre Artists of Ukraine. All of them
contributed to strengthening the self-consciousness of
Ukrainians as a political community and mobilised them
to fight for the integrity of the Ukrainian state. More-
over, it was this that contributed to the recognition of
Ukrainian culture as independent from Russian, which
was crucial for obtaining financial international support
after February 2022.

Regarding the problems that traditional theatre faces
with demand from the younger target audience, W.]. Wes-
sels (2021) has written. As the author managed to prove,
the decision of the youth segment to purchase theatre
tickets is highly dependent on opinion leaders and social
media. Accordingly, to increase the effectiveness of the
theatre’s influence on young people and stimulate their
financial contributions to the industry’s economy, it is
necessary to connect marketing mechanisms with the in-
volvement of authoritative trendsetters.

Returning to the specifics of the purely financial effi-
ciency of the theatre industry, it is worth mentioning the
Italian experience of state subsidising the culture sec-
tor. C. Castiglione et al. (2024) proved that the impact of
state funds on the technical efficiency of theatre firms is
positive and significant, and the profitability of subsidies
in this area reaches, on average, 90%. This information
to some extent intersects with the data of the Ukraini-
an MCIP, according to which the volume of gross income
of theatres from operating activities, taking into account
subsidies, had a positive trend.

K. Smolny & M. Galecka (2021) investigated the rela-
tionship between productivity and labour costs using the
example of public theatres in Poland. The authors found
that the growth of productivity of troupe members di-
rectly depends on labour costs, in particular - overtime
pay. This fact is confirmed by the calculation of the Effi-
ciency of Workload carried out in this study.

The topic of increasing the effectiveness of theatrical
activities through the integration of cutting-edge tech-
nical solutions was explored by Y. Bai et al. (2023). Their
project “Smart Theatre”, which includes the functions
of intelligent building management and creates a new
ideology of scientific and technical servicing of the per-
forming arts, deserves attention and has all the prospects
for implementation in Ukraine in the process of post-
war reconstruction. Another innovative approach in the
performing arts that should be adopted in the future is
crowdfunding. S. Handke & C.D. Chiesa (2022), who con-
sidered this increasingly popular means of attracting
investments in the context of financing theatrical activi-
ties, concluded that this method of accumulating funds,
among other things, contributes to the popularisation of
culture among young people. Accordingly, this approach
should also be taken into account when planning the fi-
nancing of future Ukrainian art projects.
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CONCLUSIONS

Despite the powerful development of modern technol-
ogies, theatre remains a sought-after genre of art and
one of the few artistic forms where the viewer has the
opportunity for live communication and experiencing
emotions in real-time. Ukrainian theatre has demon-
strated stable performance indicators both in terms of
the number of theatres, the number of employees and
their incomes, as well as the total economic gross income
from operational activities.

The COVID-19 pandemic, which temporarily forced
performances into an online mode, did not ruin the the-
atre industry. On the contrary, it fuelled interest in tradi-
tional art and helped attract new audiences after the lifting
of quarantine restrictions.

However, it was the Ukrainian theatre, its traditions,
heritage, and tangible and intangible assets that faced
additional, even more complex challenges — with the be-
ginning of the war in 2014 and, subsequently, its full-scale
phase in 2022. The performing arts industry, like the coun-
try as a whole, managed to withstand the first, most diffi-
cult months of the invasion and find new artistic means

work of restoring the mental health of people affected by
the war, primarily young people.

Even though the majority of young people remain a
“challenging” audience and require additional persuasion
to attend live performances, contemporary theatres are
finding ways to encourage them and are demonstrating
their effectiveness in this direction.

Regarding the calculation of purely financial indica-
tors, it is worth using a universal unit of goods - a spec-
tator seat — thanks to which it is possible to compare the
economic parameters of different theatres with differ-
ent repertoire densities, troupe compositions, and price
categories. In this case, the most informative indices are
Sales Efficiency, Cost of Goods, Value Efficiency, Efficiency
of Workload, and Labour Intensity. To improve these in-
dicators, it is necessary to employ a full range of modern
marketing technologies, without waiting for the end of the
war and post-war recovery. A complex of such advertising
measures for the additional popularisation of Ukrainian
theatre, which will affect its popularity and attract a new
audience, can be the topic of the next study.

and approaches. A number of theatres that were relocated ACKNOWLEDGEMENTS
from dangerous and occupied areas were able to resume  None.
their activities at new venues and continue their effective
work. In this case, by effectiveness, means not only the CONFLICT OF INTEREST
ability to generate financial profit but also the therapeutic ~ None.

REFERENCES

1]

2]

3]
[4]

18]
lo]
[10]
[11]

[12]

Bai, Y., Yang, Q., Sun, F., Huang, Y., Wu, Y., Wu, X., & Ma, C. (2023). The scheme and practice of “Smart theater”
from the perspective of system management. In Inlernational Conference on Culture-Oriented Science and Technology
(pp. 246-251). Xi’an, China. doi: 10.1109/C0ST60524.2023.00057.

Bekh, Y., Romankova, L., Vashkevych, V., Yaroshenko, A., & Lipin, M. (2021). Artistic aspects of embodiment
of postmodern theater practices in the context of COVID-19 pandemic. Postmodern Openings. doi: 10.18662/
D0/12.15up1/287.

Bissell, L. (2023). Performance in a pandemic. In The Routledge companion to contemporary European theatre and
performance. London: Routledge.

Castiglione, C., Infante, D., & Zieba, M. (2023). Public support for performing arts. Efficiency and productivity
gains in eleven European countries. Socio-Economic Planning Sciences, 85, article number 101444. doi: 10.1016/].
SEPS.2022.101444.

Castiglione, C., Infante, D., & Zieba, M. (2024). Is it worth subsidising the cultural sector? New insights from Italian
theatre companies. Fournal of Policy Modeling, 46(1), 20-38. doi: 10.1016/j.jpolmod.2023.11.006.

Directorate of creative industries of the Ministry of Culture of Ukraine. (2018). Retrieved from https:/mcip.gov.ua/
kreatyvni-industrii/statystychni-ta-analitvchni-dani-u-sferi-kreatyvnykh-industriv/?s=%D1%81%D1%82%D0%Bo
%D1%82%D0%B8%D1%81%D1%82%D0%B8%D0%BA%D0%Bo.

FitzGibbon, A. (2021). Non-profit theatre managers as multi-stakeholder managers: The plate-spinning of
accountability. Financial Accountability & Management, 37(4), 440-459. doi: 10.1111/faam.12284.

Graf, S. (2024). Instant memories of the Russian war against Ukraine — mapping the virtual. Meta History: Museum of
War. Memory, Mind & Media, 3, article number e10. doi: 10.1017/mem.2024.5.

Greer, S. (2021). Funding resilience: Market rationalism and the UK’s “mixed economy” for the arts. Cultural Trends,
30(3), 222-240. doi: 10.1080/09548063.2020.1852875.

Handke, C., & Chiesa, C.D. (2022). The art of crowdfunding arts and innovation: The cultural economic perspective.
Fournal of Cultural Economics, article number 46, 249-284. doi: 10.1007/810824-022-00444-0.

Kovpak, V., & Lebid, N. (2022). Creative industries as amechanism of creative economy and strategic communications.
Baltic Fournal of Economic Studies, 8(4), 102-109. doi: 10.30525/2256-0742/2022-8-4-102-100.

Meta History: Museum of War. (2024). Retrieved from https:/meta-history.wixsite.com/ukraine.

55


https://doi.ieeecomputersociety.org/10.1109/CoST60524.2023.00057
https://doi.org/10.18662/po/12.1Sup1/287
https://doi.org/10.18662/po/12.1Sup1/287
https://www.taylorfrancis.com/chapters/edit/10.4324/9781003082538-54/performance-pandemic-laura-bissell
https://doi.org/10.1016/j.seps.2022.101444
https://doi.org/10.1016/j.seps.2022.101444
https://doi.org/10.1016/j.jpolmod.2023.11.006
https://mcip.gov.ua/kreatyvni-industrii/statystychni-ta-analitychni-dani-u-sferi-kreatyvnykh-industriy/?s=%D1%81%D1%82%D0%B0%D1%82%D0%B8%D1%81%D1%82%D0%B8%D0%BA%D0%B0
https://mcip.gov.ua/kreatyvni-industrii/statystychni-ta-analitychni-dani-u-sferi-kreatyvnykh-industriy/?s=%D1%81%D1%82%D0%B0%D1%82%D0%B8%D1%81%D1%82%D0%B8%D0%BA%D0%B0
https://mcip.gov.ua/kreatyvni-industrii/statystychni-ta-analitychni-dani-u-sferi-kreatyvnykh-industriy/?s=%D1%81%D1%82%D0%B0%D1%82%D0%B8%D1%81%D1%82%D0%B8%D0%BA%D0%B0
https://doi.org/10.1111/faam.12284
https://doi.org/10.1017/mem.2024.5
https://doi.org/10.1080/09548963.2020.1852875
https://doi.org/10.1007/s10824-022-09444-9
https://doi.org/10.30525/2256-0742/2022-8-4-102-109
https://meta-history.wixsite.com/ukraine

[13]
[14]
[15]
[16]
[17]
[18]
[19]

[20]
[21]

[22]

Theatre effectiveness calculation

Mochurad, B., Grytsay, O., Todoshchuk, A., Kovalchuk, U., & Fedushko, S. (2021). Web analvtics. legal framework and
estimation of profitability of the theater website. ResearchGate.

Mosendz, O., Filimonova-Zlatohurska, Y., Pankiv, H., Bannikova, K., & Vlasiuk, O. (2022). Problems and prospects of
the development of Ukrainian art (realities of martial law). Revista Amazonia Investiga, 11(58), 74-83.

Official Letter of the Ministry of Culture and Information Policy of Ukraine No. 429/A-460/23-3I11. (2023, April).
Retrieved from https:/dostup.org.ua/request/110628/response/375131/attach/2/.pdf?cookie_passthrough=1.

Official portal of Kyiv City State Administration. (2023). Retrieved from https:/kyivcity.gov.ua/news/departament_
kulturi_kmda_pidbiv_pidsumki_divalnosti_za_2022_rik_mistu_v_umovakh_vovennogo_stanu_vdalos_
zberegti_i_nalagoditi_robotu_merezhi_zakladiv_kulturi_ta_otrimati_gidni_rezultati/.

Official website of Binance. (2024). “Wild Theatre”. Retrieved from http:/surl.li/ivujgk.

Official website of Diia. (2022). Statistics of municipal cultural institutions of Lviv City Council. Retrieved from https://
data.gov.ua/dataset/zaklady-kultury-statystyka/resource/43695f90-1871-4e6a-bcbo-2537a7323182.

Official website of Ministry of Culture and Information Policy of Ukraine. (2024). Retrieved from https:/mcip.gov.ua/
news/1946-obyektiv-kulturnoyi-infrastruktury-zaznalv-poshkodzhen-chy-rujnuvan-cherez-rosijsku-agresivu/.
Official website of State Statistic Service of Ukraine. (2017). Retrieved from https:/www.ukrstat.gov.ua/.

Olzacka, E. (2024). The development of Ukrainian cultural policy in the context of Russian hybrid aggression against
Ukraine. International Fournal of Cultural Policy, 30(2), 141-157. doi: 10.1080/10286632.2023.2187053.

Order of the State Statistics Service of Ukraine No. 318 “On Approval of the State Statistical Observation Form
No. 9-nk (annual) ‘Report On the Activities of the Theatre for 20__’. (2013, October). Retrieved from https:/zakon.
rada.gov.ua/rada/show/vo318832-13#TexL.

Pietrzak-Franger, M., Liedke, H., & Radak, T. (2023). Presence and precarity in (post-) pandemic theatre and
performance. Theatre Research International, 48(1), 2-8. doi: 10.1017/S0307883322000360.

Rathje, S., Hackel, L., & Zaki, ]. (2021). Attending live theatre improves empathy, changes attitudes, and leads to pro-
social behavior. Fournal of Experimental Social Psychology, 95, article number 104138. doi: 10.1016/].jesP.2021.104138.
Shipman, A., & Vogel, A. (2024) Streaming the festival: What is lost when cultural events go online. Review of Social
Economy, 82(1), 126-146. doi: 10.1080/00346764.2022.20090006.

Smolny, K., & Galecka, M. (2021). The productivity of performing art organisations versus labor costs. Economics and
Law, 20(4), 847-860. doi: 10.12775/€ip.2021.050.

Soroka, Y., & Savchenko, A. (2021). Social theater in the crisis time in Ukraine: A sociological perspective (on the basis
of data from Kharkiv). Laboratorium, 13, 111-133.

Theatre.Com.Ua. (2020). Retrieved from https:/theatre.com.ua/theaters.

Ukrainian Cultural Found. (2024). Retrieved from https:/ucf.in.ua/.

Wessels, W.J. (2021). A critical assessment of the ticket purchase behaviour of vounger theatre audiences. Economic
and Management Sciences.

Yakovenko, M. (2022). Organization of theatrical activity within the non-governmental sector of culture. Socio-
Cultural Management Fournal, 5(2), 1590-174. doi: 10.31866/2700-846X.2.2022.267547.

56


https://www.researchgate.net/publication/350849824_Web_Analytics_Legal_Framework_and_Estimation_of_Profitability_of_the_Theater_Website
https://www.researchgate.net/publication/350849824_Web_Analytics_Legal_Framework_and_Estimation_of_Profitability_of_the_Theater_Website
https://dialnet.unirioja.es/servlet/articulo?codigo=8784104
https://dialnet.unirioja.es/servlet/articulo?codigo=8784104
https://dostup.org.ua/request/110628/response/375131/attach/2/.pdf?cookie_passthrough=1
https://kyivcity.gov.ua/news/departament_kulturi_kmda_pidbiv_pidsumki_diyalnosti_za_2022_rik_mistu_v_umovakh_voyennogo_stanu_vdalos_zberegti_i_nalagoditi_robotu_merezhi_zakladiv_kulturi_ta_otrimati_gidni_rezultati/
https://kyivcity.gov.ua/news/departament_kulturi_kmda_pidbiv_pidsumki_diyalnosti_za_2022_rik_mistu_v_umovakh_voyennogo_stanu_vdalos_zberegti_i_nalagoditi_robotu_merezhi_zakladiv_kulturi_ta_otrimati_gidni_rezultati/
https://kyivcity.gov.ua/news/departament_kulturi_kmda_pidbiv_pidsumki_diyalnosti_za_2022_rik_mistu_v_umovakh_voyennogo_stanu_vdalos_zberegti_i_nalagoditi_robotu_merezhi_zakladiv_kulturi_ta_otrimati_gidni_rezultati/
https://www.binance.com/uk-UA/blog/nft/%D0%B4%D0%B8%D0%BA%D0%B8%D0%B9-%D0%B4%D1%80%D0%BE%D0%BF-%D0%B7%D1%83%D1%81%D1%82%D1%80%D1%96%D1%87%D0%B0%D0%B9%D1%82%D0%B5-%D0%BA%D0%BE%D0%BB%D0%B5%D0%BA%D1%86%D1%96%D1%8E-nft-%D0%B2%D1%96%D0%B4-%D0%B4%D0%B8%D0%BA%D0%B8%D0%B9-%D1%82%D0%B5%D0%B0%D1%82%D1%80-421499824684903330
https://data.gov.ua/dataset/zaklady-kultury-statystyka/resource/43695f99-1871-4e6a-bcb0-2537a7323182
https://data.gov.ua/dataset/zaklady-kultury-statystyka/resource/43695f99-1871-4e6a-bcb0-2537a7323182
https://mcip.gov.ua/news/1946-obyektiv-kulturnoyi-infrastruktury-zaznaly-poshkodzhen-chy-rujnuvan-cherez-rosijsku-agresiyu/
https://mcip.gov.ua/news/1946-obyektiv-kulturnoyi-infrastruktury-zaznaly-poshkodzhen-chy-rujnuvan-cherez-rosijsku-agresiyu/
https://www.ukrstat.gov.ua/
https://doi.org/10.1080/10286632.2023.2187053
https://zakon.rada.gov.ua/rada/show/v0318832-13#Text
https://zakon.rada.gov.ua/rada/show/v0318832-13#Text
https://doi.org/10.1017/S0307883322000360
https://doi.org/10.1016/j.jesp.2021.104138
https://doi.org/10.1080/00346764.2022.2099006
https://doi.org/10.12775/EiP.2021.050
https://www.ceeol.com/search/article-detail?id=1040965
https://www.ceeol.com/search/article-detail?id=1040965
https://theatre.com.ua/theaters
https://ucf.in.ua/
http://hdl.handle.net/10394/37483
http://dx.doi.org/10.31866/2709-846X.2.2022.267547

Bilous

Amnjpii Biioyc

3acay;KeHuN Jigd MUCTENTB YKpaiHu, JOIeHT

KuiBchbKMII HALIIOHAILHII YHIBEPCUTET TeaTpy, KiHo i Tenebauenns im. 1. K. Kapnenka-Kaporo
01054, By fIpociasiB Bai, 40, M. Kuis, Vkpaina

https://orcid.org/0009-0004-8232-6326

Po3paxyHOK e(DEKTHUBHOCTI TeaTpy

AHOTAIAA. TeaTp, mo Beje CBil MOYATOK e 3 AHTUYHMX 4Yacis, y XXI CTOMTTI BUMyNIEHMIT KOHKYPYBATH 3 OLIBII
CYJaCHUMU Ta TEXHOJIOTIYHMME pO3Baramu. BilmoBigHo, nurands 3aTpeOyBaHOCTI sKaHpy, HOro eeKTUBHOCTI — K
MEHTAJILHOI, TAK i €KOHOMIUHOI — € JOCUTDH aKTyadbHUMU. [II YKPaiTHCHKOTO TeaTpy, M0 3ilITOBXHYBCA 3 BUKIIMKAMKI
IMOBHOMACIITA0OHOT'0 BTOPIHEHHS, TeMa e(DeKTUBHOCTI € 111e OLIbIIT 3HAIYI010. MeTa JaHoi poOOTH NOIATae Y BU3HAYEHHI
OCHOBHUX iHJIEKCIB JI/IA OIIHIOBAaHHA €(heKTHUBHOCTI TeaTpiB ILIAXOM aHATI3y KIIOYOBHX MOKA3HUKIB e(heKTUBHOCTI
Ta (PiHAHCOBUX ACIHEKTIB YIPABIHHS 3aKJAJ0M. 3aBISIKI TAKUM METOZAM SIK CTATUCTUYHUIN aHaIi3, HMOPIBHSHHS,
CUHTE3 Ta IIPOTHO3YBAHHS, OY/I0 IIPOBEIeHE JTOCTIKEHHS aKTYaIbHOI0 CTaHy rajaysi Ta il eKOHOMIYHIX ITOKAa3HUKIB. B
pes3yabTaTi T0CKEHHS 0Y/10 JOBEIEHO 3POCTAHHS iHIMKATOPIB BAIOBOT0 JJOXOLY, KLIBKOCTI IIPALIBHUKIB Ta BUTPAT Ha
IIePCOHAJ IIPOTATOM 2015-2018 POKIB B YKPalHChKUX TeaTPaX, a TAKO:K oliHeHo BILmB COVID-19 Ha JTisUIbHICTD 3aK/Ia/1iB
na npukiaag JibBoBy. OKpeMo 0OyI0 JOCTKEHO BILINB BIiliHM HA MSALHICTDL Taaysi, OIiHEHO MOMILIKU, 3pO0JICHI
KPUMCHKUMHM TeaTpaMu IIijl 4ac TUMYACOBOI OKYIAIlil, a TaKO;K MPOBEICHO aHATI3 perepTyapy PETOKOBAHUX 3aKIajliB
Ha HOBUX creHaX. TakoK Oy10 po3podaeHo yHi(iKoBaHy cHUCTEMY MOPIBHAHHS €KOHOMIYHUX TMOKAa3HUKIB Pi3HMX
00’€KTIB CIIEHIYHOTO MUCTEITBA, 0 MA€ 32 OCHOBY TaKy YHIBepCATHHY OJMHUINIO BUMIDY TOBApy K OTHE LISTAIbKE
uicie. [IpakTruHa 3HAYUMICTD JTOCTIKEHHS TOISArae B CTBOPEHI KOMILIEKCY €KOHOMIUHUX iHIEKCIB e(DeKTUBHOCTI —
MPOIAKIB, BaPTOCTI, 3aBAaHTA;KEHOCTI TPYIU TOIIO — SAKI MOKYTb OYTH KOPHUCHI 1 TTPOMIILHUX MiHICTEPCTB Ta
BiTOMCTB TIi/1 9ac po3paxyHKiB (haKTUIHUX (DiHAHCOBUX IMOKA3HUKIB Ta IJIAHYBAHHS

KJ/11040BI ¢JI0Ba: crienivie MUCTENTBO; KPeaTUBHA IHIyCTPIifA; eKOHOMIKA; 0.1aroiiiHi BUCTABY; IIPOJIAK KBUTKIB
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