
Securing Career Opportunities for Professional Employment (SCOPE) for Artists  August 2012 

      

Creating	  SCOPE	  for	  artists    

Development,	  management	  and	  sustainability	  in	  the	  careers	  of	  
professional	  dance	  artists	  in	  Australia	  	  

	  

	  

An evaluation report by Shane Batchelor 
 



	  

	  

	  

2	  

 

 
 
 
Creating SCOPE* for Artists  
* Securing Career Opportunities for Professional Employment (SCOPE) for Artists. 
 
This report provides information and analysis about the development, implementation and 
impact of the SCOPE for Artists initiative, which operated from 2007 to 2011 in Australia.   
 
The report was prepared for the Ausdance National Council and the National Director for the 
purposes of archival record, evaluation and planning. At the discretion of the Ausdance 
National Council, the report will also provide interested members of the public, sector leaders 
and arts policy makers in Australia and around the world with useful information as they seek 
to address issues affecting artists’ professional career development, management and 
sustainability. 
 
The report was written by Shane Carroll in 2012, with assistance from Clancy Rowe, 
following the cessation of the SCOPE for Artists program in 2011.  
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Glossary 
 
Context for key terms used in this report 
 

1. Capacity Building 
 

In the context of artists’ careers, capacity building can be defined as intentional 
actions and initiatives that support individuals to achieve positive outcomes and 
impact for themselves, the sector and the community. 
 
Capacity building requires serious commitment from those who invest the time, 
money and resources available to bring about change. Those changes can include 
knowledge, behaviours, skills and strategies that are practical, instrumental and 
measurable. They also involve self-awareness, attitudes, and refining of purpose.  

 
2. Career development 

a. Progressing though a career by setting challenges, seeking opportunity, 
creating opportunity. 

b. Ongoing learning, researching.  
c. Strategically connecting into, through and beyond the artistic community.  
d. Performing and making work. 

 
3. Career management 

a. Understanding the skills and tools required to operate as a professional in the 
artistic environment. 

b. Planning and making decisions based on knowledge.  
c. Evaluating personal and professional progress. 
d. Recognising the demands of the sector in terms of communications, business 

skills, and the importance of mobilising networks. 
 

4. Career sustainability 
a. Earning regular income. 
b. Recognising the productivity potential of artistic knowledge and skills. 
c. Working successfully to a short, medium and long term vision for an artistic 

career. 
 
Each of these aspects is closely interconnected in developing a creative career in the 
arts and in related fields of employment. 

 
5. Professional artist  

The SCOPE definition of a professional artist is ‘an individual who earns an 
income from their art form and who currently identifies their art as their number 
one career focus’. 

 
6. Independent artist 

Independent artists initiate and direct their careers outside institutional or 
company structures. Many performing artists shift between employment by 
companies and self-managed engagements over the course of their careers.  
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Acronyms and abbreviations  
 
• ASC  Australian Sports Commission 

• ACE  Athlete Career Education 

• SCOPE  Securing Career Opportunities for Professional Employment  

• IOTPD  International Organisation for Transition of Professional Dance  

• MPA  Major Performing Arts 

• ATSI  Aboriginal & Torres Strait Islander 

• PD   Professional development 

• IA   Individual assessment 

• CAP  Career action plan 

• FT   Full time 

• PT   Part time 

• NCP  National Cultural Policy (Australian Federal Government) 
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Scope of the report and summaries 
 
The report includes information about: 

• The background – lead-up history, establishment of the program, influencing events, people 
and organisations, and funding. 

• Transition from partnership program to independent organisation. 
• Funding challenges and advocacy activities.  
• Statistical information. 
• Description of the operational model, with special focus on two of the key features/services, 

the SCOPE career counsellor team and the professional development fund. 
• Qualitative information in response to an interview survey conducted with SCOPE participants 

and counsellors following their involvement with the program. 
• Analysis of the program including the model, the core features of the model, delivery, and 

impact. 
• A range of recommendations for any future iteration of SCOPE that focuses on capacity 

building, development, management and/or sustainability of artists’ careers.  
 
 
Major findings 
 

1. There was an increasing demand from professional artists to participate in the SCOPE 
program throughout its four years of operation.  

 
2. It was seen as a proactive and strategic program that supported artists on an individual basis 

to build their capacity and self-direct their careers and their professional livelihoods. 
 

3. There were numerous first-hand reports of positive outcomes and impact as a direct 
consequence of participation in SCOPE. 
 

4. A change in the culture of thinking about a professional career within the arts, and the 
attitudes and behaviours that stem from that thinking, was demonstrated to be a successful 
strategy in achieving positive outcomes and measurable impact. 

 
5. There is a particular age group and/or stage in an artistic career where investment in building 

the individual’s capacity is highly beneficial and productive, both for the short and long term 
future of the artist, and, by association, the sector. 

  
6. SCOPE was predominantly appealing to independent artists, who were more highly 

represented in the participant total than full time (FT) contracted artists. Most of the 
independent participants engaged well with the program, and benefitted more than FT 
contracted artists. 

 
7. The key areas identified for up-skilling through the professional development (PD) fund were 

in business and technical skills, followed by learning that enabled transition to a new field 
using related knowledge and the creation of supplementary income sources.  

 
8. There were some mixed understandings by a number of participants, and initially by some of 

the counselors, of program’s purpose, the services on offer, and the core philosophy of 
SCOPE. A significant amount of ‘learning on the job’ took place. 

 
9. The PD fund was one of the most attractive features of the program, and enabled many of the 

successful outcomes to occur. However its purpose and its criteria for application and 
assessment lacked clarity, and there were over-complicated formal processes (paper work), 
resulting in a number of reports of dissatisfaction and frustration. 

 
10. A scan of the range of programs and initiatives available to artists in Australia indicates that in 

terms of the PD fund, SCOPE was frequently seen (and approached) as an alternative stream 
of funding resulting in some duplication, e.g. participants who used the PD fund for particular 
artistic mentoring may have been supported through other programs. 
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11. Overall there was a strong level of commitment by participants and counsellors which can be 
equated with the enthusiasm and trust of stakeholders, and the demonstrated successes of 
the program. 

 
12. A significant number of former participants expressed the view that the counselling service 

was one of the most fundamentally important features of the program 
 

13. A significant number of former participants suggested that they would be prepared to make a 
financial contribution to their involvement in the program and/or the PD fund. 

 
 
 
Conclusions: 

 
1. Understanding the concept of capacity and capacity building is critical for a program that 

focuses on the development, management and sustainability of a professional artist’s career. 
 

2. Clear articulation and communication of the conceptual and structural model of a program 
operating in the subsidised arts sector is critical to the success and effectiveness of the 
program. 

 
3. Within the sector, there is a growing awareness by artists between the ages of 30 and 40 (and 

the years immediately each side of this group) that their careers should not be reliant on grant 
programs, auditions and luck. They are open to learning about, and engaging in self-
evaluation, planning, and strategising. There is a marked (though not exclusive) difference 
between the FT contracted artist and the independent artist in terms of motivation and attitude.  
 

4. Growth and sustainability of professional artists’ careers can be significantly improved by 
investment that is driven with a common sense of determination and vision by both the 
individual and the sector. 

 
5. The success of a capacity-building program such as SCOPE is dependant on the operational 

features being highly focused, appropriately targeted, efficient and user-friendly. 
 

6. The strength of a capacity-building program such as SCOPE is dependant on how accurately 
and consistently its outcomes and impact are measured. It needs to be accountable, ready to 
adjust to changing sector conditions and its constituency, and able to demonstrate value. 

 
7. A sense of ownership and a financial contribution is both possible and desirable for a program 

such as SCOPE.  
 
 
 
Recommendations (see pages 26 & 27) 
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PART ONE: Overview 
 

1.1 The broader focus 
The career of a professional artist, regardless of the practice, discipline or circumstances in 
which they live, is faced with all the challenges of an artistic career. How they develop their 
skills, produce work with limited resources, negotiate the very dynamic environment of the arts 
market with its changing consumer trends, and maintain their creative motivation and 
productivity, are all ‘live’ issues in the career of a professional artist. A so-called successful 
career in the arts does not necessarily mean stability of income, reasonable remuneration levels 
(even when the work is recognised as world class) or employment contracts of any length that 
would be considered normal in other professional sectors such as public service, education, 
corporate finance, health or manufacturing. 
 
 
1.2 An Ausdance initiative 
In the mid 1980s, the Australian Dance Council (Ausdance), then known as the Australian 
Association for Dance Education, and Actors’ Equity of Australia set out to research and 
address the specific issues and challenges presented by a career in dance. At the time, one of 
the foremost issues was the relatively short working life of dancers and the consequences of 
one career ending without any support systems or programs to assist artists in transitioning to a 
related or different career. The Ausdance/Actors Equity project resulted in Dancers Transition 
(Catherine Beall, 1989). This report recommended the establishment of a scheme to assist 
dancers with career transition, but due to difficulties in securing resources for such a scheme, 
this was not realised.  
 
At the same time Ausdance had commissioned the seminal Safe Dance reports which focused 
on more sustainable careers through the effective prevention and management of dancers’ 
injuries. The Safe Dance reports and their recommendations (1990, 1997 and 1998) led to an 
Ausdance-Australian Sports Commission collaboration throughout the 1990s, and the formation 
of the Elite Performers Lifeskill Advisers Association (EPLAA)  in 1997, based on the Athlete 
Career Education (ACE) program. EPLAA was finally wound up in 2005 as the partnership 
entered a new phase that led to the formation of SCOPE. 
 
Ausdance had also continued working towards providing dancers with support for career 
transition by producing a resource toolkit, which was compiled and written by Hilary Trotter in 
1997. In this toolkit, the concept of self-directed planning and action was a strongly encouraged 
strategy as the sector itself was becoming more populated by independent artists whose 
working lives demanded a high level of self-sufficiency. 
 
 
1.3 Sharpening the focus 
In 2004 in Monaco, the International Organisation for the Transition of Professional Dancers 
(IOTPD) presented the results of its international research, the aDvANCE project. The resulting 
report, Making Changes (Baumol, Jeffri & Throsby), was the first comprehensive research into 
late 20th Century career trajectories and income earning patterns of dancers all over the world. 
Representatives from Ausdance, the Australia Council for the Arts and several leaders of 
Australian dance education institutions attended the conference in Monaco. 
 
As a result of discussions with international peers about the report’s findings, the Australian 
representatives consolidated their view that career transition was only one part of the overall 
challenge of developing, managing and sustaining a professional life in dance. What was not 
being fully explored was the potential to cultivate an attitudinal and structural change to the way 
dance artists were perceived for their skills and attributes, enabling them to build more capacity 
into their careers and improving their employment potential. The group felt that this was an 
opportunity to address the issue of transition and to propose a change in the culture of thinking 
about the careers of dancers and choreographers. Ausdance’s previous experience with the 
Athlete Career Education (ACE) program confirmed this view. 
 
The group’s view was that by addressing the more fundamental issues around building and 
sustaining an artistic career, the artist would create a range of self-initiated opportunities that 
would not only benefit the individual, but would contribute to the strength and confidence of the 
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sector, the community, the economy and the nation. By identifying potential and capacity, and 
supporting an individual to drive an action plan, successful career outcomes would have a far 
better chance of being achieved and sustained into the artist’s long-term future. Patterns of 
dependency and perceived personal limitations, lack of agency and a culture of thinking based 
on orthodoxy of infrastructure needed to change.  
 
 
1.4 Strategic partnerships 
In 2005, Ausdance decided to pursue its existing relationship with the Australian Sports 
Commission (ASC), and a pilot program, linked to the ACE program, was launched. Seventeen 
dancer/choreographers from around the country (approximately three from each state) were 
engaged to participate in the personal and professional development program run by the ASC 
through the ACE program.  
 
Simultaneously in 2005, the Australia Council for the Arts published the third of a series of 
reports into the working life of artists. Don’t Give Up Your Day Job (Throsby & Hollister) led to 
the Australia Council prioritising the issue of artists’ earned income and professional 
sustainability for immediate strategic action. The Ausdance pilot scheme provided an excellent 
leveraging platform for a proposal from the Dance Board to the Council to initiate a scheme that 
addressed artists’ earned income with a plan for a properly resourced professional career 
scheme. Ausdance provided both expert advice and valuable introductions for the Dance Board 
to the ASC. The proposal was successful and in March 2006, an amount of $560,000 was 
approved for the new partnership program – Securing Career Opportunities and Professional 
Employment – SCOPE for Dancers.  
  
[See Appendix 1 – Submission to Australia Council for the Arts 2005 (confidential)] 
 
In 2006 the SCOPE program was officially launched as an initiative of the Australia Council, in 
partnership with the ASC and with support from Ausdance. The Council allocation of $560,000 
over three years was for the establishment and operation of the SCOPE program, with expertise 
and infrastructure being provided by the ASC through its ACE program.  
 
Ausdance played a vital role throughout the establishment of SCOPE, brokering and guiding the 
relationship with the ASC, and through its National Director, Julie Dyson, providing advice at all 
stages of the program’s establishment and implementation.  
 
SCOPE was given exclusive space on the ASC website, and participants were provided with 
secure access to communicate with each other, their career counsellors and the SCOPE project 
manager.  
 
Steering committee members were: 
 

• Jen McLachlan, Director, Dance – Australia Council for the Arts 
• Julie Dyson, National Director – Ausdance National 
• Lois Fordham, CFO – Australian Sports Commission 
• John Waser, Director ACE program – Australian Sports Commission 
• Shane Carroll, Ex-Chair, Dance Board – Australia Council for the Arts 

 
The steering committee was responsible for overseeing the establishment of the program 
(processes, budget and promotion), assisting with application/assessment processes and 
providing general advice as required by the project manager. 
 
Kay Foss (nee Helliwell) was appointed as manager of the program to set up the logistics, tailor 
the operational framework and deliver activities based on the ASC’s ACE model. Foss reported 
to the Steering Committee on a regular basis, and the Australia Council (Dance Board) as 
required. 
 
 
1.5  The launch of SCOPE 
When SCOPE was officially launched on 13 March 2007, its purpose was to create a program 
that would supplement the creative skill base of dancers and choreographers, build individual 
dance artists’ professional capacity in career planning, earning, development and productivity.  
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In 2006, SCOPE aimed to: 

• Improve the earning capacity of individual artists 
• More effectively manage the knowledge capital of dance arts 
• Create human capital for the creative economy 

 
Prior to the official launch, a comprehensive promotional campaign was carried out, targeting 
dance artists around the nation. Approximately 40 applications were received of which 24 were 
successful. The first intake embarked on their SCOPE experience in April 2007.  
 
In the first two years (2007/09) SCOPE offered the following services: 
 

• Individual assessment and career counselling 
• Career and education (skills development) action plan determination 
• Personal and professional development funding for courses 
• Access to a tertiary scholarship fund (within the PD fund) 
• Employment preparation 
• Mentoring 
• Business and industry networking and referrals 
• Access to an interactive career development website designed for elite performers 
• Access to a national network of professional career counsellors, and 
• Transition planning and support 

  
 
 1.6 Growth and development 
As the SCOPE program completed its first year and progressed into its second year with a 
greater number of artists (38 including new intake and ongoing participation from first year), it 
was clear that it was delivering significant positive outcomes for dance artists. Demand was 
increasing as artists outside the program witnessed the positive outcomes for first-year 
participants. There was interest from other art form associations in the potential of SCOPE to be 
extended beyond the dance sector.  

 
In the second half of 2008, the SCOPE Futures Committee was formed and met in Canberra on 
14 August to look at options for SCOPE’s future, given that its funding was initially secured by a 
strategic partnership expiring in mid 2009. This Committee was made up of the Steering 
Committee, the Project Manager and various representatives from the sector – performers, 
administrators, the ATSI sector, arts policy and funding. 
 
It soon became clear that SCOPE had developed beyond the model on which it was based, the 
ASC’s ACE program, and that its future would be served by a delivery model that better 
reflected an arts career environment. The Futures Committee decided that the best solution for 
securing a future support base for SCOPE was to become an independent organisation. 
 
A short-term strategy was developed to secure transition funding to maintain SCOPE 
throughout 2009/10, establish it as an incorporated organisation, and to begin expanding the 
program to include circus and physical theatre performers. A longer-term strategy was also 
identified to build SCOPE as a program for Australian professional artists across all art forms.  
 
A core group from the Futures Committee (Lois Fordham, Julie Dyson, Claire Stonier Kippen, 
Ian McRae, Kay Foss, John Waser, Patrick MacIntyre and Shane Carroll) determined the 
approach, schedule and structure of these proposals. The result of this work was a Transitional 
Business Plan to carry SCOPE forward, including a vision statement to take SCOPE beyond 
dance and physical theatre into other art forms, with revised aims to build a broader and 
stronger platform. The successes being achieved by the program were clearly demonstrating 
the program’s ability to change lives and increase the development of careers and earning 
capacity and productivity within and beyond the sector.  
 
The Transitional Business Plan was presented to the Australia Council and covered the period 
from 1 March 2009 to 30 June 2010. Part of this plan included the commitment by SCOPE to 
create and present a full Business Plan as it moved toward incorporation and subsequent 
independence from the ASC/ACE program. 
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[See Appendix 2 - SCOPE transitional plan 2009] 
 

 
1.7 An independent organisation 
SCOPE for Artists Incorporated was established in May 2009. Board members were:  
 
Lois Fordham (Chair)  Business consultant, ex CFO, ASC 
Cathy Brown Watt (Deputy)  Arts consultant, ex Director, MPAB, Australia Council 
Julie Dyson   National Director, Ausdance 
Patrick MacIntyre   General Manager, Sydney Theatre Company 
Elizabeth More   Head of Business School, ACU. Ex MGSM 
Shane Carroll   Arts Consultant. Ex Chair of Dance Board 
 
In April 2009, $401,000.00 transition funding was provided by the Australia Council’s Industry 
Development Fund to support SCOPE to June 2010. The Australia Council, as part of the 
agreement, articulated the following performance indicators: 

• Support the continuance of SCOPE’s delivery of services to existing clients as well as a 
slightly expanded base to include Circus and Physical theatre. 

• 20% increase in participant numbers over the year of the funding agreement 
• Develop data gathering processes to measure impact 
• Develop a proposal to show feasibility for SCOPE to further include artists from the 

music and theatre sectors.  
• Secure new/additional sources of funding to address 50% of SCOPE income. 
• Refine and reshape the existing delivery model to create a stronger, more accountable 

and more measureable program. 
 

The partnership with the ASC was formally ceased and an agreement regarding the intellectual 
property (IP) was successfully negotiated. The files (electronic and hard copy) were transferred 
to SCOPE for Artists.1 
 
At this point, the SCOPE for Dancers manager Kay Foss left the program. A Foundation 
National Manager, Jo Kulchar, was appointed to manage the program through its transitional 
stage to SCOPE for Artists and broader art form representation, and to work with the board to 
secure additional and alternative funding resources. 
 
 
1.8 SCOPE for (many more) Artists 
With the establishment of the independent organisation, and the preparation of a 3-year 
Business Plan, the SCOPE for Artists vision, mission and aims were refined and articulated to 
encompass the creative sector as a whole. 
 
The aims were broadened to:  

• Enhance artistic and creative output and standards by broadening artists’ skills, 
experience and networks. 

• Maximise national economic productivity by leveraging the transferable skills of 
Australia’s creative talent and by minimising un/under employment. 

• Provide career development opportunities for young and emerging artists, as well as for 
those working towards career transition. 

• Increase artists’ earning capacity and professional profiles. 
 
While the operational model stayed the same, the SCOPE board created clearer criteria for 
support from the PD fund and established a matrix of services for the different stages of SCOPE 
participation. In mid 2009, the new 3-year Business Plan (2010 to 2013), was prepared and 
submitted to the Australia Council. 
 
[See Appendix 3 – SCOPE for Artists Business Plan 2010/13]  
 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1As per ASC privacy policy most of the details of individual participants’ activity within the program were deemed 
confidential and were not released to SCOPE. The author was unable to source full details of participants’ activities from 
2007/08, and 2008/09. 
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In 2007 SCOPE had delivered services to 24 dance artists. In 2008 this number grew to 38, and 
in 2009 it was delivering services to 79 artists from dance, circus and physical theatre. Demand 
for the program, continued interest from other art form associations and significant outcomes for 
SCOPE participants confirmed the relevance and need for the program and demonstrated the 
positive return on investment.  
 
In 2009/10, as the Foundation National Manager explored ways to roll out the SCOPE program 
to other art forms, a survey was disseminated to one of the state symphony orchestras. The 
results indicated the following: 
 

1. Part-time musicians (earning limited amounts from their profession) were far more 
interested in being proactive about career planning than full-time musicians (whose pay 
rates are quite high in relation to the sector as a whole). 

 
2. The responses from full-time musicians, when asked if they had considered developing 

their careers, ranged from completely disinterested to vaguely curious. 
  

3. Some responses (from full-time musicians) were dismissive of the program altogether, 
while others acknowledged the possibilities of such a program.  

 
4. However, when asked whether they would participate in a career development program 

if it were available, they were overwhelming in favour. The reasons they offered were 
variously aligned along pragmatic, strategic and laterally thinking premises – injury, 
orchestra downsizing, post retirement contributions, possible transfer of skills, and 
genuine interest in expanding skill and earning base.  

 
Two survey outcomes informed SCOPE that expansion to other art forms would be more 
complex than tweaking the model for dance into a generic model. 
  
• Artists’ professions are differently remunerated, structured, and operate in diverse 

environments in terms of full-time positions, part-time and freelance employment situations. 
  
• Clearly (and this was also the case with dance), the artists employed on a full-time basis 

required a lot more convincing about the potential of a program like SCOPE, and were less 
motivated to seek out such a program. However, when offered the opportunity to be 
involved, they were quick to realise the potential. FT and PT ratios are different for all art 
forms.  
 

Further surveys were planned for dissemination and analysis (screen writers, playwrights) but 
these were not pursued. 
 
[See Appendix 4 – Symphony Survey 2010] 
 
[Note: There is comprehensive information available through the Australia Council’s longitudinal 
reports on all artists’ earning, career longevity and employment situations, including 
comprehensive demographic information. These reports have been led and produced by 
cultural economist David Throsby, and cover art form specific information about earning 
levels/patterns, age and gender statistics, geographical and cultural background range, 
educational levels and types of career trajectories. This information is critically important for any 
future SCOPE program and will assist understanding each art form’s unique particulars. What is 
not included in these reports, however, is the culture of thinking around career development and 
management, or how institutions and systems influence different artists’ perceptions.]  
 
 
1.9 Funding challenge  
By 2010, as the demand and the success of the program outcomes continued to grow, it 
became obvious that the challenge to secure ongoing funding could not be met. Both the board 
and manager of SCOPE committed a great deal of time and personal effort in advocating for 
SCOPE’s consolidation as an ongoing program. Representations were made to the Federal 
Minister for the Arts, various government departments (both Federal and State), and 
philanthropic organisations. Endorsements for the program were forthcoming from many 
participating artists and ArtsPeak members, including the National Association for the Visual 
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Artists, the Australian Society of Authors, the Music Council of Australia, National Institute of 
Dramatic Arts, and the Australian Ballet, to name a few. 
 
SCOPE had also submitted a tender proposal to the Australia Council to deliver a National 
Mentoring Scheme because the board saw the opportunity to deliver its philosophy through a 
program that focused on young artists. There clearly was (and is) value in instilling a culture of 
self-directed career management in young artists as they move forward to face the same 
challenge as established artists. The tender proposal was not successful. 
 
The SCOPE board also made a Budget submission in 2011 which was unsuccessful, although 
follow-up meetings with public servants indicated that they had a good understanding of the 
value of SCOPE. 
 
 
1.10 Funding crisis 
As the end of the transitional Australia Council/SCOPE funding agreement drew closer, the 
board increased its efforts to find base funding for the program, which would provide leverage to 
secure additional streams. The board decided that it would be unrealistic and irresponsible to 
offer a new intake to the SCOPE program in 2010 without any guarantee of ongoing funding. 
Instead it decided to delay the new intake, hoping that a funding solution could be found. 
 
However, despite the very concerted effort by the board and various supporters, no additional 
funding was achieved or seemed likely by the end of 2010, and so SCOPE reduced the 
participant number by not seeking any renewals from most of the 2009/10 intake. As there was 
a limited amount of capital unspent, the Board decided to maintain a small number of artists on 
the program. Twelve artists (11 accepted) were invited to remain on the program and this 
strategy also enabled the Board to keep final efforts going to secure funding. 
 
In the first few months of 2011 it was clear that the funding crisis would not be resolved and 
therefore, in March 2011, it was decided to wind up the organisation. Participants and 
counsellors were notified of this decision. The Australia Council, who had been consulted 
periodically and were continually supportive of SCOPE’s aims and achievements, as well as the 
efforts to find new financial support, was also notified.  
 
The SCOPE board employed Tamara McKee, the Ausdance National finance manager, to 
undertake the wind-up operation, and on 21 October 2011 SCOPE for Artists formerly ceased 
operation. The board sought permission from the Australia Council to transfer a small surplus to 
Ausdance National to: 
 
a) Meet outstanding final payments. 
b) Use the SCOPE experience and incorporate it into its own core business, including 
development of significant online resources and support for career development. 

 
 
1.11 A future for SCOPE? 
In considering the possibility for future re-establishment of the SCOPE program (possibly under 
a different name), Ausdance commissioned this report as an essential element in understanding 
and evaluating SCOPE operations and impact, the lessons learnt and recommendations for 
developing an even more effective program in the future. The former board of SCOPE, many 
artists and former SCOPE participants, policy makers, and a broad range of arts leaders believe 
that SCOPE provided something that is fundamentally and demonstrably successful. SCOPE 
was not only unique in the world (as proven by the many interested and positively expressed 
communications from international colleagues), but it worked! 
 
At the time of writing this report, the Australian Government is in the final stages of developing a 
National Cultural Policy (NCP), which will articulate the framework for the Australian 
Government’s support for arts, culture, creativity, health and education. SCOPE provided input 
to this national conversation, focusing on the theme of sustainability and productivity, and the 
positive long-term impact that investment in strengthening the professional capacity of 
individuals can achieve.  
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It would be both sensible and strategic to establish the SCOPE vision within the National 
Cultural Policy.  
   
[See Appendix 5 – National Cultural Policy submission – SCOPE] 
 

 
Testimonials 
 
Christian Parr – circus 
Christian operates Jugglebus Circus and runs the annual Melbourne Juggling Convention. 
In addition to the SCOPE professional development fund providing financial assistance to 
complete an event management course, Christian has improved his income earning and fine-
tuned his career path. He directly attributes this success to SCOPE. 
“… the (SCOPE  program is invaluable. I now have a 10-year vision for the convention and the 
business”. 
 
Paul Cordiera – independent dance artist 
“After my third and final year as a SCOPE participant, it has been such a life changing 
experience. It not only gave me hope, but it helped me in a real and practical sense. Has it 
helped? YES. Has it changed by life? YES” 
 
 
[See Appendix 6 – SCOPE stories] 
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PART 2:  
SCOPE – description of program model 
 

2.1 Key components  
 

The key components that distinguished SCOPE from other types of arts career support 
programs were: 
 
(a) the provision of a career counsellor to every participant; 
(b) access to a professional development fund; 
(c) the integration of education and training in related and unrelated fields with the ongoing 

career of the artist; and 
(d) a range of specific activities and resources (fact sheets and articles specifically written for 

SCOPE participants) which provided information, anecdotal examples and encouraged 
deeper understandings regarding the planning of career pathways. 

  
Professional career counsellors 
• The counsellor worked with the participant in personal assessment and skills auditing, 

progress and self-evaluation tools, planning, accessing support and networks, and 
psychological support (as and if required). 

 
Integration of education and training with artists’ careers 
• Artists undertook short courses to enhance their careers rather than retraining for a career 

outside the arts, and extended knowledge, skills and networks that value-added to their 
artistic careers and increased their productivity in the sector. 

 
Professional development fund 
• Funds could be applied for and used to pay for course fees (scaled, not in full), mentoring, 

travel and other support deemed critical to the participant’s action plan being fulfilled.  
 
Specific activities and resources to support the delivery of services to dance artists:  

• Program inductions for Artists and Advisers 
• SCOPE Secure Website  
• Fact sheets on career management (supplied through website) 
• Articles on career management (supplied through website) 
• Individual Assessment conducted 
• Career Action Plans formulated 
• Applications processes for professional development funding 
• SCOPE Participant and Adviser Teleconferences 
• SCOPE Handbook for Artists and Advisers produced 

 
Networking, assistance with basic career skills (CV writing, formal approach letters) were also 
provided, and in many cases were an essential part of the participants’ up-skilling. 
 
Participants were recruited for one year in the hope that at the end of that year, some would 
have drawn on enough support to move forward in their careers while others would benefit from 
a second year, and for some, a third year. (Participants would need to reapply for second and 
third years).  

 
 
2.2 Participants  
The initial SCOPE model was based on the ASC’s ACE model. All participants worked one-to-
one with their counsellor through a linear process that broadened as the client progressed 
through the program. All services were offered to first year participants, some services were 
limited to second year student and third year students were given access to limited services and 
no access to the PD fund.  
 
Participation in SCOPE began with initial introduction to the program, progressing into an 
individual assessment process to determine current skills, educational/vocational background, 
personal employment situation, interests (both career and personal) and any future goals. This 
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document was filed as the Individual Assessment (IA). Participants then worked with their 
counsellors to develop their Career Action Plans (CAP). 
 
In the first year of the program, all participants and counsellors were brought together for a 
day’s orientation, meet and greet and the chance to ask any questions. This type of forum did 
not happen in the second year (though there was an secure online chat facility where 
participants could talk to each other and share their experiences and achievements). In the third 
year and through to the fourth year, a forum reached planning stages but due to funding 
limitations, timelines and SCOPE’s own funding crisis, this did not occur. Counsellors were very 
keen for this to happen as it gave them a chance to learn from each other. One counsellor 
remarked that he considered this opportunity would have assisted him greatly in understanding 
the more nuanced aspects of dance/arts career. While the SCOPE model was essentially based 
on ACE, there were important inclusions to cater for the more idiosyncratic aspects of a dance 
artist’s career and the available evidence of dance artists’ employment situations, in all their 
diversity.  
 
 
2.3 Professional career counsellors  
Over the four years of SCOPE delivering services to 99 clients, there were 17 counsellors 
involved for varying length and at different stages over the life of the program. Most of these 
counsellors, who were also professional psychologists, were recruited through the 
contacts/networks of the original program manager (Kay Foss) whose professional background 
was with the ASC and other large sporting organisations. As a result of this connection, the 
majority of counsellors were experienced in providing services to elite athletes as opposed to 
artists.  
 
Over the course of the program’s four years, some counsellors (three) did come with arts 
backgrounds (two in dance one in drama). The steering committee, debated whether career 
counsellors who were very experienced in working with high performance athletes could deliver 
the same level of services to artists. While one argument supported the fact that 
psychologist/career counsellors were first and foremost highly expert in their role as skilled 
professionals had the advantage of being objective when working with artists, the other 
argument was that there was a disadvantage if the counsellor could not appreciate the nuanced 
situation of an artist’s working life. This issue is discussed further in Part C – Survey responses. 
 
Counsellors were engaged based on their geographical location and experience, as well as 
through recommendation. Counsellors were assigned their cohort of clients by the program 
manager following the application/assessment processes. The file notes for each client were 
sent to the counsellor and the process of working with the client began.  
 
Counsellors were contracted for a base fee per client, which in 2009-11 was $1000.00 (1st year 
participant), $750.00 (2nd year participant), $500.00 (3rd year participant). 
 
Counsellors kept a contact log as a record of how often and by what means they communicated 
and worked with their clients. Information on progress by the participant to their counsellor 
reveals that the level of progress was comparable with the level of commitment by client to the 
program. It should be noted that a high level of contact was not necessarily indicative of a high 
level of commitment. Commitment was demonstrated by the participants’ self-motivation, close 
working relationship with the Counsellor and their open-mindedness to the program itself.  
 
Reporting from counsellor to program manager was regular but varied in the level of detail. 
Reporting from program manager/s to steering committee (in the initial phase) or board (in the 
later phase) regarding participants’ progress was not as consistent as it could have been. 
Following the incorporation of SCOPE for Artists, a reporting framework was established which 
resulted in more thorough information being gathered. 
 
 
2.4 Professional development fund 
The SCOPE professional development (PD) fund  – sometimes referred to as the scholarship 
fund – was a major feature and activity stream of SCOPE. The fund was incorporated into the 
model to enable critical support to participants who showed committed and well-considered 
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planning for their career management. The PD fund provided financial support for courses 
which were considered necessary to realising the participants’ goal/s. 
 
Although difficult to verify because records from the ASC and SCOPE were differently 
maintained, records reveal that approximately $112,737 was spent on artists’ professional 
development. 
 
Individuals worked with their counselors on identifying, developing and mobilising their career 
action plans. In order to access PD funds, participants required a formal recommendation from 
their counsellors to support the choice of course, demonstrate acceptance into that course and 
agree to pay for any balance that the SCOPE fund would not be covering. (Amounts for some 
courses were limited to a percentage and were paid out in stages as the participant progressed 
through the course).  
 
Final approval of applications to the PD fund and facilitation of the transfer of monies were the 
responsibility of the program manager. Where the program manager required further advice, the 
board was consulted. This process varied in the last year of operation when the board was less 
consulted and most of the final decisions were made by the program manager.  
 
There was some criticism of the handling of applications and access to the PD fund. It appears 
that the criteria were not clearly conveyed, the decisions were not consistent and explanations 
for refusal were not satisfactorily provided.  

 
Not every application to the PD fund was successful, and in one instance the failure of an 
applicant with good prospects for benefiting from SCOPE caused the person to withdraw. Some 
applications did not satisfy eligibility criteria in terms of time frame or acceptance to the course. 
(Data of unsuccessful applications to the PD fund were not fully available, so it is difficult to 
gauge the success/failure ratio.) 
 
The degree of monitoring of the participants’ progress through the various courses was 
undertaken by the counsellors and reported to the manager. Successful completion of courses 
was reported and in many cases success was attributable to the participants reporting positive 
impact and improved career situations. 
 
Apart from one or two anomalies, all the courses accessed by SCOPE participants were directly 
related to professional career development, management and sustainability, sometimes taking 
different directions and with slightly different emphases, as would be expected in an 
individualised program such as SCOPE.  
 
Data on all courses applied for successfully was sourced through the files, and a 
comprehensive list has been compiled. The types of courses have then been grouped into six 
broad categories that reflect the ways SCOPE participants developed their CAPs, and the lines 
of study they pursued. 
 

1) Developing and/or upgrading business skills for both self-development and sector 
development (e.g. education business management, financial skills, planning, related software 
programs, as well as business mentorship).  
Approx: 37% 
 

2) Transitioning to a new field using related knowledge (e.g. medical and healing practices, 
Pilates teacher, massage therapy, photography). 
Approx: 22% 

 
3) Personal and professional development with a re-focus of study (getting a new job) within arts 

sector area (e.g. pursuing an area of interest in light of performance career ending). 
Approx: 15.5% 
 

4) Focus on arts career development (e.g. specialist workshops, dramaturgy, film editing, artistic 
mentorship, design, creative writing/scripting). 
Approx: 13.3% 
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5) Earning supplementation (e.g. Pilates teaching, barista course, marriage celebrant course, 
RSA for bar work). 
Approx: 6.7%. 
 

6) Transiting to new field not using related knowledge (e.g. a new field altogether, pure personal 
development).  
Approx: 5.5% 

 
The above categories indicate how artists who engaged with the SCOPE program were able to 
individually tailor their career pathways according to their individual circumstances, potential, and 
goals.  
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PART 3:  
Inside SCOPE – figures, facts, evidence 
 
3.1 Participants 

 
Participant numbers per year over the period March 2007 to March 2011. 
	  

	  
	  
Table	  1:	  Numbers	  per	  year	  	  
 

In the initial year of the SCOPE for Dancers program (07/08), 24 artists were selected by 
application to participate and receive support and services for professional career development. 
In the following year (08/09) this number rose to 38, and in 09/10 the number of artists active on 
the program (which had by now been established as an organisation, SCOPE for Artists) was 
79. There was no call for applications in 2010 while the funding situation was unresolved. 
Towards the end of 2010, participation for all SCOPE participants was wound up, except for a 
selected 12, who were invited (11 accepted) to remain on the program in order to maintain a 
level of activity for the organisation as it endeavoured to source new funding.  

 
 
3.2 Participant numbers per state over the period 2007 to 2011. 
	  

	  
 
Table 2: Numbers per state 

 
It is not surprising that the larger majority of participants over the entire life of the program are 
recorded as being based in NSW (32) and Victoria (36). Sydney and Melbourne are vital centres 
for contemporary dance/dance theatre, are the home to three of the current five MPA dance 
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organisations, and are the first and second highest population centres in Australia. However it 
should be noted that within the performing arts, especially the independent sector, artists are 
highly transitory. Many artists travel to places other than their home base - city, regional and/or 
overseas as they are engaged by companies and art projects to collaborate, create and/or 
perform. This mobility is typical, necessary and likely to continue sector wide for the foreseeable 
future.  
 
Participants numbers in the other states (inclusive of regionally based artists) were: Queensland 
(14), Western Australia (8), South Australia (7), Northern Territory (1), Australian Capital 
Territory (0), Tasmania (0). There was one (1) participant based in USA.  
 
The SCOPE program’s capacity to cater for wide geographic spread and the mobility aspect of 
artists working lives was geared well with most communication occurring via email, and 
supporting platforms of Skype and SMS.  

 
 
3.3 Duration of participation over the period 2007 to 2011 

One year participation:  1Y 
Two years participation: 2Y 
Three years participation: 3Y 

 

	  
	  
Table	  3:	  Duration	  of	  participation	  
	  

Over the course of the four years of SCOPE’s operation, fifty nine (59) participants engaged in 
the program for one year, thirty (30) for 2 years and ten (10) for 3 years. 
 
The SCOPE model was designed to offer options in the length of engagement for each 
participant – one, two or three years.  
 
A successful application to SCOPE secured a place on the program for one year. Prior to the 
end of this first year, and in consultation with the counsellors, first year participants were offered 
the opportunity of a second year with a slightly limited range of services. Likewise at the end of 
the second year, participants were offered the opportunity for a third year with even further limits 
to services. This strategy was based on the expectation that, as participants built their 
capacities and confidence, their relationship with SCOPE would alter from one where guidance, 
counselling and support evolved into mentoring, partnering and building a community of career 
management savvy artists. They would demonstrate to both the sector and broader community 
how a career as an artist can be fully realised and sustained, and how artists’ skills and capacity 
are uniquely transferable and valuable to a wide range of work/employment and increasing 
productivity. 
 
Almost 50% of the first intake elected to stay on the program. A similar number decided similarly 
in the following year and as a result the assessment process was seeing more applications 
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being rejected as the program was operating at full capacity. In other words, demand 
outstripped supply. Had the SCOPE program continued, selection would have definitely become 
more competitive. At the same time, the program was fully capable of absorbing some 
economies of scale as applicant and retention numbers would have undoubtedly increased.  
 

	  
3.4 Participant numbers by age over the period 2007 to 2011. 
 

 
 
Table 4: Age range of participants 

 
The largest age group applying for and participating in the SCOPE program was far and away 
the 30–39 years range (58) followed by artists in the 20–29 years range (20). There were also 
20 artists in the 40–49 years range and 1 artist in the 50–59 years range.  

 
 
3.5 Participant numbers by gender over the period 2007 to 2011 
 

 
Table 5: Participants by gender 
 

Female participants far outnumbered male participants due to a number of reasons, e.g. there 
are more female graduates from dance courses resulting in more competition for employment 
and thus more need to pursue career strategies, and childbirth presents challenges to 
performing/earning. This fact is important in terms of targeting for programs such as SCOPE.  

 
 
 
 

0	  

20	  

40	  

60	  

80	  

100	  

120	  

15-‐19yrs	   20-‐29yrs	   30-‐39yrs	   40-‐49yrs	   50	  +	  	   Total	  	  

0	  

20	  

40	  

60	  

80	  

100	  

120	  

Male	   Female	   Total	  

Series1	  



	  

	  

	  

22	  

PART 4: Analysis 
 
4.1 Concept and purpose 
When SCOPE was conceived and launched the thinking behind it was very simple. SCOPE was there 
to support artists to initiate actions that would have positive impact on their professional and personal 
lives. This uplift would benefit the individual the sector and the community. With the support of 
extensive research, the ASC infrastructure and expertise, and a high level of sector demand, SCOPE 
took this concept to the dance artist community with high hopes. 
 
There is no denying SCOPE started making a difference to artists’ lives from the beginning and 
continued to do so throughout its operational four years. The ACE model was deemed as sufficiently 
flexible and contained the right mix of self-directed planning and a high level of directly engaged 
expertise in the career counsellor team.  
 
However, from the beginning of the program, the concept and purpose of SCOPE were diversely 
understood and as a result there were some problems with the expectations of the participants and 
counsellors, as well as with the way the program was managed. Many (not all) participants were not 
clear about what SCOPE was offering (apart from the fact that it was not a project grant scheme). 
They understood that the program was targeted at them, and explicitly their careers, but at the time of 
application and acceptance into the program, many did not have a clear idea of how it would work.  
 
 
4.2 Language 
Part if this problem was the language. Over the range of grants programs, career support 
projects/initiatives nationwide, ‘support’ is understood to be ‘financial’ – a polite way to say money is 
available. ‘Development’ is understood variously as ‘opportunity’, ‘creative time’, and/or ‘learning’. 
“Career’ can be associated with arts career or more general livelihood.  
 
Advocacy and promotional material highlighted the words ‘Professional development’, which is a term 
that is highly plastic and applicable to all sorts of aspirations and situations of assumed need. ‘Career 
education’ was also interpreted differently, and for many it is a term loaded with ambiguity. 
 
When lobbying for support, the SCOPE board often found the need to resist using the words 
‘professional development’ preferring ‘career management’, but at the same time aiming for 
‘sustainability’. In fact, it could be said that SCOPE delivered on all three, but missed communicating 
the encompassing mission of capacity building, which enables all aspects of growth and progress.  
 
This use of multiple descriptors/terms may have indeed contributed to a confusion of understanding of 
SCOPE in terms of its key aims and philosophy, by potential funders and supporters. While there were 
many expressions of support and encouragement, the fact that this did not turn into actual support, 
following the Australia Council funding period, may lie in the fact that the SCOPE vision/mission was 
seen as ‘nice to have’ rather than a strategy for productivity, sustainability and long term impact.  
 
The difficulty for any new strategic initiative is that it is designed following a great deal of research, 
thinking, inventing and planning by a small group of people, but activated and utilized by a large group 
of stakeholders who were not part of, or not close to, the initialising process. Any new approach or 
model competes with embedded cultures of thinking and operating. In the case of SCOPE, many 
participants were initially unsure about what the program was offering, and quite a few inaccurate 
assumptions were made. However as participants started working with their counsellors, completing 
the first stages of Individual Assessment (IA) and their Career Action Plans, (CAPs) their 
understanding increased considerably, as did their recognition of the value of the program, and 
ultimately their level of benefit. 
 
 
4.3 Measuring the outcomes and impact of the program 
In 2010 a written Q&A response survey of participants was conducted to measure outcomes and 
impact of the SCOPE for Artists (and earlier SCOPE for Dancers) program.  
 
Overall, while participants reported having experienced and gained significant benefit from the 
program, the survey admitted a critical flaw in the questions asked, due to a disproportionate number 
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being FT contract dancers who had no response to questions posed with independent artists in mind. 
(e.g. their earnings are fairly static, their need to access social benefits was irrelevant).  
 
[See Appendix 7 – SCOPE participant survey 2010 questions and responses] 
 
A second supplementary survey was conducted in an attempt to gather more relevant information. 
This survey also reported a high degree of positive outcomes and impact. However, some of the 
information is not useful as it was an inaccurate reflection of the SCOPE cohort. 
 
[See Appendix 8 – SCOPE supplementary participant survey 2010 questions and responses] 
 
The unfortunate element of this exercise is that much of the information about each participant was 
readily available in the files and the efforts to measure progress could have been achieved more 
efficiently and accurately if there had been progressive evaluation framework in place from the 
beginning.  
 
 
4.4 2012 interview survey – SCOPE participants’ evaluations and opinions 
A participant interview survey was commissioned as part of this report and conducted independently 
by Clancy Rowe (Psychologist, SCOPE career counsellor and ex-SCOPE participant). Ms Rowe was 
a specific choice in this task because of her clear understanding and accumulated knowledge of the 
SCOPE program and its constituency, as well as her professional skills. As Ms Rowe is not working in 
the dance/theatre sector as a practitioner or administrator, she was also able to assess responses with 
a high level of objectivity. Thirty-one SCOPE participants (ranging across the four years of the 
program) were interviewed.   
 
The interview questions covered four main themes:  
 
1. How clearly the aims of the SCOPE program were communicated;  
2. What participants were expecting of the program and whether those expectations were met;  
3. How the delivery model worked for participants; and  
4. Any other experiences, comments or thoughts the participants wanted to communicate.  
 
The full report from this survey provides comprehensive and important feedback from participants and 
reveals much about the way SCOPE impacted positively on the culture of thinking and operating as a 
dance artist today. It reveals much how SCOPE was perceived by the sector, how initial curiosity and 
questioning evolved into proactive productivity, and it also confirms the value of capacity building for 
the artist and the sector, as well as providing many suggestions for future programs like SCOPE. 
 
[See Appendix 9 – 2012 SCOPE participants interview survey report, p.29] 
 
 
4.5 2012 Interview survey – SCOPE counsellors’ evaluations and opinion 
An interview survey was also conducted with three ex-SCOPE counsellors in order to obtain more 
qualitative information about their experiences and opinions with the SCOPE program.  
 
It is clear that many of SCOPE’s achievements were due to the professionalism and commitment of 
the counsellor team. While it cannot be said for certain that all counsellors equally effective, no 
counsellor failed in the task they were assigned. 
 
During SCOPE’s operating life, it was not fully understood by the Steering Committee and Board of 
SCOPE, just how the counsellors worked with the participants, what progress was being achieved, 
what challenges they were having to deal with and the level of personal commitment they contributed.  
 
Some counsellors kept extremely comprehensive and detailed logs, others just listed days where 
contact happened, plus a minimal outline of the what transpired, and a few counsellors provided only 
minimal contact information regarding contact and progress. It is possible that a certain amount of this 
reporting occurred over the phone between counsellor and program manager. 
 
The interviews conducted for this report were most revealing in this regard. Responses have been 
grouped as follows: 
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4.5.1 Understanding and learning (counsellors) 
There were varied understandings from the start by the counselors about the concept and aims of the 
program. In most cases this was determined by the counsellor’s own background, as well as their 
knowledge and experience of the sector. For example: counsellors with an dance/arts background 
went into their SCOPE involvement thinking the program was focused on transition to a post 
performance career (which is an obvious conclusion if one is aware of the short professional 
performing life of most dancers) while counsellors with a sports background assumed the program 
was about focusing on developing the current artistic career. However counsellors noted that in their 
dealings with clients any perceived unilateral purpose was diffused and a parallel progression of 
personal/professional growth was pursued as practical, valuable and doable. 
 
Counsellors reported that they were required to explain their role to the client. It was important the 
client understood that the counsellor was not the expert on all matters of artistic careers nor the chief 
enabler. In some cases, they needed to emphasise that the client possessed the ability to drive their 
own career and the counsellor was there for support and advice as the client developed the practice of 
habitual planning and self-investment. Basic skills, such as time management and understanding the 
critical importance of networks, were things that counsellors felt they needed to address with many 
clients.  
 
 
4.5.2 Operational (counsellors) 
Counsellors reported an overall enthusiasm and belief in the value of the program, and this was 
demonstrably backed up by their commitment. They did however report two areas where they felt the 
program did not work as well as it should. 
 

1. Contact with clients was sometimes problematic and the reasons were not primarily to do with 
schedules, distance or technology. Essentially contact was commensurate with the level of 
commitment the participant had to the program. For example, some participants were touring, 
working long hours and under certain pressures yet they managed to maintain regular contact 
with their counsellor and progress through their individual CAP. Other participants, needed to 
be ‘chased’ by the counsellor to make contact and commit to their CAP. 

 
2. Counsellors were most critical of way the PD fund was administered. While information about 

the fund was readily available, clients did not interpret it the same way. Some felt it was an 
automatic part of the participation package and were surprised when rules and limitations 
were communicated. Counsellors had to work to keep the PD fund in perspective. For 
counsellors without an arts background they felt they needed support when the proposed 
application was for something arts specific, and this information was not fully understood, 
even when forthcoming. There was overwhelming agreement that the process for application 
to the PD fund was overly bureaucratic and unnecessarily complex, resulting in confusion and 
dissatisfaction.  

 
3. The counsellors interviewed felt the website was an underused. They felt that it was not 

integrated into the process and could have been used more effectively for a range of learning 
experiences, and to strengthen commitment and a sense of ownership as well as the 
opportunities for valuable networking. Ideas were expressed for there to be more scope for 
online virtual spaces for the purposes of contact, advice, learning and support. As exemplified 
in other professional career websites, there is much that can be embedded into the online 
space. For example: videos delivering workshops which prompt thinking, attitude and 
behaviours (the visual often having more impact than the written for some), modules for 
developing financial tools, writing skills, and time management.  

 
When SCOPE for Artists, the organisation, was established in 2009 there appeared no apparent 
reason to restructure the model (or the descriptors) despite the fact that the purpose and aims were 
expanded.  
 
Also, the framework for delegation and reporting was not reviewed or reframed. This presented an 
ongoing issue with internal communications and ultimately prevented some emerging problems from 
being addressed. In hindsight the program would have benefitted greatly from a simple but rigorous 
framework for delegation and reporting. 
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Recommendations 
 

Strategic  
 

1. The articulation of the philosophy of any future SCOPE program needs to: 
a. focus on recognising and building capacity, making sure it is clearly understood and 

distinguished it from other development programs or support/grant programs. 
b. written as jargon free as possible and clearly relevant to the professional arts sector. 
c. create a sense of ownership by the sector that reflects its own culture of innovation, 

change and growth.  
2. The aims, delivery and outcomes of any future SCOPE program should be aligned with 
commitment to improved access to services. 
 
3. An effective evaluation framework, incorporating regular reporting and data gathering 
processes should be designed and employed to constantly measure the progress of the program. 
An independent academic or research partner may alleviate the cost and time factor in this task, 
as well as provide expert advice regarding methodology, e.g. Centre for Social Impact (CSI at 
UNSW, UWS, University of Melbourne, Swinburne University of Technology), or Centre of 
Excellence for Creative Industries and Innovation (CCI at QUT). 

 
 
Operational 

 
4. A program based on the SCOPE philosophy is well positioned to work actively in  

collaboration with other career programs such as: 
• Artstart  
• JUMP 
• National and international arts institutions and organisations’ secondment/internship 

programs2 
• Self brokered internship programs 

 
Brokering partnerships with other career programs and/or synchronising the services of 
SCOPE with the take up of other programs (possibly conditional) would work to achieve 
efficiencies for clients, counsellors and contributing/investing stakeholders, as well as avoiding 
instances of duplication.  

 
5. Develop online tools, courses/modules, virtual meeting rooms to enable self-assessment, 

basic learning regarding planning and evaluation, and a platform for an intranet community of 
participants and advisors. 

(a) Stage 1 – Basic: This should be a free service  
(b) Stage 2 – More than Basic: Further structured support such as personal access to 
professional counsellor and/or application for support for funding to cover external study. 
Stage 2 would provide user friendly mechanisms to process applications, assessments and 
reporting and frames the services provided as conditional upon committed active 
participation.  

 
6. Create and formalise a team of counsellors (and team leader) and provide the means for them 

to support each other and share their own learning experiences. New counsellors need to be 
given the best advice and understanding prior to their delivery of services to artists. This team 
should design a simple reporting framework that works for them and their clients, and is 
aligned closely and accurately with the programs core philosophy.  
 

7. Include a PD fund for financial assistance to cover all or part of the costs of external study. It 
needs to be more rigorous than the previous SCOPE PD fund in terms of its purpose, eligibility 
and scale of fees, but less restrictive in time frames. There should, however, be a completion 
time to avoid extended deferrals. 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 ArtsHub provides comprehensive lists of national and international internships on offer.  
http://www.artshub.com.au/au/news-article/opinions/museums-and-libraries/top-50-arts-internships-part-one-171139 
http://www.artshub.com.au/au/news-article/opinions/museums-and-libraries/top-50-arts-internships-part-two-171315 
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8. Explore the possibility of holding a series of introductory taste testing workshops that 

include a mix of FT contracted artists and independent artists, face to face and online. 
Preceding action, there is much to be learned through sharing perceptions and stories 
and observing a range of behaviours.  

 
9. Explore and frame options for user pays components. Commitment, effectiveness and 

sense of ownership can be achieved through a user pay scheme that enables all 
stakeholders to work to common goal.  
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APPENDIX 9 
 
SCOPE interview results 2012 
This report summarises participants’ experience of the SCOPE program, and complements 
information about the program from a range of different sources.  
 
Ninety-eight former participants of the SCOPE program were sent an email invitation to 
engage in a confidential 20-minute interview about their experience of the SCOPE program. 
A second email was sent 2 weeks later. Of these 98, 39 responded and 31 were interviewed. 
Those who agreed to participate but were not interviewed had significant difficulty 
coordinating a time for the interview or requested to respond in written form but did not return 
the questionnaire. One participant’s goals within the program were incongruent with the aims 
of the program and their responses to the questionnaire were largely incomplete so their 
responses have been excluded from this report. Interviews lasted for between 25 and 75 
minutes and were conducted by telephone or Skype. Participants’ responses were hand 
written at the time of the interview and later tabulated so that trends and themes could be 
recognised across all respondents.  
 
The interview questions covered four main themes:  
 

1. How clearly the aims of the SCOPE program were communicated;  
2. What participants were expecting of the program and whether those expectations 

were met;  
3. How the delivery model worked for participants; and  
4. Any other experiences, comments or thoughts the participants wanted to 

communicate.  
 

Communication of concept 
In brief, the aim of the SCOPE program was to help dancers recognise and expand their skill 
set in order to develop and manage their careers, and be able to work to achieve 
professional career sustainability. The first question aimed to clarify how well the aims of the 
SCOPE program were communicated. This was achieved by asking participants’ to consider 
their understanding of what the SCOPE program was offering when they applied.  
 
Participants’ initial clarity about the aims of the program was diverse. Seventeen percent of 
respondents said that the aims of the program were largely unclear to them. The remaining 
participants had diverse ideas.  

 
Forty-seven percent of respondents’ responses referred to a change of career (“career 
transition”) as the objective of the program and 17% recognised that the program was aimed 
at career development within and external to the arts, during and beyond performance. The 
most comprehensive statements about what SCOPE was offering were: 
 

“[A] broad and tailor-able professional development for any artist at any time in 
their career, to look at their skill set more objectively, consider goals and what 
was important [to them].” 
 
“[To] assist [the] transition from dance to something else or learn how to sustain 
[a] dance career.” 

 
Further to the perception of SCOPE’s aims: Seventeen percent of respondents stated that 
recognition of skills was an aim of the program, 30% made reference to skill development 
and 23% made reference to the related concept of professional development funding (PD 
fund).  Beyond these concepts, almost half of the responses included reference to clarifying 
career direction and 13% made reference to SCOPE having a focus on helping participants 
develop plans to achieve their goals.  A further 13% made mention of generic ‘support’. 
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It appears that the broad goal of SCOPE to help dancers recognise and expand their skill set 
in order to develop and manage their careers, and be able to work to achieve professional 
career sustainability was not broadly understood. Few understood the aim of skill recognition 
but participants appeared to be aware that skill development was a fundamental objective of 
and opportunity offered by SCOPE. Guidance and support were also perceived goals of the 
program.  
 
Expectations 

“I have a lot of “thank yous” to say. I didn’t get the opportunity to return the gifts 
to SCOPE.” 

 
The artists’ expectations of the program and how well these were met were measured by 
gauging expectations against achievements, surprises, disappointments and perceptions of 
success and value of the program.  
 
Participants’ overall sense of their expectations of the SCOPE program being met was 
measured on a 4 point Likert Scale. Results as follows:  
 
Expectations Met Percentages 
Exceptionally well 20 
Fully 20 
Fully-partially 20 
Partially 33 
Partially-not at all 3 
Not at all 3 

Table 1: Fulfillment of expectations 
 
Twelve respondents said their expectations were exceeded or fully met. Six felt their 
expectations were predominantly met and of these most were disappointed by the absence 
of only one factor (e.g. a sense of community, availability of funding, unexpected shortening 
of the program). Ten respondents reported that some of their expectations were met. Two 
participants were very disappointed and their disappointment spanned many aspects of the 
program from empathy and guidance to support.  
 
Disappointments 
Consistent with Table 1 on expectations within the SCOPE program: 40% of respondents 
reported no unfulfilled expectations. In the remaining 60% of answers, the most common 
cause for disappointment related to the Professional Development (PD) funding: 
Respondents reported disappointment about how PD funding queries and rejections were 
managed and the struggle involved in getting PD funding and confusion about what 
constituted a suitable activity.  
 

“the overall objective was unclear . .  . I realized part way through that it wasn’t 
going to land in my lap but that I had to go and get it. [One conversation] clarified 
the importance of taking control of the opportunity myself and making the most of 
it myself.” 

 
Some participants reported struggling with the perceived relevance and accessibility of non-
industry specific counsellors and activities. An equal number hoped for better communication 
about the program’s end, about the specifics of career counselling and the participant’s role 
in it. Finally, a few participants reported being disappointed by the absence of networking 
opportunities, which they had understood to be part of the program. 
  

“It was confusing at the start. It would have been good to get an outline about what 
the program was doing and to give information about, for example, the number of 
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meetings you should aim for, that you might need to do some thinking at home, 
about the website.” 

 
To gain further detail, participants were asked about development of expectations once they 
had commenced the program, which of these expectations were met and which were 
disappointed. Unfortunately, the research methodology inhibits use of the full data. The 
question about expectations was frequently prompted with a list of potential options because 
participants appeared to be unsure about how to approach the question. The data may be 
contaminated by recency and primacy effects, that is, the things that were mentioned first or 
last on a list are more likely to be remembered by participants.  
 
This data is further flawed in that in 10% of responses, the participant did not say that they 
were expecting something, e.g. goal clarity, but in answer to the next question said that the 
expectation for that element, e.g. goal clarity, was fulfilled or disappointed. In a further 10% 
of answers, participants said that they were expecting something, e.g. planning skills but did 
not comment on whether this expectation was fulfilled. Furthermore, in most cases, these 
questions were drawing on memories from 12 or more months ago.  
 
By contrast, the questions about fulfillment and disappointment were entirely unprompted. 
Below is an indication of spontaneous reports indicating which expectations were met. 
 

1. Sixty-three percent of respondents spontaneously stated that they clarified their 
goals. 

 
The most beneficial aspect of the SCOPE program for me was the “opportunity 
to goal set with someone  . . .  outside [the dance world]”  
Counselling “helped me find my own answers. Ground breaking.” 

 
2. Seventy-three percent of respondents said that they devised specific and practical 

steps towards goal achievement. 
 

“I was very confused. [What was most beneficial for me was] the process of 
identifying what [I] could do next, articulation of this and getting advice on my 
thoughts and practical steps from an experienced professional” 

 
3. Forty percent of respondents spontaneously nominated that their expectation to 

develop a greater understanding of the transferrable skills they had developed 
through performance was met. 
 
“I had hoped to take a fresh look at my skill set. It was surprising to see the breadth of 
it and it’s connection to other fields”.     

 
4. Fifty-seven percent of respondents freely stated that they were satisfied with the 

emotional support afforded by the program. 
 

What was most beneficial to me personally was the “emotional support and 
understanding; recognition of what I had achieved during my career, especially 
[when considering] university and applying for jobs.” 

 
5. Forty percent of respondents said that they developed skills as part of the program. 

 
I was “much better equipped to deal with the change. [I had] an increased 
capacity to take on a number of different things and ideas and to deal with 
multiple streams of activity.” 
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6. Sixty-three percent stated that their expectation to access PD funding was fulfilled. 
Thirteen percent explained that their expectations were partially met and 23% said 
their expectations for PD funding were not met. The number of respondents who 
reported that their expectations were fulfilled or partially fulfilled matches the 
number of participants who actually gained access to PD funding. 
 
PD funding was “pivotal”. . .  “I might have tried [to complete the PD course but] 
because I was just surviving [so] it would have taken a long time and I would 
have been discouraged by the difficulty of it.” 

 
“SCOPE made it feel possible.” 
 
“Emotional support and PD funding helped speed up the process of [fulfilling my 
goal].” 

 
7. Twenty-seven percent of respondents said that their expectation of developing 

confidence through the program was met. 
 

“Because I am driven, with confidence, [I] networked and pulled my talent and 
business together.” 

 
8. Ten percent of respondents said that their expectation for networking was met. 

 
Contact with local SCOPEes “was very helpful. I made friends and learned how to 
use SCOPE” 

 
Expected and unexpected achievements 
Expectations aside, how effective was the program in its aim to help participants recognise 
and expand their skill set, develop and manage their careers and develop the capacity to 
work towards professional sustainability? Ninety-three percent of respondents reported that 
they achieved at least some of their goals and 87% of those attributed this to participation in 
the SCOPE program.  
 
Many concrete career goals were reported to have been achieved, such as   

1. Commencement of a career of choice 
2. Increased work relevant skills 
3. Improved financial stability 
4. Receipt of a grant 
5. Establishment of a mentorship  
6. Engagement in a desired course of study relevant to career goals 

 
Interviewees indicated that these aims were fulfilled as a result of: feedback and support 
through counselling; access to PD funding; planning; and recognition of skills. 
 

“When you’re not sure, it’s easier to leave things to fate, even when you’re highly 
motivated.” 

 
In addition to achieving career goals, sixty percent of participants reported achieving things 
they were not expecting: 
 

“It was different to [my] initial thoughts but that was a good thing. . .  I wasn’t 
expecting to clarify [my] values and goals . . . but this has made me clearer about 
most things in life . . .” 

 
 
These included: 
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1. Concepts, such as 
a) Clarity about goals and values 
b) Career sustainability  
c) Confidence 
d) A business sense of their career 
e) Recognition of the breadth and value of their skill set  

 
2. Practical skills, such as 

a) Long term planning 
b) The ability to manage several streams of activity simultaneously 
c) Networking  
d) Writing  
e) Manifesting a goal  
f) Time management 
g) Work-life balance  

 
3. Outcomes including 

a) A career of choice 
b) A better foothold in the performance and/or non-performance industries  
c) Decisions in line with values  
d) Establishment of mentorships. 

 
It promoted thoughts that “I was not completely useless. I have skills.” 

 
Based on the responses of this cohort, SCOPE appears to have been effective in helping 
performers recognise and develop their skills, develop their careers and enhance career 
sustainability. Many of the benefits appear to have been unexpected and to have spanned 
conceptualisations, skills and outcomes. 
 
Value of SCOPE 

“It was wonderful to have that direction, support, advice, someone to listen and 
reflect” 

 
Participants were asked to evaluate the perceived value of the program on a 4 point Likert 
Scale. Results as follows. (N.B. one respondent did not answer this question.) 
 
 

Perceived value of the SCOPE 
program 

Percentages 

Invaluable 27.5 
Very valuable 34.5 
Quite valuable 31 
Not valuable 7 

Table 2. Perceived value of SCOPE 
  
It is notable that more than 60% reported that their experience was either invaluable or very 
valuable. This is comparable to the sum of participants who reported that their expectations 
were exceeded, fully met and almost fully met.  

 
“One to one support is very rare with a career path as long as mine.” 
 

Overall, where most expectations were met, the program was considered to be highly 
valuable. Disappointments predominantly centered around PD funding as well as non-
industry specific counselling and activities, lack of clarity around expectations, and an 
absence of networking opportunities. The program appears to have led performers to 
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success in their career goals and achievement of many unexpected outcomes, skills and 
ideas.  
 
 
DELIVERY 
 
Most beneficial elements of SCOPE 
When asked about the most helpful elements of the SCOPE program, in terms of wellbeing 
and achievement of goals, responses fell into the following six categories. They are listed in 
order of the frequency of mention: 
 

1. Feedback, time to reflect, new ways of thinking and skills developed during 
counselling sessions (e.g. goal setting, time management, decision making, resume 
writing, planning) 

2. Emotional support and confidence 
3. Professional development funding 
4. The five-year plan 
5. Recognition of transferrable skills and how these might link to employment  
6. Accountability and momentum created by the frequency and content of counselling 

sessions 
 
With the exception of the two respondents who felt utterly disappointed with the program, 
every participant said that the new perspectives and skills gained through the counselling 
process were most beneficial to themselves and/or their career progression. Emotional 
support and confidence gained through counselling were mentioned slightly more often than 
was access to the PD funding.  
 
The five-year plan was frequently noted as being simultaneously critical and perplexing. 
Many found it challenging to make long term plans in the unpredictable world of the arts and 
having been historically embedded in this world. The format of the document was equally 
praised and criticised. Many commented that the plan seemed ‘bureaucratic’ and was not a 
natural extension of the career counselling sessions. The frequency with which updates were 
required was also reported as burdensome.  In summary, respondents suggested that a 
more natural and effective ‘five year plan’ would involve a more flexible format and reduced 
frequency of updating. The following quotes sum up many of these points. 
 

“In the first year I didn’t get it and the counselor didn’t know about the arts so I 
thought, ‘how can they help?’. The language was weird at first, ‘goals’, ‘timeline’. 
In the second year I developed an understanding of what I was doing now, what 
is possible and how to branch out. Then I started enjoying the five year plan. 
Rational thinking was helpful. Arts are hit and miss because of money so it’s 
difficult to make goals, but in the end it was possible” 
 
The “goals and skills document was too cerebral. If you’re very right brained it 
doesn’t work. You need more support. Creativity [in this document] might help 
ease and access” 
 
“Allowing someone to choose how they want to document their vision might help 
them take ownership of it and use it as a living document even after [they have 
finished] SCOPE because it is meaningful.” 

          
Recognition of transferrable skills and their link to work was valued. Those who were seeking 
this and did not get it said they felt very disappointed. Finally, the accountability and 
momentum created by contact with the counsellor was also mentioned by several 
respondents as amongst the most beneficial aspects of participation in the SCOPE program.  
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In summary, conversations and tasks in the counselling sessions were nominated as the 
most valuable aspect of participation in the SCOPE program. Support and confidence, 
access to the PD funding, completion of the five-year plan, recognition and development of 
transferrable skills and the motivation arising from the counselling relationship were found to 
be the most valuable aspects of the program. It was suggested that a more individualised 
structure for the five year plan might facilitate its accessibility and value to the individual and 
that grieving may interfere with the value of career development activities. 
 
Full use of the program 
More than half of the participants thought they fully utilised the program. These participants 
found that contact with the counsellor was the easiest aspect of their participation, even 
when it was challenging. For those who thought they used the program fully, the most 
frequently cited difficulty was accessing the PD FUNDING. 
 

“Everything was difficult because it was personal and important and new but . . . 
nothing felt incongruent or meaningless.” 

 
Change in work or personal circumstances and consequent lack of time were the main 
reasons cited for not making optimal use of the program. Confusion, limited counsellor 
availability, a lack of value in the program, misalignment of the program with current career 
goals, changes to the program and difficulties with the manager made up the remaining 
reasons. 
 
COUNSELLORS 
 

 “My career would be very different [without the counsellor’s input]. Awesome.” 
 
Importance 
Fifty-seven percent of respondents indicated that counsellor contact was critical. These 
participants nominated ‘support’ as the most crucial aspect of having access to a counsellor. 
The possibility of receiving feedback and new ideas was also considered important and 
meeting with a counsellor was said to give a sense of accountability and structure. Finally, 
recognition and development of skills were also considered integral to the importance of 
counsellor contact in the career development process. 
 

“ You can’t get stronger than the counsellor [because of] accountability; rapport . . . 
clarification of processes and goals; questions, stimulation and weighing up of ideas.” 

 
Counsellors’ poor knowledge about SCOPE or careers, insufficient contact and counselling 
being perceived as supportive but not practical were the factors that were associated with 
doubt about the importance of having a counsellor. 
 
In addition, a few participants mentioned that different elements of counselling were 
important at different times during the career development process. PD funding, industry 
connections, industry knowledge and motivation generated by the counselling relationship 
were reported to decrease in importance as the participant’s career developed.  
 
A couple of dancers mentioned that it may be difficult to engage effectively in career 
development activities until one has come to terms with the loss or transformation of a loved 
career and established an identity separate from their role as a performer. They mentioned 
that without the chance to grieve and reestablish their identity, one was likely to either grab at 
the first attractive career option or not move forward at all. Three further respondents 
commented on the benefit of having had access to personal counselling as part of the career 
development process. One participant also recommended that the counsellor make follow-up 
contact with participants 6-12 weeks after they complete the program so that the ending is 
less abrupt.  
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Industry knowledge 
Views on the importance of the counsellors’ industry knowledge were quite evenly dispersed: 
43% stated that some industry knowledge (such as about lifestyle and career trajectory) was 
important, 25% reported that it was crucial and 32% said it was unimportant. In the question 
about what might have improved the SCOPE experience, several participants listed that 
industry (and local) connections and industry applicable and supportive resources and advice 
might be associated with increased efficiency and empathy. 
 
Those in favour of industry knowledge spoke about empathy and synergy, or the lack 
thereof. Comments about industry knowledge being unimportant included statements about 
enjoying the fresh perspective and rational approach offered by professionals removed from 
the performance world and that the participant themselves were sufficiently resourced to 
build a bridge between the counsellor’s ideas and their own lives. A few particpants noted 
that the counsellor’s people skills and methods overrode the need for industry knowledge 
and one participant mentioned that if they had known from the outset that the counsellor 
would not be familiar with the industry they would have been comfortable with that.  
 
Frequency of contact 
Most participants described the frequency of contact with their counsellor as “regular”. 
Twenty percent said their contact was frequent, and 20% described theirs as ad hoc. A few 
participants said the frequent contact at the beginning was motivational. Participants 
predominantly described themselves and their counsellors as responsive and the contact as 
sufficient. Exceptions predominantly involved difficulties around PD funding application 
processes, the counsellor’s other obligations and their own lack of correspondence. A couple 
of people mentioned that they sometimes forgot they were on the program when contact was 
as infrequent as two to three times per year. 
 
Form of contact 
All respondents expressed a preference for face to face contact. Several noted that other 
forms of contact were useful for follow-up, information and when the participant and 
counsellor were not able to meet face to face. People preferred face to face interaction 
because it –  
 

1. Provided non-verbal communication which helped develop trust 
2. Helped develop rapport to discuss sometimes sensitive and difficult topics. This 

worked as a basis for all other forms of communication 
3. Slowed the participants life down sufficiently to enable them time to listen and think 
4. Was an opportunity to communicate and exchange ideas freely and clearly  
5. Expedited progress which served as a catalyst for work on one’s own 
6. Was “compassionate and directed”  
7. “Kept it real” and engaging;  

 
“SCOPE wouldn’t work without the person assigned to you. [It would be] too vague” 

 
In summary, participants’ responses suggest that access to a counsellor and counselling are 
crucial aspects of the career development process due to the support, feedback and ideas, 
accountability and structure and skill recognition and development involved in this 
relationship.  The availability of personal counselling and a follow-up call were suggested. 
SCOPE and career knowledge, availability and a practical approach were considered 
important. 
 
Most respondents considered that some industry knowledge was valuable, suggesting that 
where this is lacking, counsellors would do well to be particularly mindful of taking the time 
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needed to understand the goals and needs of the client before intervening. Counsellors could 
also be educated (e.g. about performers’ lifestyle and career trajectories) and given industry 
specific information and resources which could be used with the client (e.g. information about 
the function and services available through industry bodies such as Ausdance and the 
Australia Council for the Arts). With regard to industry specific resources, responses indicate 
that participants may benefit from flexible use of descriptors such as “goals” and “timelines” 
and assistance in the development of documentation relevant to the client. These changes 
may improve rapport, accessibility and efficacy of the counselling process. Irrespective of the 
frequency of counselling experienced, almost every respondent described it as sufficient. 
Skype, telephone and email were considered useful adjuncts to face to face counseling, 
which was considered essential.  
 

 “I wouldn’t invest as much on line (it’s a hunch) because it wouldn’t seem worth 
it. In a group I would feel like others were more important and would take a back 
seat” 

 
Website 
The 20% of people who reported using the website said they used if for the following (in 
order of most frequently reported use): 
 

• News  
• Networking 
• Knowledge about local activities 
• Job emails 
• Career tips 
• The application and forms and  
• Promoting SCOPE  

 
Forty-seven percent of people said that they did not use the website. Several people 
mentioned that they were not internet oriented at that time, that they were not aware of its 
practical purpose and/or that they felt counsellor contact was sufficient.  
 
In terms of performing artists not being oriented to the world wide web, one participant noted 
that it may be important to offer introductory material in paper form. A further 30% said they 
only used the website “a little bit”. Reasons for this included that the information was not 
deemed unique to the site or relevant to the participant.* A couple of people mentioned the 
value of the “job opportunity emails” and disappointment that these only targeted dancers.  
 
The networking function was reported to be a great idea. Participants thought that it did not 
succeed because people had not met each other in person before. The interface and 
functioning were also noted as dissuasive. In particular, participants found it discouraging 
that that the website did not retain information which they had entered into the career 
questionnaires, log on was difficult, the webpage was slow to load and difficult to find on the 
internet and the delay in set up of the website inhibited its pertinence as a tool.  
 
Participants said that they would like to see: 
 

• Improved ease in the function, layout and accessibility of the websit 
• An introduction to the content and use of the websit 
• Links to career development relevant tips, resources and courses 
• Educative positive and negative case studies, narrative articles and guest speakers 

about transition and elucidating, for example, what people did, what worked, what 
didn’t and the effort required to succeed in the program 

• Reminders of important dates  
• Industry news including residency, scholarship, workshop, course festival information 

and a rolling calendar of events 
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• A greater community orientation based on an initial networking opportunity so that 
SCOPE becomes two layered – individual counselling and a community of artists. 
This could include a space for questions and answers as well as social contact, to 
develop contacts, participant profiles, participant advertisements for their products 
and services. 

 
It appears that the SCOPE website was not widely used due to unfamiliarity with the internet, 
lack of understanding about the purpose, and potential value of the website and poor 
functioning. Desired aspects of a website include improved functioning and an introduction to 
the website, information about how to optimally use the program, career development 
resources, networking opportunities and dance related news appear to be the desired 
aspects of the website. 
 
*Some of the participants who spoke about relevance expressed an interest in inclusion of career 
resources which were in fact available on the website. This suggests that not a lot of time was spent 
exploring the website before evaluating its worth.  

 
NETWORKING 
Peer contact 
Eighty-three percent of participants said that they would like to have had more contact with 
other participants. In a separate question, one-third of respondents nominated the 
opportunity to meet others on the program as a factor that they thought would have improved 
their experience. Three participants said they didn’t want more contact with others; however, 
two of these reported that they already had contact with several others in the program. Two 
participants were undecided and the reasons they gave were time limitations, diversity of 
career journeys and their state of mind at the time. Several participants said that a local 
gathering would have met their needs. 
 
Participants reported that they would like to have had more contact with others for the 
following reasons (listed in order of frequency nominated): 
 

• Tips and information 
• Networking  
• Emotional support 
• Social contact 
• Instruction and introduction 

 
By far the most frequently cited reason given for wanting contact with other people on the 
program was to gain tips and information about how best to engage in the program: what 
was possible, what was valuable, what had worked and what hadn’t. They were keen to gain 
inspiration and new ideas and to get feedback, advice and solutions. Participants mentioned 
that it would have been valuable to hear about other people’s processes (progress, 
breakthroughs and difficulties) to validate and assess their own experience.  
 
Networking opportunities were the next most frequently cited reason for desiring contact with 
others. The opportunity for collaboration within and external to the performance industry was 
considered valuable. To this end, as mentioned previously, several people thought that an 
initial meeting would have facilitated all further contacts. Almost as often, contact with others 
was desired because it was anticipated to offer support, comfort, belonging and 
acknowledgement during a time of change. Several participants were socially motivated and 
a couple specifically spoke about being keen to have a formal induction to the program with 
key note speakers offering information about the program’s aims and instructions (e.g. about 
the web and expectations) and to give a sense of beginning. 
 

“The overall objective was unclear ... I realised part way through that it wasn’t 
going to land in my lap but that I had to go and get it. [One conversation] clarified 
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the importance of taking control of the opportunity myself and making the most of it 
myself.” 

 
In a separate question about what might have improved the SCOPE experience, one 
participant expressed an interest in industry talks to help them understand what people do, 
what different careers offer and how one’s skills could be used more broadly. Another 
participant was keen to hear from those who had successfully transitioned. Finally, one 
participant was also particularly keen to meet with board members to discuss implementation 
of ideas they had and to extend an offer of practical support to other participants. 
 
Teleconferencing 
Ten of the 30 respondents had the option of engaging in teleconferences. Half of these took 
up the opportunity. Those who didn’t mentioned time limitations and travel as the inhibiting 
factors. One participant could not remember whether or not they accessed this aspect of 
SCOPE. Of those who engaged in the teleconferences one said they were not valuable due 
to the stilted nature of this mode of communication and one found them enjoyable from a 
news perspective but not helpful. The three who found the teleconferences valuable 
explained that they had some of their questions answered, had a sense of belonging, gained 
new ideas and could share what they had learned.  
 
In summary, it seems that many respondents believed that the opportunity to meet others on 
the program would have been valuable in terms of gaining information about SCOPE, 
developing professional alliances within and external to the performance arena and having a 
sense of support and belonging. Other participants simply thought it would be enjoyable. The 
sample of participants who had access to the opportunity to engage in teleconferences is 
particularly small. People’s circumstances were reported to have made it difficult to engage 
in the teleconferences and their perceived value was mixed. 
 
Professional development fund 
Twenty-three of the 30 interview respondents were able to access the PD fund. They 
engaged in at least 40 activities. Of the 40 activities, all bar one were deemed by the 
participants to be valuable in terms of career progression, earning capacity, clarity about 
career goals, confidence, or coping.  
 
Eight of the 30 respondents noted that access to PD funding was one of the most beneficial 
aspects of participation in the SCOPE program and two of these nominated access to PD 
funding exclusively as the most beneficial aspect of participation. During discussion about 
people’s understanding of SCOPE upon applying, several respondents mentioned that the 
potential to access PD funding was a definite attraction to the program. These conflicting 
views of the value of PD funding in the program are captured in the following two quotes: 
 

“Without PD funding, what’s the point?” 
 
“Face to face is the point: Accountability keeps you on track. Money is a bonus” 
 

In terms of how critical access to the PD fund was in the participants’ pursuit of their chosen 
career development training or mentoring, participants said that without the PD funding they 
would not have pursued 12 of the 40 activities. In five cases cost was the reason; in three 
cases (one person, three activities) the participant would not have looked forward but rather 
“stayed in the moment”; two said the course was not valuable; one explained they would not 
have followed through despite their motivation; and one did not give an explanation.  
 
Four participants explained that while financial constraints would have stopped them from 
attempting the funded activity, they would have found alternative ways of gaining the 
information or skills. Participants said that without access to PD funding they would likely 
have engaged in the 24 remaining activities. Twelve would have done the PD activity exactly 
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as they did at that time, five would have done the activity more slowly, four would have done 
it later, one would have arranged the PD activity through compromise and two said they 
would have managed “somehow”. Some of those who said they would do the course more 
slowly noted that this might be demoralising and ultimately inhibit completion of the task.  
 
Respondents reported many difficulties with the PD fund. Poor communication and 
conflicting information were reported as the source of significant frustration and 
disappointment for participants. Several participants who were denied PD funding mentioned 
being given no valid reason for the denial. This included receiving no explanation at all, being 
told that they were ‘not worthy’, that funding was not intended for ‘trying things out’ or that 
their chosen activity was not aligned with SCOPEs goals. These were frustrating in light of 
similar activities being funded for other participants (e.g. a massage course) and/or the 
activities being integral to the career plan developed with the Career Counsellor.  
 
Some participants reported missing out on access to PD funding due to time issues. These 
included slow response times for PD funding queries which meant the application was too 
late to be processed or the course had started; the lateness of formal acceptance into a 
course prohibiting application 6 weeks prior to course commencement (such as with some 
TAFE NSW application courses) and that the 6-week processing window and only two 
academic intakes per year meant that decisions were often rushed in participants’ efforts to 
make the most of their year and the available funding. A couple of participants noted that 
they did not apply for funding because they did not want to appear greedy and one explained 
that they found free activities to help decipher their career goals but that the uncertainty 
about whether PD funding was available was disconcerting.  
 
Several recommendations were made by participants regarding PD funding. These included 
clarity, consistency and streamlining of the funding criteria, application (e.g. who is on the 
panel of decision makers) and payment processes (i.e. if there is partial payment, that the 
participant pays SCOPE their portion and SCOPE pays the organisation), that timelines are 
appropriate, and that educative feedback be provided when applications are denied. 
 
In summary, the potential to access PD funding was often reported as one of the main 
attractions to SCOPE. It also appears to have been of great value to the recipients in that 
most participants said that the skills gained through access to PD funding are still being used 
today and that these skills boosted or were critical to their professional progress. Some said 
that the opportunities gained through access to the PD fund were irreplaceable and 
otherwise unattainable. Access to the PD funding was frequently reported as the main 
source of frustration and disappointment.  
 
Upon analysis of recipients’ responses several said that access to PD funding leant 
momentum and motivation to career development. It also appears that many of the 
respondents saw themselves as able to reach their goals through alternative means and that 
access to PD funding was valued for the expedience and relative ease with which it 
facilitated achievement of their goals. To this end also, it appears that for a few participants, 
further work with the counsellor may have brought about sufficient motivation for respondents 
to pursue the professional development activities of their choice without accessing the PD 
fund.  
 
Financial contribution 
Looking at ways to make the program financially sustainable, participants were asked about 
their willingness to make a financial contribution towards participation in the program. The 
following ideas were put forward as potential ways to financially contribute to the SCOPE 
program: Fundraising, for example through input towards a performance; paying a small 
amount for some services, such as a workshop on transferrable skills or resume writing; 
regular small contributions during participation in the program, e.g. $5/week; and a 
superannuation style contribution available to all dancers as exists in Holland and Germany, 
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amongst others. Sixty-three point three percent of respondents reported a willingness to 
contribute financially, 23.3% gave mixed responses and 13.3% said they would not make a 
financial contribution. 
 
People expressed the following caveats to contributing (in order of frequency):  
 

• Flexibility in payment based on means 
• Increased clarity about what the program was truly able to provide and what it could 

not 
• Mentoring of other SCOPE participants rather than a direct financial contribution 
• If warned before commencing the program and 
• If the program was available to everyone rather than via application and selection.  

 
There was some doubt expressed about the financial sustainability of a program open to all 
performing artists with Australia’s small performing arts population and thus available 
contributions.  
 

“[Being] called upon to mentor others is the most valuable [contribution]. The 
value is in the collective knowledge of SCOPEes [moving into the future].” 

 
All of the respondents who said they would not make a financial contribution and three of the 
seven respondents who gave a mixed response stated that it would not have been possible 
to make a financial contribution due to their low income. One participant said that they would 
have sought something more tailored if they were paying for it. Another suggested that 
financial advice about, for example, the government’s scheme to match the superannuation 
contributions of self-employed people, might be better than a compulsory contribution. A third 
thought that not many people would make use of a career development program to which 
they had to contribute financially. 
 

“I would be willing to make a financial contribution if it was advertised and 
expected from the start but I was attracted to the program because I was 
financially strapped, so it wouldn’t have been congruent” 

 
Unfortunately the answers given on the types of contribution people might be willing to make 
– fund raising, paying for some services, regular small contributions while on the program or 
a superannuation style contribution for the individual or the profession as a collective – were 
not sufficiently delineated at the time of the interviews to clearly discern people’s 
preferences. 
 

“If it was phrased so that we were aware that SCOPE was struggling, we might 
have rallied around” 

 
In summary, most respondents were positive about making a financial contribution towards 
their career development. There was a preference that the contribution be flexible and within 
the client’s means, there be increased clarity about what the program could truly offer, the 
program be open to everyone and the requirement to contribute was clear from the 
beginning. A couple of people also spoke about the value of mentoring as a contribution. By 
far the strongest reservation about making financial contributions towards career 
development arose from the financial constraints of individuals and performing arts 
companies.  
 

“I would campaign for a ‘Dancer Resettlement Fund’. SCOPE is the most relevant 
place for this” 
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Recommended Improvements 
The final part of the interview asked respondents for any further thoughts, suggestions or 
experiences they wanted to share about the program. Many respondents felt satisfied that 
the interview had covered all they wanted to say, however, the following ideas were put 
forward. 
 
1. Practical Support 
Several respondents mentioned the desire to see a more practical element to the program. 
They noted that organisations affiliated with performance, patrons, ex-dancers and sponsors 
were in the best position to recognitions performer’s qualities and the fact that nurturing is 
required to keep people and skills in industry because the industry is so tough and financially 
constrained. Practical intervention was seen as a possibility for bridging the financial rift 
between professional and entry level wages, a way of keeping people in the industry and a 
way of nurturing performer’s qualities. Several avenues of practical support were suggested: 

 
1. From within the performance industry. By making SCOPE acceptable and positive to 

directors, e.g. 
a. Participation might be encouraged within the industry  
b. There might be no impact on casting  
c. People may commence career development planning earlier and thus limit the 

negative impact of exclusive identification with one career  
d. Companies may allow time away from training in preparation for the transition 

(like opera singers and athletes). 
 
2. From businesses within or external to the arts,  e.g. 

a. Apprenticeship or internship opportunities  
b. Work experience in a range of professions 
c. Mentoring in a range of professions 
d. Links to people who could and would openly offer part time work during transition. 

 
3. From within SCOPE: 

a. Advocacy of dancers’ qualities to industry for internships (as with the value of 
sporting excellence which is recognised in management consultancy, for 
example)  

b. A database of former SCOPEes using their dance related skills and qualities in 
unusual ways and in various professions who are empathic to dancers modifying 
their careers and able and willing to offer employment, work experience, 
mentoring, ideas, encouragement 

c. A database of dancers’ skill sets for performers and the public to access if they 
are looking to support artists or looking for an artist to do a job  

d. Practical workshops such as resume writing, financial management, tax advice, 
computer skills, business skills for the independent dancer, grant application 
writing, production, networking skills, confidence building skills. 

 
4. For new professionals 

a. Mentoring for new performance professionals about how to establish and maintain 
careers long term – be seen, look for opportunities, become aware of how to 
make your own work (w/n or external to sector, e.g. corporate film using 
movement as analogy), keep up self esteem in the face of knockbacks, managing 
fears, looking confident and 

b. Financial advice regarding ups and downs, infrequency, superannuation style 
contributions. 
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2. Arts funding 

a. Partial funding could be made available from arts funding for common career 
development routes, such as an arts management courses, where only a few extra 
skills are needed to become good and experienced professionals. 

b. That career counselling be included in performing arts company funding applications 
and staffing arrangements so that counsellors are aware of what is going on with 
performers in Australia. This might also improve acceptability and use of career 
counselling. 

 
3. The program 

c. It should be kept small, light handed and tailored so that structure doesn’t override 
intent. 

d. The selection process or interview be aimed at identifying the real motivation for 
participation in the program. Improved alignment of SCOPE and participant goals 
may be facilitated be a combination of people being recommended or head hunted for 
the program and personal application for the program. 

e. The manager of the program be communicative, professional, positive and empathic. 
f. There is stability in staff, content and duration of the program. 
g. The program spans more than one year. 
h. A Facebook page be considered instead of a website. This was seen as likely to 

make a career transition program a part of daily life instead of an extra task. 
i. There is clarity in terms of the program’s 

i. Purpose - to support people and the art form to increase opportunities and ideas 
of what might be possible 

ii. Target audience – performance arena, stage of career, stage of idea 
development 

iii. Communication –  
• About participant roles, obligations and what to expect, for example, 

the importance of the participant taking control of process, that some 
home thinking would likely be required, that the career development 
process will likely take time, that it is acceptable to take your time, 
that you may grieve, the ideal number of sessions, various tasks and 
requirements one could expect and with an introduction to the 
SCOPE website and funding. 

• To current and future participants about changes to the program to 
minimise the negative impact of inaccurate word of mouth. 

iv. Delivery, including 
• What is truly achievable and what is not within the practical 

limitations.  
• What counsellors could and cannot provide (e.g. career assessment, 

career guidance, networking opportunities). 
• How industry knowledgeable and well connected counsellors would 

be  
• What professional development funding was available for (although 

broad and not prescribed), who is eligible and how to apply.  
• Outcomes – what the program hopes to facilitate and that it can meet 

its aim. 
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SUMMARY  
This report was commissioned to add information about the experience of participation in the 
SCOPE program to information from a range of other sources. The four main areas of 
interest were communication about the aims of the program, participants’ expectations and 
whether these were met, how the delivery model of the program was perceived and any 
other suggestions, reflections or experiences participants were keen to share.  
 
In terms of communication, participants’ responses suggest that the broad goal of SCOPE to 
help dancers develop their career within or external to the arts was not well communicated. 
Few understood the aim of skill recognition but participants appeared to be aware that skill 
development was a fundamental objective of and opportunity offered by SCOPE.  
 
Most participants’ expectations appear to have been met and most respondents valued the 
program. The program seems to have fulfilled its aims of helping performers recognise and 
develop their skills, develop their careers and improve career sustainability. May new ways of 
thinking, new skills and achievements were unexpected.  Disappointment revolved around 
difficulties with accessing the PD fund, unfamiliar career development concepts, clarity of 
communication about the program and participant’s roles and the absence of networking 
opportunities.   
 
The delivery model of the program was considered a success overall. Half of the 
respondents considered that they fully engaged in the program. Those who did not mostly 
cited time limitations caused by changes in their personal or professional lives as the reason. 
The most valuable aspects of the program were reported to be encapsulated in the reflection, 
skill development, support and momentum afforded by the counselling process, access to 
the Professional Development Fund and development of a five year plan.  
 
Further to the delivery model, most participants reported counsellor contact to be critical. 
Limited SCOPE or industry knowledge, practicality and availability detracted from the 
perceived value of the counsellor. Most participants saw some industry knowledge as 
facilitative of collaboration although the fresh view afforded by an ‘outsider’ was also valued 
by many. Face to face contact was preferred by all respondents and most respondents found 
their meeting arrangement to be sufficient despite an immense range in the frequency of 
contact. 
 
Only a small proportion of respondents regularly accessed the website. Familiarity with the 
internet, the website and it’s purpose and technical ease may increase people’s openness to 
using the website. People expressed a desire for information about how to optimally use the 
program, career development resources, networking opportunities and dance related news to 
be on the website. One participant proposed that Facebook be used as an alternative to a 
website. One possible issue with use of Facebook is the perceived level of privacy and 
security of this medium.  
 
A large proportion of respondents sought greater opportunities for networking. The reported 
value of contact with other participants was clarity about how to benefit most from SCOPE, 
development of valuable contacts for career development within and external to the arts, 
emotional support, social contact and as an introduction to the program. The value of the 
teleconferences is not clear. 
 
Activities supported by the professional development fund were perceived by participants as 
valuable in terms of career progression, earning capacity, goal clarity, confidence, and/or 
coping. Thirty five percent of those who received financial support through the Professional 
Development Fund stated that this was one of the most beneficial aspects of the program. 
Attempts to access it were also nominated as the dominant source of dissatisfaction with 
SCOPE.  
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Many participants reported that they would have engaged in the activities of choice even 
without the support of the PD fund; thus access to the PD fund appears to have been valued 
more for the ease and expedience with which it facilitated career development than for its 
necessity in achieving career development goals. By contrast, a few participants perceived 
their chosen activity to be impossible to achieve without support from the PD fund due to 
financial constraints. This demonstrates that for some participants, access to the PD fund 
was essential to their career development. A few said that the funding created momentum 
and thus facilitated achievement of goals.  
 
Most participants said that they would be happy to make a financial contribution towards 
participation in the program.  Participants said that they would be happy to make a financial 
contribution if:  
 

• the contribution was within their means;  
• the contribution was something they knew about from the beginning;  
• the program was available to all dance/physical artists (rather than on the basis of 

application and selection); and  
• the aims and outcomes of the program were clearly stated and consistently 

manifested.  
 
The range of contribution options was broad and should be considered in conjunction with 
this summary (see in text). Financial constraint experienced by artists was the most 
commonly cited reason by participants who said they would not contribute to their 
participation in a program such as SCOPE. Some expressed the view that dance/arts 
companies, who are also financially challenged, would not be to contribute on their behalf.  
 
In terms of finances, many people saw themselves as able to manage the cost of their own 
professional development. Only a few said that it would have been impossible to achieve 
their professional development goals without the PD fund. In addition, most participants said 
that they would have been willing to make a financial contribution to participate in a program 
under certain conditions (see above).  
 
These responses about PD funding and financial contribution suggest that alternative 
financial modeling for a future program could help make the program more financially 
sustainable while still remaining both useful and attractive for participants. For example, in 
terms of professional development funding, an individualised savings plan for employed 
participants and PD funding for free lance artists for courses not already subsidised by other 
schemes (such as HECS) could be considered. In terms of contributions, a SCOPE 
fundraising performance, small contributions, either ongoing or for specific activities, a 
superannuation like fund or financial counselling are some options that were discussed 
during interviews. Other financial modelling could be considered and assessed for viability.  
 
Many suggestions were made by participants about how to enhance a career development 
program. Ideas centered around creating very practical networks of support and opportunity 
for artists at various stages of career development; keeping the program at a manageable 
size so that outcomes can be achieved; the leadership/management of the program be 
professionally aligned and empathic; that the program be longer than a year and stable; and 
that communication about the philosophy and practical details of the program be clear.  
 
A word of warning: One strength of qualitative research is that analysis of subjective 
experiences can indicate the presence and impact of factors on the individual, however, 
caution must be exercised in generalising that information to the population from which the 
sample is drawn (Lester, 1999). Participants in this study were volunteers, and we know 
neither the motivation of those who participated nor the motivation of those who decided not 
to participate. Furthermore, although responses were tabulated to help objectively identify 
themes and minimise researcher bias, the process of categorizing responses is fraught with 
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potential error. Finally, as a former SCOPE participant and counsellor the potential for 
empathy and bias are both elevated. 

 
Finally, several participants expressed their appreciation for the program, their willingness to 
contribute to the re-establishment of the program and their gratitude for the opportunity to 
give feedback and gain a sense of closure about SCOPE. A final quote: 
 

“It was wicked. I want to be back in it”. 
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