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What is a Scratch Club?
A safe space for performance poets at all 
stages of their professional development 
to meet, try out new work, and give each 
other constructive feedback on their 
performance skills. 

Apples and Snakes started running 
Scratch Clubs in 2010, in Newcastle, as a 
way of responding to local poets’ need for 
both skill development and community-
building. Scratch Tyne is the most 
successful of our Scratch Clubs, which 
have also run in Sunderland and York, and 
as women-only formats in Stockton and 
Hull.

The most successful venues are blank 
canvases. Scratch Tyne has always 
been held in empty office projects, 
where unused city centre spaces have 
been re-purposed for charities and arts 
organisations. These spaces are often 
very cheap to hire, and can be used as 
a way to network with other artists for all 
kinds of collaborative opportunities.

Where should Scratch Clubs 
be held?

This guide is intended to help other poetry 
collectives and communities to set up 
their own versions of Scratch. Inside are 
some of the things we’ve learned along 
the way, top tips for facilitators, and a 
selection of activities that might help you 
get going. You can always contact Apples 
and Snakes for help and advice at any 
stage of your Scratch Club journey.

We have also used more conventional 
rehearsal spaces in theatres, dance 
studios and universities. The main 
requirement is a room that is free from 
tables and all but the essential chairs, 
with plenty of space for up to 20 people 
to move around freely if the exercise 
demands it.
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•	 Ice-breaker games
•	 Vocal warm-up
•	 Skill-specific exercises e.g. microphone 

techniques
•	 Sharing poems
•	 Feedback on performance

•	 Applying feedback and sharing poem 
again (time-dependent)

•	 Closing circle
•	 At the end of this document you will 

find a pack of suggested activities and 
session plans covering these elements. 

In our experience, there is always a 
wealth of experience in any Scratch Club 
gathering. Inevitably some participants 
will be brand new to poetry, while others 
will have been on stage many times. 
The ideal mix would include absolute 
beginners alongside professional 
performers, as this is the best way to 
ensure an inspiring range of feedback. 
It also helps develop everybody’s ability 

We asked current Scratch Tyne members and this is what they had to say:

“A deadline to work towards.”

“Tips on how to introduce the poems you perform in a fun and engaging way.”

“The space to find your true voice, your own style. It nurtures and supports you. It 
gives you the confidence to explore the possibilities and potential your words and 
voice can have. Scratch is the ‘“Snap-On’” Tool chest of the Poetry World…”

“The ability to pick the brains of seasoned performers, try new skills etc in a friendly 
supportive environment and have quality feedback. Really can’t be beat, however 
good you think you are, you will always learn something new at a Scratch.”

What does a Scratch Club 
participant bring to the mix?

What does a Scratch Club 
participant get out of it?

to reflect on performance as a practise, 
and builds a shared language around 
techniques and effects.

As facilitator/s, it is down to you to make 
space somewhere in the session for other 
participants to share their knowledge, for 
example by opening up the warm-ups 
and icebreakers for other people to lead.

It’s probably best for each gathering to 
articulate their own rules as part of the 
‘forming’ process. Here’s an exercise you 
can do:

Agreeing Rules and Values

You will need: 
Pen and paper for everyone
Large paper, pen and blue tack or flipchart 
board for final rules to be displayed

1.	 Everyone has 5 minutes to write down 
10 Scratch Club Rules.

2.	 In pairs, compare and discuss. Pairs 
have 10 mins to agree on 5 Scratch 
Club Rules.

3.	 In fours, compare and discuss. Groups 
have 5 mins to agree on 3 Essential 
Scratch Club Rules.

4.	 As a whole group, compare and 
discuss. Agree on, and write up, 3 
Essential Scratch Club Rules.

Our first club, Scratch Tyne, has retained 
the same basic format for 7 years. 
We meet from 12pm-3pm every third 
Saturday of the month. The length of time 
is determined by the size of the group, 
which in Scratch Tyne’s case has always 
averaged out at 12 people. (Our record 
was 22 people to learn street performance 

What are the rules of 
Scratch Club?

What is the format of a 
Scratch Club?

For example, the original rules for Scratch 
Tyne went something like:

1.	 Scratch Tyne is a welcoming and 
supportive space for everyone. 
Bigotry and bullying of any kind is 
unacceptable, and will be called out.

2.	 Scratch Tyne is about experimentation 
and developing performance skills. We 
will not comment on the writing, unless 
it contains offensive material.

3.	 Scratch Tyne relies on everyone 
sharing their skills, knowledge and 
feedback in a constructive, respectful 
and compassionate manner. 
Everyone’s voice is important.

You can re-visit this exercise at any point 
during the life of a Scratch Club - every 
year, when membership changes, etc.

skills from Harry Giles!) Smaller groups 
may only need 2 hours. 

Each session will involve some or all of the 
following elements: 

•	 Catch up and welcome new members
•	 Physical warm-up
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In our experience, some members who 
attend and enjoy Scratch Club may 
have other issues in their lives that you 
should know about for the wellbeing of all 
concerned, especially if you intend to use 
partner exercises.

We suggest that the facilitator/s of the 
session have a current DBS check in 
place. We also suggest you put a simple 
registration process in place so that 

Setting up safeguarding 
systems

when someone joins you ask not only 
for their contact information, but also for 
information about their support needs 
(for example with mental health). We 
have had members who have agreed to 
only participate when accompanied by a 
support worker - you may want to have a 
conversation with new members about any 
support they already receive, other groups 
they attend, or key workers you should be 
able to contact in emergencies.

The drop-in nature of the sessions mean 
that you are very likely to experience some 
of the following:

•	 Too few people turning up to do the 
activity you’ve planned.

•	 Too many people turning up to do the 
activity you’ve planned.

•	 Too many first-time beginners turning 
up to do the activity you’ve planned.

•	 Too large a disparity between levels 
of experience within the participant 
group to feel like all participants have 
been adequately supported and 
challenged.

•	 People turning up mid-way through 
the session.

•	 People expecting Scratch to be a 

What problems might you 
encounter when facilitating 
a Scratch Club?

another kind of open mic.
•	 Facilitators reaching the end of their 

own store of practitioner knowledge - 
nothing more to teach.

Here are some thoughts about ways to 
manage these common problems:

•	 Have a plan B for more/fewer/different 
attendees. 

•	 As facilitators, commit to your own 
skills development - attend theatre/
improv/singing/public speaking 
workshops, etc.

•	 In unexpectedly small groups focus 
on in-depth practise with fewer 
participants.

•	 In unexpectedly small groups, look at 

“A good safety valve as far as writing goes, because if your poem or story needs to 
be heard, the oxygen of trial and error that can take place in Scratch is invaluable 
from the performing and writing angle.”

First among equals! Holder of the space! 
The person, or persons, who are responsible 
for facilitating a Scratch Club have a 
number of tasks to accomplish, and should 
ideally be well-grounded individuals!

First of all there are all the basic 
administrative tasks that you, as 
facilitator, must undertake in a timely and 
professional manner. These include: 

•	 Finding, booking, and, if necessary, 
paying for the practice space.

•	 Using social media or other 
communication methods to promote 
the Club each month.

•	 Sourcing and hiring PA and 
microphone when needed.

•	 Raising funds if needed - Apples and 
Snakes underwrites Scratch Club 
expenses, but might you need to have 
a subscription system to cover room 
costs?

•	 Keeping a register of attendees.
•	 Opening up, maintaining, and closing 

the practice space each month.

Then there are the less tangible aspects 
of running the sessions themselves. This 
is perhaps best expressed as a list of 
desirable qualities the facilitator/s should 
possess as artists and humans: 

What is the role of the 
Scratch Club leader?

•	 A commitment to equal access and 
inclusivity of membership.

•	 A personal practise as a performance 
poet that includes self-reflexivity and 
continual professional development.

•	 A knowledge of and interest in 
performance techniques outside 
the world of poetry - theatre, dance, 
physical theatre, clowning, comedy 
improv, stand-up, singing, etc.

•	 An awareness of group dynamics and 
the ability to influence by modelling 
desired behaviour and ‘holding the 
space’.

•	 Tact, diplomacy, compassion and 
patience.

•	 The ability to encourage others 
to overcome their fears and self-
consciousness, both as performers 
and as critical peers.

•	 Enthusiasm and energy.
•	 Excellent time management within a 

session.



6

the poem they’ve brought and then 
go on to discuss which other poems 
would combine well with it to make a 
set.

•	 In small groups, look at the poem 
they’ve brought and then script an 
introduction to it that does not explain 
it, but sets context. Re-write the 
introduction as a companion poem. 
Perform both.

•	 In large groups, split into groups to 
choreograph a team performance 
of one of their poems, or a poem you 
have to hand for emergencies, or a 
five-minute poem they write from 
a prompt you give them, or a short 
found poem they make out of Buzzfeed 
headlines, etc.

•	 In large groups, pair people off and 
practise ‘poetic duelling’, using a line 
or phrase each from their poem, or 
a Shakespearean insult (generator 
websites exist). Pairs fight to the 
death with dramatic and pugnacious 
delivery.

•	 In large groups, dispense with the 

‘perform and feedback discussion 
mode’ (which is time-consuming), and 
shift to ‘active listening’ practise. First 
sit in a circle. The aim is for everyone 
to recite one poem, without feedback, 
with the order of performance being 
decided without discussion. One 
group member starts, and the next 
performer is whoever feels their poem 
is either similar to the poem they’ve 
just heard (because of length, subject 
matter, technique such as alliteration, 
contains same colours, whatever) OR 
is completely different to the poem 
they’ve just heard. This takes careful 
listening, respect and trust.

•	 In mixed groups, match advanced and 
beginners in twos or threes for quiet 
performance practice, seated, making 
eye contact (see intimate exchange 
exercises later in the doc).

•	 In mixed groups, pair up advanced and 
beginners to talk about connection/
eye contact, get them to do a warm-
up where they become each other’s 
mirrors.

By all means seek out guest experts to 
come and facilitate workshops on areas 
of performance that the group would like 
to explore, but which you can’t teach. We 
recommend that you ask for a session 
plan from your guest, to make sure they 
are covering what you need and aren’t 

What if you don’t have 
the knowledge?

tempted to run a writing workshop instead 
of a performance workshop! You may have 
to be very clear that you don’t want any 
of the workshop to be spent in generating 
new written material.



N O T E S

9

Two Truths and a Lie

1.	 Everyone tells three things about themselves - two true, 
and one a lie.

2.	 The group tries to guess the lie - simple!

Introducing My Neighbour

1.	 Pair up and have some time talking to one another, find 
out names and other key points of information chosen by 
the facilitator/s (e.g. have you ever performed a poem?)

2.	 Back in the group, each pair introduces one another - it 
can be easier for shy participants to talk about someone 
other than themselves.

Alliteration Circle

1.	 Have a small object on hand that can be passed around 
the circle.

2.	 The first volunteer chooses a letter of the alphabet.
3.	 Pass the object around - the volunteer must come up 

with words beginning with that letter for as long as the 
object is moving around the circle, until the object comes 
back to them.

4.	 Repeat a few times with different volunteers and different 
letters - not everyone has to do it. 

There are quite a few icebreaker game ideas available 
online. I like the ball of yarn one on this site. 

•	 www.icebreakerideas.com/best-icebreaker-games-
adults

Icebreakers
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Vocal Warm-Ups 

There are many, many resources online for this - simply 
Google ‘vocal warm-ups for actors’ or ‘for singers’ and try 
some out. A basic minimum warm-up would be:

•	 Facial massage, including temples and scalp, circular 
rubbing motions and tapping.

•	 Yawning with the whole body.
•	 Gentle neck semi-circular rotations, chin hanging 

towards the chest.
•	 Shoulder circles in both directions.
•	 Humming one note with closed lips.
•	 Humming up and down vocal range.
•	 Humming one note and opening jaw to form 

mmmAAAAAAAAA
•	 ‘Humming’ on NNNN - NGGGG - ZZZZZZ
•	 Consonant sounds - BUH - DUH - GUH
•	  A simple tongue twister.

Names and Movements

1.	 In a circle, ask everyone to think of a simple warm-up 
stretch or movement that anyone could do, e.g. shaking 
out your legs, stretching in a yawn, touching your toes, 
making a wave with your linked hands - something short 
and sweet.

2.	 Start by saying ‘Hi I’m xxx’ and do your warm-up move. 
The circle replies ‘Hi xxx’ and repeats your movement 
back to you.

3.	 Ask the second person in the circle to say their name 
and make their movement. The circle repeats back 
their name and movement, AND THEN your name and 
movement.

4.	 This continues around the circle until by the last 
person’s turn, everyone is repeating back the name and 
movement of every single person in the circle.

5.	 By the end, everyone should know everyone else’s name, 
and everyone should be very warm!

Yes, Let’s

1.	 Suggest an activity that everyone can do or mime doing, 
e.g. let’s hop on one leg, let’s dig a hole, let’s walk on 
tightropes, let’s try to touch the ceiling.

2.	 Instruct everyone to say ‘yes, let’s!’ with great enthusiasm 
to any suggestion you make. Everyone then does the 
action until you shout out another one.

3.	 Open this out to full participation by giving permission for 
anyone in the group to suggest the next activity.

4.	 Bring it to an end by saying ‘let’s stop now’.

The Changing Floor

1.	 Ask the group to walk in a neutral, easy way around the 
space, being sure to walk into empty spaces like random 
atoms rather than form a circle by following each other.

2.	 Then ‘change the floor’ by calling out description-
instructions, e.g. the floor is sticky toffee, the floor is hot 
coals, the floor is bubble wrap, the floor is warm sand, the 
floor is trying to kill you. The group must change their way 
of walking in response.

Physical warm-ups
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Status Walk

1.	 The group walks at random around the space, in a 
neutral posture. Instruct them that their status is currently 
a ‘5’

2.	 Ask them to walk like they are a ‘2’, a ‘7’, a ‘10’, etc. 
Alternatively use fairytale characters and ask them to 
walk like the hero, the emperor, the witch, the ogre, etc.

Superheroes

1.	 Holding an ‘open’ body posture such as a Superman fist-
in-the-air, or a Mr. Universe bicep curl, is proven to raise 
subjects’ sense of confidence. Choose the most cartoon 
‘superhero’ pose possible, and hold it for 2 minutes.

Stand In Neutral

1.	 Take turns to enter the stage neutrally, without flourish or 
performance, and stand neutrally, with relaxed and open 
body.

2.	 Make eye contact with everyone in the room, for a ‘beat’ 
each.

3.	 Leave the stage without flourish, performance, apology 
or relief.

4.	 As facilitator, it’s your role to look out for, and gently point 
out, any ‘tells’ - finger twitching, foot tapping, clowning, 
facial expressions. Encourage the group to also make 
close, but kind, observations.

Top Tips for Faking Confidence

Here are some top tips for faking confidence that you can 
discuss and try out with your group!

1.	 Don’t move your head when speaking, even if you are 
gesturing with hands, etc.

Exercises for 
confidence and stage 
presence
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extravagant vogueing is to be encouraged.
4.	 If the group likes it, and especially if you have access to 

a raised stage, you can play around with pose-offs and 
‘fighting’ for the stage. Maybe last one left on the stage 
when the song ends gets a prize 

Dress To Impress

1.	 Get together a huge dressing up box of glamourous, 
humorous, theatrical clothes and props - ask the group 
to contribute. (something fabulous such as a huge, white 
fake-fur coat, a long string of pearls, a trilby hat and a 
belly-dancer’s coin-belt.)

2.	 Play around with wearing different props, experimenting 
with how they suggest you should move your body.

3.	 USE THE WHOLE STAGE AREA!

These two exercises combine well together. Schedule some 
time afterwards to talk about what came up for people 
emotionally when they moved their bodies differently.

These sessions can be built on with more advanced 
workshops about creating characters, personas, alter egos, 
anti-slam humorous skits, and how to write ‘from the body’.

Skill-Specific Exercises - Beginners

You may want to investigate whether any of your group has 
specific skills they can share, or see if you know performers 
from other disciplines who could help you deliver a specific 
workshop section within the Scratch.

Microphone Confidence 

You will need vocal PA, mic and stand

1.	 This is very simple -play around with the microphone 
stand! Get everyone to enter the stage, adjust their 
microphone and say hello. Make sure short people follow 
tall people.

2.	 Demonstrate the optimum distance and angle to 
position the microphone itself. (Like an ice cream cone 

2.	 Don’t say ‘er’ at the start of sentences, or if you do, make 
it a long one not a short one!

3.	 Don’t turn your toes inwards.
4.	 Speak in full sentences - for example, script your 

introductions to poems.

Extending Connection

1.	 In pairs, stand comfortably close, facing each other, in 
two lines down the middle of the room.

2.	 Imagine you have a golden rope connecting your bellies, 
a rose-gold rope connecting your hearts. Imagine these 
ropes can extend forever without stretching thin and can 
glow as brightly as you want them to. 

3.	 Each partner chooses one line from their poem. They 
each say their line to each other in turn.

4.	 Each partner takes a step back and repeats steps 2 and 
3. Do NOT raise your voice at any point. Instead, make 
your intention to be heard stronger, imagine the ropes 
brighter.

5.	 Keep going until you are as far apart as possible - this 
works best in a really big space!!

The F Word

 Everyone performs their poem, but with an extra dimension 
- at some point they must insert a random swear-word. We 
have given out awards for “The Most Gratuitous Use Of the 
Word F**k in a Serious Poem”, and it can be great for helping 
participants get over trying too hard to ‘get it right’.

Superstar Catwalk

For this to work really well, you’ll need a pretty large group, 
a loud stereo, and a plenty of space. It’s best if you have a 
stage to play with.

1.	 Make a playlist of super-confident anthems - e.g. Eye Of 
The Tiger, Free Your Mind, Crazy In Love, R.E.S.P.E.C.T, etc.

2.	 Form a catwalk audience, with people down each side.
3.	 Everyone takes turns to strut the catwalk to the anthem 

of their choosing - audience must go crazy wild for them, 
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Pause

1.	 Pick a place in the poem where a pause is indicated - 
perform it and hold the pause for a count of ten.

2.	 Pick a place in the poem to insert a random pause - 
perform it and hold the pause for a count of ten.

3.	 Add an aspect of status - ask the performer to adopt 
high status body language during their extended pause. 
Encourage them to play with eye contact and audience 
connection during the pause. Extend the pause as long 
as  humanly possible.

Volume and Vocal Control 

1.	 Take humming and ‘ah’ tones up and down the volume 
scale.

2.	 Say “FIRE!” at different volumes and tones of voice around 
the circle, from whispered secret to loud panic.

3.	 Use the same ‘imaginary controls’ idea to allow the 
group or partnered poets to select the best volume for 
the performer.

about a fist’s width away from the lower lip.) Experiment 
with performing with the mic off-stand, keeping the 
arm locked so the microphone travels with the body for 
consistent sound. Get everyone to bring hairbrushes 
and practice walking, dancing, twirling around with the 
‘microphone arm’ locked in place.

3.	 Pass a microphone around the circle and ask everyone 
to make the worst, loudest noise possible. Bad 
beatboxing gets extra points.

4.	 Get hold of a cheap mic and a decent mic if possible, 
and experiment together with the sound quality.

Intimate Exchange 

This exercise is great for learning how to maintain audience 
connection while performing on-page.

1.	 In pairs, sit facing one another, comfortably close.
2.	 Partner 1 reads their poem, the other listens.
3.	 The reader may look down to check their words, but 

when they are looking at the page they many not speak. 
They must speak their words only when making eye 
contact with their partner. They may look down as many 
times as they like.

4.	 The listener’s job is to remind them to look up by tapping 
their knee or otherwise getting their attention whenever 
they are talking to the paper.

5.	 Feedback and swap.

Pace

1.	 The facilitator supplies a poem for the group.
2.	 A volunteer from the group reads the poem out loud very 

quickly.
3.	 Another volunteer reads the same poem out loud very 

slowly.
4.	 The facilitator uses imaginary controls to speed up and 

slow down the pace of the volunteer’s speech while they 
are reading.

5.	 In pairs, listen to each other’s poems and use imaginary 
controls to select the right pace for each other.
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Break The Shape - for experimenting with vocal 
modulation, phrasing, musicality, pause and tempo; for 
re-encountering overused poems

Let the participant know they may bring their poem on 
paper, but it should be no longer than one side of A4. They 
should be dressed in loose, comfortable clothes as this is 
a physical workshop. There should be both a physical and 
vocal warm-up before the exercises begin. Poets should 
be instructed to take care of themselves throughout, and 
we recommend starting with a number of silly warm-ups 
like face-pulling, so they can relax into the main exercises. 
If there is time, get them to share their poems first, so they 
have a base-line reading of their normal delivery.

1.	 Ask everyone to find a space where they can make noise 
and still feel private, e.g. facing a wall, or walking around 
the room. On the count of three, everyone starts singing 
their poem, in the guise of an opera singer - huge, 
dramatic swoops, crescendos, repetition of phrases. 
Afterwards, ask them to notice where this enhanced 
the feeling, meaning or music of the poem. Ask them 
to reflect on what their body did, and what it feels like 
afterwards.

2.	 Ask everyone to find a space at a wall, and hold their 
poem up against the wall. Instruct them to lean in, and 
using every ounce of physical strength they have in their 
hands, shoulders, back and legs, to push each individual 
word through the wall. (Look after your backs!) Notice 
where this enhances the feeling, meaning, or emotional 
power of the poem. Notice what the body did, what it 
feels like afterwards.

3.	 Ask everyone to walk gently around the space, speaking 
their poem aloud. At each punctuation mark, (i.e. 
comma, full stop, exclamation point) they must stop and 
take a full breath in-out-in before starting the speak the 
next line. NOTE - do NOT stop at line endings. If necessary, 
get them to write the poem out again as prose, with 
standard punctuation. Again, notice where this enhances 

Skill-Specific 
Exercises - Advanced
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Point and Name

1.	 You have one minute to point at objects around the room 
and name them out loud.

2.	 You have one minute to point at objects around the room 
and name them out loud by the name of the last object 
you pointed to. Start by pointing at the floor and naming 
it ‘banana’, then continue from there.

3.	 You have one minute to point at objects around the room 
and name them out loud by anything other than what 
they are.

Object Of My Affection - for experimenting with using 
props

You will need a bag of random objects, which the poets can 
choose from. You may also want to do this with all poets 
using the same random object. Their task is to incorporate 
the prop into the performance of their poem. The most 
authentic connection with the object ‘wins’. It’s best to leave 
the instructions quite open, and see what happens.

Warm-ups for 
Improvisational 
Performances/
Writing by Doing

the feeling, meaning, music, emotional power, or drama 
of the poem. Notice what the body did, what it feels like 
afterwards.

4.	 Ask everyone to speak the poem in a rush on one out-
breath, ignoring punctuation and line endings. Do it in as 
few breaths as possible. Notice where this enhances the 
rhythm, humour, energy of the poem. Notice what the 
body did, what it feels like afterwards.

5.	 Ask everyone to lie on the floor, holding their poem up 
to read it. They must vocalise only the vowel sounds, 
allowing them to extend and vibrate in their mouths, 
chests and bellies. So ‘Mary had a little lamb’ would 
become ‘aaaireeeee aaaaaa aaaa iiuuuuuuuuuu 
aaaaaaaaa’. Notice what this suggests about the 
emotion of the poem. Notice what the body did, what it 
feels like afterwards.

6.	 Finally, make time for everyone to get up and perform 
their poem, incorporating at least one modulation 
suggested by the exercises.
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Beginners

You will need a print out of a simple nursery rhyme, and 
some strips of paper on which different emotions are written. 
Ask everyone to pick an emotion and perform the nursery 
rhyme demonstrating that emotion. Play with over-the-top 
and subtle versions of the emotion. Discuss what happens to 
the performer’s body, face and voice with different emotions.

Advanced 

Ask everyone to split their poem into sections based on the 
idea they are articulating at each point. Get them to identify 
what they want the audience to understand and/or feel 
at each section. Tell them to think of this as what they are 
trying to do to the listener - persuade them, berate them, 
shame them, entertain them, break their hearts, rally them, 
educate them. Everyone experiments with ways to vary their 
tone and delivery to achieve these aims.

Finding Motivation 
for Lines Beginners 

Run this in the same way as the motivation/emotion 
exercise above, but replace the emotions with a variety of 
characters, such as newsreader, primary school teacher, 
used car salesman, etc.

Advanced

Provide participants with a character questionnaire to 
prompt them to invent details about an alter-ego. There 
are many such questionnaires online that you can use, like 
these:

•	 www.thewritepractice.com/proust-questionnaire
•	 www.writingclasses.com/toolbox/character-

questionnaire/gotham

Character from Props
 
Use a dressing-up box to further flesh out the alter-egos. 
Alternatively, begin with an item of clothing or prop, and use 
that as a prompt to make up characteristics. Hold a ‘party’ 
where everyone comes as their alter-ego - give them party 
games to try, or conversational prompts. Try dancing as 
your character!

Character from Body #1
 
Ask everyone to walk around the room in a neutral way. 
Ask participants to move as if led by a string attached to 
different locations in the body - from the nose, the centre 
of the chest, the belly-button, and the groin. Encourage 
them to experience how this impacts posture and gait, and 
alters emotion and status. Ask them to choose a locus of 
movement and sketch out an alter-ego who moves from 
that place.

Character from Body #2

Ask everyone to walk around the room in neutral. Ask 
participants to move as if locations in and around their 
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body are taking on different physical qualities, in the same 
way as you ‘changed the floor’ in the earlier physical warm-
up. For example, ‘your left knee is encased in concrete’, 
‘you have a cloud of butterflies in front of your face’, ‘you 
are carrying a log across your shoulders’. Encourage 
them to experience how this affects posture, gait, emotion 
and status. Experiment with amplifying the size, weight or 
movement of the ‘object’, and then with reducing it down to 
barely perceptible. Imagine a character who lives with these 
movements and mental states.

Other aspects of performance we have touched on in 
Scratch Club by inviting expert guests to teach us have 
included:

•	 Improvising with live musicians
•	 Street performance
•	 Using audio such as loop pedals in performance
•	 Using visual media in performance

Other aspects of performance you may wish to explore 
with a small group, or in 1-2-1 mentoring sessions might 
be:

•	 Developing a short set for cabaret performance
•	 Developing a long-form theatre piece

N O T E S
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