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1 

I: Hello, my name is Rio; nice to meet you. What’s your name? 1 
 2 

DB: My name is David, David Belshaw. 3 
 4 
I: And how would you spell that? 5 
 6 
DB: It’s B-E-L-S-H-A-W. 7 

 8 
I: Great. So just to start things off, could you tell us about how you were 9 

introduced to Half Moon and how you came to join? 10 
 11 
DB: I suppose I saw an advert, that’s how I first knew about the Half Moon, I 12 

saw it advertised in the paper. And at the time I was living in Newcastle, in 13 
Newcastle-upon-Tyne, and I’d finished my degree in drama, specifically 14 

community drama, and I saw this job for a workshop leader, and I applied; 15 
so it was kind of that simple really. 16 

 17 
 And in fact me and a friend applied at the same time and came, I 18 

remember travelling down on the train together; and she came from 19 
London and I thought she kind of knew it all, and I was just a bit of a, I 20 

don’t know, I suppose I didn’t really know London that well. And I 21 
remember getting off at Stepney Green and going, God, this is like a 22 
completely different world. But, yeah, that’s how I kind of got here.  23 

 24 

 But I kind of always did drama, I always kind of studied drama. On my 25 
course my background has always been in that kind of community-26 
focused kind of theatre and drama world; so when I finally got here I 27 

discovered it was quite a good fit for me. 28 
 29 

I: So you said when you got here you discovered it was a good fix; but how 30 
was your actual, your first day here – and also your friend – how do you 31 
think you felt during your first few days in Half Moon? 32 

 33 
DB: I thought it was really…we were based up in the old building in what was 34 

the main house theatre, and I thought everybody was very friendly, very 35 

warm, very kind of accommodating; it seemed kind of very exciting really 36 

because just kind of they were doing quite…lots of really interesting and 37 

exciting work, so it felt quite natural.  38 
 39 

 And I think being part of the main house it felt there was lots of other 40 
things going on as well, that it wasn’t just the kind of the youth arts and 41 
the professional theatre company, there was kind of lots of stuff going on; 42 

so it kind of felt really busy all the time. 43 
 44 

 I say that though: two weeks into starting at the Half Moon is when the 45 
main house went into liquidation, so I’d only had the job for two weeks and 46 
then maybe not the job because we were all up for redundancy; and it 47 

was only Debbie Bestwick’s – well, the company as a whole, but really led 48 
by Debbie – who really saved the company; I think there was a desire by 49 

the Arts Council and the funding bodies to keep this, well, what’s here 50 
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now, going, but actually the legal ways of getting out of being part of one 51 
company and being another company, and then getting public money in, 52 

was a kind of an enormous task really, and I think, well, you’re still here so 53 
she did a really good job, I think, of that. 54 

 55 
I: So what work did you actually take part in in Half Moon, and what did you 56 

do? How were you involved? 57 

 58 
DB: So I started off being a workshop leader on a project, because it was 59 

supposed to be a time-limited project, called Positive Knowledge, and it 60 
was a piece of work which was about HIV and AIDS, and kind of a drama 61 
education programme based in schools. And it was really, there was a 62 

woman called Caroline Burns who was the kind of leader of that 63 
programme really, kind of came on and developed it; and I was the other 64 

person working on that. But it was very much her baby and I was kind of 65 
helping to work on it. But over time I suppose we grew as more of a 66 
partnership, but really it was her; we kind of had to create it really out of 67 
nothing.  68 

 69 
 And it was an interesting piece really because I suppose it was one of 70 

those first pieces which really kind of tried to tackle that kind of Augustus 71 
[sic] Boal Theatre of the Oppressed kind of thing; it was about trying to get 72 
young people to engage in quite difficult conversations, trying to kind of 73 

rehearse what they would do as they kind of became more sexually 74 

mature as well as sexually aware and started thinking about making those 75 
choices. 76 

 77 

 And a lot of those things, especially around here, are tied up with quite a 78 
lot of gender politics, so it’s not just a safe-sex education thing, there’s lots 79 

more going on and kind of things to weave through, and characters to kind 80 
of weave in, and experiences in understanding of sexuality and what that 81 
means really; it wasn’t kind of as straightforward as we originally maybe 82 

thought it was going to be. 83 
 84 
[05:08] 85 

 86 

 And getting young people up on stage to try and test with the actor, with 87 

us, what it would be like to be in those situations was immensely powerful, 88 
I think, it was a very interesting and dynamic way of teaching, of teaching 89 

through drama, I think. 90 
 91 
 And I think the feedback we got from schools was it was, like, invaluable, 92 

because it was something I think they couldn’t really teach, or found very 93 
difficult to teach, that kind of the notion of safer sex practice. And I 94 

suppose we took it on in quite a direct way, we were quite kind of bold 95 
about it and I think we were, like, relatively shocking for some of the 96 
schools it went into, but I think once you were over that initial hump and 97 

barrier there was lots of kind of two-way conversations with the young 98 
audience; to the fact that when the money ran out we stopped, and we 99 
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found that we got asked to do it again, so we kind of recreated it about a 100 
year later, I think. So yeah. 101 

 102 
I: And how did you personally feel during your working in Positive 103 

Knowledge, the workshop? Did you enjoy it? Did you think it was 104 
successful? 105 

 106 

DB: Yeah, I think it was really successful, and yeah, I did really enjoy it, 107 
because I think for me it was working in schools and in an environment 108 
which is probably quite unique in lots of ways, this part of London, it’s so 109 
diverse but also so kind of quite vibrant, and [inaudible 06:48] people 110 
aren’t shy of having an opinion; and it’s they’re not passive audiences in 111 

schools in this area. So yeah, it felt quite alive, and it felt like we were 112 
doing something quite new, I don’t think people had really kind of 113 

approached it in the way that we’d done it. Okay, and it was called 114 
Positive Knowledge because it was supposed to be quite a positive; and I 115 
mean there was a…it was a reaction really to kind of a government-led 116 
AIDS agenda which was quite negative and quite, like we were all going 117 

to die; whereas this was about making quite positive choices, and as they 118 
said, it wasn’t really just about the sex, it was kind of more about gender 119 

politics and gender issues, and about that kind of power thing between 120 
boys and girls of a certain age. 121 

 122 

I: And you said it was a new thing, a unique workshop; do you think you’ve 123 

kind of come to work in anything similar, or would you like to work in 124 
something similar again or see it happen again? 125 

 126 

DB: Yeah, I mean I think it’s kind of probably lots of other people are using 127 
those techniques a lot more as we kind of went on, I mean I think 128 

Cardboard Citizens have taken it; Adrian, who was at The Bubble and has 129 
now kind of gone on to run Cardboard Citizens, and that’s very much part 130 
of their ethos and their way of working; and we’d done workshops with 131 

them over at The London Bubble were kind of learning some of those 132 
skills. So yeah, I think it’d be… I mean I don’t really work in the theatre in 133 
that way any more so I don’t know whether they’re kind of doing it now; 134 

but I think it is still very interesting and exciting, and that kind of 135 

Cardboard Citizen testament to that kind of work being really still powerful 136 

and vibrant. 137 
 138 

I: And what did you go on to do after your work in Positive Knowledge? 139 
 140 
DB: There’s a question. I think at the time…I think I became education 141 

manager, or education officer – I think that’s what it was called – I think 142 
somebody left, and I think we were now based in Dame Colet House, 143 

which I don’t know whether you know that bit of the history, but it’s 144 
basically a kind of a community centre just up on Ben Jonson Road. 145 
Whereas this building was kind of…well, we were fundraising really and 146 

developing this building, we were in some very interesting offices up the 147 
road. 148 

 149 
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 So I kind of did more working with schools and kind of creating some of 150 
the education material around some of the touring shows, and running 151 

some kind of workshops; I ran some of the youth theatres. But yeah, I did 152 
that for a little while. 153 

 154 
I: Did you have any kind of specific memories that you kind of remember 155 

from this time period, or anything that kind of stuck with you? 156 

 157 
[09:54] 158 
 159 
DB: I do remember us getting our first computer – so that’s how old we are – 160 

but I remember the old education officer used to kind of have to…I can’t 161 

remember what they’re called any more, they like…what are they called, 162 
they’re like carbon copies and you used to kind hand roll them, they were 163 

like printers; and you used to handwrite all the letters to all the heads of 164 
drama in all the schools. 165 

 166 
 And then we got a computer. And when we moved to Dame Colet House 167 

we got more computers. So I do remember that. And I remember having 168 
to treat Jenny Sealey, who’s one of our actors who I think you might have 169 

interviewed already, teaching her how to use the computer, like turn it on, 170 
that kind of thing. And now it just seems insane that any kind of 171 
organisation doesn’t have technology, but you just didn’t. But yeah. 172 

 173 

I: And after that what did you go on to? 174 
 175 
DB: I think, because it was kind of ran more of as kind of a collective as an 176 

organisation people – not that I was ever an actor or that kind of thing – 177 
but when people moved around, and I think Debbie then went on to go to 178 

the Oval House, and I kind of took on more of a directing role; because 179 
there was something I was…always wanted to do, that was my passion 180 
really. Yeah, so I kind of just started taking more of a kind of a directorial 181 

role looking at…on the professional touring company side. 182 
 183 
 And at that time I think we were bringing in new writers, so we’d have 184 

writers in residence; so one of those writers was Lin Coghlan, and she 185 

was based with us working with young people but also writing her own 186 

work, new work for the company. So that was kind of a developmental 187 
process that I was kind of heavily involved in with her. 188 

 189 
I: So you said that you kind of started taking on a more directorial role in 190 

Half Moon; and how did you actually feel about this kind of change? 191 

 192 
DB: I was very happy about it because it was something I kind of always 193 

wanted to do, and I kind of felt…well, I suppose I felt I had something to 194 
offer and creative things to say; and it was an exciting time, it was an 195 
exciting and creative time for me, so yeah, I was very happy. 196 

 197 
I: And what did you work on while you were in that role? 198 

 199 
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DB: So I can’t remember the chronological order, so you may have a problem 200 
with that one; but I worked with Lin on a project called Waking, which was 201 

a play which was set in the West Coast of Ireland. She’s an amazing 202 
writer, I think, Lin, and an amazing kind of creative collaborator, I’ve got a 203 
lot of respect for the way she works, the work itself but also the way she 204 
works. And I remember she invited…and I kind of really like secrets, I like 205 
kind of all that immersive theatre stuff and kind of opening doors 206 

and…and I do remember, like, she invited me on a walk, she just said, oh 207 
meet me…I think we met at Waterloo, in Waterloo Station somewhere, 208 
and she said, I’m taking you for a walk. And thinking back about it, it was 209 
probably only two or three hours, but it was kind of quite exciting being led 210 
somewhere and being told a story and just talking about stories and things 211 

what we were interested in. I think we ended up going to the Clink and we 212 
ended up kind of…this was a museum down on the South Bank, and we 213 

ended up walking in the back streets around the…talk…kind of talking 214 
about atmospheres and places and an idea of…and a sense of what our 215 
backgrounds and where we come from. 216 

 217 

 And I think from that kind of led into us going to Ireland together on a kind 218 
of very kind of similar trip; we talked about pilgrimages and walking. And 219 

that’s kind of where Waking came from really. So we decided that we’d go 220 
to the West Coast of Ireland, which is the most westerly point in Europe, 221 
the next kind of parish along is New York so it’s kind of the edge of the 222 

world really, or edge of the known world, the old world. But we also 223 

decided that we’d kind of try, like, a modern-day pilgrimage, that we 224 
wouldn’t take a car, we’d go on public transport, we’d kind of try and get 225 
there as much under our own steam. 226 

 227 
 And because Lin is an Irish writer and was from Dublin, and it was a really 228 

interesting…to go with her and see…it was like going on a very peculiar 229 
holiday, but a quite intense holiday, it was, like, February and it was, like, 230 
snowing; but was really what Waking was based on, this notion of 231 

journeying, and Waking being about a man who is dying, journeying from 232 
one side of life to another side; but really about his family coming to terms, 233 
about…it was three generations of men. 234 

 235 

[15:17] 236 

 237 
 And it was again something we hadn’t really tackled before. I think quite 238 

often there was an emphasis on work which looked at kind of issues and 239 
drama from a female perspective, and I think it felt kind of quite [inaudible 240 
15:36] quite refreshing; and I think when we took it into schools I think you 241 

could see people’s reaction was quite strong and quite…because it was 242 
quite a bold piece really doing it, it was a young people’s theatre and we 243 

had an older actor doing…he was not quite…with a kind of quite older 244 
actor really, and it was dealing with quite adult subjects, it was talking 245 
about death. 246 

 247 
 And I think what was interesting about that is that it was adults quite often 248 

speaking, and we would always immediately think that a piece of theatre 249 
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for young people needed to have the young persons at the centre of it; 250 
and a young character in that piece very rarely spoke, but what they did 251 

they never left the stage, they were the only people who never left the 252 
stage. so you saw him reacting all the time. 253 

 254 
 And I think that is what’s quite true of lots of young people’s experience is 255 

like they’re not at the centre of their family life, they’re often viewing it; but 256 

at the same time they’re very much having a reaction to it and being 257 
influenced by what’s going on in their family life, but they don’t necessarily 258 
have a voice. And that was what was happening on stage, we used sort of 259 
very…and you could see that, it was quite carefully crafted, that the young 260 
people in the audience were completely viewing it through what…from his 261 

viewpoint, they completely understood it. And I think that was something 262 
that was really exciting and clever in terms of young people’s theatre, and 263 

was quite brave really, because we didn’t know where that was…whether 264 
it would work really, whether not having all young people, young kind of 265 
characters in it… And it was very moving, it was a really moving piece, 266 
and I do remember making quite a lot of teachers cry. 267 

 268 
 And it led to lots of discussion, and I think schools got a lot out of it 269 

because it dealt with quite big issues about kind of, well, people dying, 270 
yeah, and grief; but also kind of lots of stuff about gender and what it 271 
means to be a man was in there, and I think there’s a really…you could 272 

draw out a lot of stuff from it. But, yeah, it was very much a coherent play. 273 

 274 
 And I think the other amazing thing about that play was Lin, when she left, 275 

took it with her, and did some work extending it – because we had to have 276 

a quite short play – and it became one of the first plays of the Soho 277 
Theatre opening in the West End, it was one of their kind of inaugural 278 

plays. So that is, I think, an exciting and wonderful thing, that a play 279 
designed for young people became a main house West End theatre – 280 
well, off West End theatre – play, in one of the kind of big new-writing 281 

venues. And it was a great testament to her skill as a writer. 282 
 283 
I: And do you think your work on Waking came to influence the way you 284 

worked on other plays? Because you told me about how unique it was. 285 

 286 

DB: Yeah, no, definitely. And I think it, for me it became really exciting about 287 
working with…I mean we were always working with new writers, but it 288 

became a bit more important that that writer had more of a voice, that it 289 
was the kind of a bit more author led, and that some of those rules which 290 
we’d all kind of lived by, we didn’t really need to live by them any more, 291 

where you could kind of tell stories which felt a bit more complex and a bit 292 
more grown up, and a bit more complex I suppose, not grown up, it’s the 293 

wrong word, complex; and we could tell them in kind of quite an emotive 294 
way and still feel we were getting through to our audiences and kind of still 295 
hitting, there’s things we still needed to hit as a young people’s theatre 296 

company. 297 
 298 

I: And could you tell us about any other plays you directed or worked on? 299 
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 300 
[19:58] 301 

 302 
DB: Yes. So I think we followed on that with Lin, a play called At The Edge of 303 

the Sky. And that was more, like, slightly older, like, again the same age 304 
range, so kind of secondary school, and kind of followed on as kind of 305 
some of the same themes really, and that was more about travel and 306 

migration, I suppose. And was a bit more of a production number, as I 307 
remember, it had a lot more kind of…it had a set which was the heaviest 308 
set we’d ever built. It was a bit of a nightmare trying to get it to work. But, 309 
yeah, it was a…  310 

 311 

 And I suppose then the other end of the scale is for younger audiences 312 
we did a show called Wimp, which was again a really interesting 313 

experience for us because it was, and as I said, we were always kind of 314 
looking for working with new writers; but I think I was also quite interested 315 
in working with international writers, or on some stuff which was not UK 316 
based. And that came about, it was a Danish play actually, Wimp, 317 

originally, and it was adapted for the UK by a theatre maker called Sarah 318 
Argent who was then working with an organisation called Assitej, which 319 

was the International Association of Theatre for Young People and 320 
Children, and she’s now a very successful young people’s theatre director 321 
in her own right in Wales. But she spoke Danish and had done 322 

translations before. So, yes, I worked with her quite a lot on this 323 

adaptation. 324 
 325 
 It was quite a physical play, it was about a boy who was being bullied, and 326 

kind of about boxing as well, which was kind of it resonated because of 327 
that kind of East End tradition about boxing, but it kind of felt quite 328 

modern, kind of a little bit Rockyesque, and it became quite upbeat. I do 329 
remember we wanted to kind of feel very, very youthful, and the kind of 330 
set was very youthful; we had a really great movement director working on 331 

it who’d worked quite a lot at the National, so it kind of felt really physical 332 
and was quite like we’d done quite a lot…I think I’d done quite a lot of 333 
work working with Lin and it was all very kind of soulful and meaningful; 334 

and this felt kind of different and kind of a bit more, well, punchy, it was 335 

literally punchy. 336 

 337 
 But we got sponsored by Reebok, I remember, they all had really flash 338 

Reebok trainers on; and I never really understood the power of marketing 339 
and branding until we had our first show in a school and all the kids were 340 
so obsessed by the people’s trainers; it became a bit of an issue really, it 341 

was kind of like we were trying to kind of make them dirtier so they weren’t 342 
just kind of…people didn’t really…they weren’t lusting after the trainers 343 

and not listening to the play. But, yeah, so that was…and it had quite a 344 
young kind of cast, we kind of got some kind of some actors who’d just 345 
come out of drama school, so it kind of felt kind of quite vibrant and 346 

youthful. 347 
 348 
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 And I think it was interesting because the language in it, whilst it worked, 349 
whilst Sarah had done a great adaptation it also still felt that you were 350 

telling an international story really and it wasn’t…it could have been 351 
anywhere. And there was something about those playgrounds where you 352 
kind of went for…we went for a walk actually, I remember looking at these 353 
playgrounds, that they’re kind of identical, they’re kind of like…they get 354 
built on these estates and they all kind of look the same, but they’re 355 

all…equally could be, if you’re being bullied, like the most terrifying place 356 
in the world; and they were like a…but they were kind of all painted bright 357 
as they were suppose to be kind of fun, but actually they’re potential 358 
prisons for lots of kids. And I quite like the idea, that that was…that’s 359 
going on, that situation was going on kind of across Europe really, so it 360 

was kind of interesting to kind of pull some of those stories. So yeah. 361 
 362 

 I don’t know, I can’t remember what else I worked on; what else did I work 363 
on? Does it say in the list? 364 

 365 
I: And here it says you also worked on a play called Always With You; do 366 

you remember anything about that? 367 
 368 

[24:52] 369 
 370 
DB: Yeah. All of a sudden it’s dawning on me that I must have been quite 371 

obsessed by death, because that was another play about death; rather 372 

worrying. And again we were touring, that was a play which was very 373 
much geared at kind of 15, 16, 17 year olds, and we performed it really for 374 
like a young theatre audience, so we kind of toured to places like the Oval 375 

House, and other venues; but we also toured to youth clubs. And was a 376 
play about a family who’d lost their father, and what that was like, dealing 377 

with death, dealing with cancer. 378 
 379 
 And it was a difficult touring because we hadn’t really done much in…the 380 

theatre venues were kind of fine, but with the kind of…I don’t remember 381 
that the youth venue, the youth club venues were really tricky, they were 382 
like a…they were quite unruly; and I don’t know whether we hadn’t briefed 383 

them enough, or it wasn’t…and some of them were brilliant and then 384 

some of them were really, like, torturous, and they had to keep stopping 385 

the shows, and it was very hard to get through to kind of…I do remember 386 
having to kind of stop the play in one place and shout at the audience, 387 

which is something I’ve never had to do before. 388 
 389 
 But I think what was interesting for that, or what it really taught me, is that 390 

sometimes you just don’t know, people don’t know the etiquette of theatre, 391 
it’s a kind of it’s a learnt thing, isn’t it, if you’ve never really been to the 392 

theatre why shouldn’t you kind of just talk all the way through it and just 393 
get up when you want to get up, and go and play snooker when you want 394 
to play snooker. And if you haven’t really been taught those things then 395 

it’s kind of a…you’ve to kind of…it’s a difficult thing, isn’t it, it’s that you go 396 
to this space every…you go to this space every week and then all of a 397 

sudden it’s been taken over by this theatre company and they’re asking 398 
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you to sit quietly so you can kind of really think about something. And I 399 
just kind of wonder, yeah, there’s a kind of a…it was interesting, and I 400 

think we needed to think more about the process of how we kind of went 401 
into some of those spaces and how we kind of set up the experience of 402 
watching this play, do you know what I mean, maybe we needed to do 403 
some more workshops and more kind of talking beforehand; I don’t think 404 
we ever really kind of came to a satisfactory solution with it really. But it 405 

was definitely an interesting learning curve for the whole of us really, as a 406 
tour it was quite a struggle. 407 

 408 
 But I think the play kind of held up really well. And there was lots of music, 409 

I do remember there was lots of music in that, and we had to kind of 410 

basically train one of the actors to learn the saxophone to a level where 411 
he could properly play the saxophone, so he had lots of… I mean he 412 

could only play one thing, but he could play it quite well as we kind of got 413 
into the run of the show. But yeah, so… 414 

 415 
I: And you mentioned that you had to train one of the actors to play the 416 

saxophone; how do you think that kind of felt, having to train… 417 
 418 

DB: Well, I didn’t have to train the actors because I can’t play the saxophone; 419 
we got something in to train him. But it was a…well, I think it…I suppose 420 
actors have to train to do lots of different things, isn’t it, if they can’t do it 421 

they can’t do it, and we wanted him to do the part, and it was a vital part of 422 

the role. I don’t know, you’d have to ask him that. 423 
 424 
I: So how do you think Half Moon has affected the wider world of theatre 425 

and acting? 426 
 427 

DB: I think it’s given lots of people…I think personally it’s given me my first…it 428 
had given me my break into theatre, from being at university and then…I’d 429 
done a couple of other small things but it was really a big break for me, 430 

I’m forever grateful to them, for the Half Moon. I should think it’s done that 431 
for quite a lot of people, a lot of actors have worked here, have gone on, 432 
and a lot of writers have gone on to do other things. I think, yeah, I think 433 

it’s done things which are quite innovative; I think that bilingual work was 434 

at its time revolutionary. I think thinking back on it it was revolutionary, at 435 

the time it was just a necessity, do you know what I mean, I think you just 436 
had to be able to do it. But it is revolutionary, I think it’s worked with young 437 

people and its training programmes were kind of second to none; and I 438 
think you still see people in theatres – especially working backstage – who 439 
had their break here, did training here; and I think kind of raised the game, 440 

I think.  441 
 442 

[30:16] 443 
 444 
 I think moving into this building and being independent from the main 445 

house, I think it made it more valid and more high profile, it wasn’t hidden, 446 
do you know what I mean, we used to call it the giraffe house, which was 447 

this tall, thin building which was behind the main house, but actually it was 448 
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kind of hidden behind the garden wall, that this was very much kind of a 449 
public space, we were going to venues under our own steam and people 450 

were coming in here; so it kind of, I think, kind of raised the profile but also 451 
kind of did new things and tried to kind of be more challenging in its 452 
content – well, that’s what I hoped it would be – more challenging in its 453 
content, and that actually you didn’t have to do what you perceived to be 454 
plays for young people. 455 

 456 
 When we auditioned actors we always dreaded…we always asked people 457 

to perform a piece they thought was suitable for young people; but as 458 
soon as they started singing, I don’t know, Pinocchio, or some kind of 459 
song from Disney, we were like, what; and then quite often they didn’t get 460 

the role; so it was, do you know what I mean, we wanted people who were 461 
prepared to kind of go on a journey with us and wanted to kind of work 462 

with young people but in quite a relatively challenging way really and push 463 
subject matters which really were perceived not to be kind of suitable 464 
really, yeah; or they were perceived by the wider world but were kind of 465 
things that young people needed to grapple with. 466 

 467 
I: So in 1996 the company was undergoing some changes in staffing and 468 

just generally how it was being run. 469 
 470 
DB: Yeah. I think because when we had the building – and this is kind of a 471 

personal thing really from when we had the building – it became 472 

impossible really in some ways to kind of run it all without making more 473 
instant decisions. So it became I suppose more hierarchical, we kind of 474 
added more of a structure; we had a board which was a bit more…we’d 475 

done quite a lot of training with the board and finding new board 476 
members, they became a bit more professional. And we had a new 477 

administrator who’d come from more of a traditional…which had come 478 
from the National Theatre, I suppose kind of more structured way of 479 
working. 480 

 481 
 And then I decided to leave, so I suppose there was a moment of time 482 

where it needed to kind of refocus really and kind of think where it wanted 483 

to go and what it wanted to do, and I suppose when Chris came in 484 

that’s…we needed…that was his first big task really, and that’s what he 485 

needed to do – and he’s doing it very well. So yeah, it kind of felt it was 486 
kind of moving from…yeah, it was move…it needed to kind of move, to 487 

kind of move forward really. Yeah. 488 
 489 
 And getting to this building was such a monumental effort for such a small 490 

tiny company. I remember being here quite late at night with the builder 491 
looking at videos of just like down the drains, looking at videos of like his 492 

camera going down the drains looking at how much it would cost to sleeve 493 
a drain and whether we could afford it; and it was quite, do you know what 494 
I mean, that the building, because we were spending quite a lot of money 495 

and they needed decisions to be made, kind of four, like, men that we 496 
were…and it was such an effort to get into this building that once we were 497 

here it was kind of like that was the time to kind of reflect and sit back a bit 498 
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really and think what we were going to do, what was the next phase of the 499 
Half Moon. And I suppose that’s what Chris kind of came in to do. So 500 

yeah. 501 
 502 
I: And are there any other memories about Half Moon that you think you’d 503 

like to share with us? 504 
 505 

DB: I think one of the things I do – I’ve actually just remembered when I just 506 
walked in – is that this building was always designed around trying to be 507 
accessible, it’s not, do you know what I mean, it was a very difficult 508 
building to make accessible, but we wanted it, like, both physically and 509 
sensory and like it was going to be inviting for young people, and lots of 510 

different access things.  511 
 512 

[35:04] 513 
 514 
 But we’ve spent a lot of time and a lot of money trying to get access into 515 

the building. And it was something that the builder – the builders who 516 

actually did the development of the work on it – became quite obsessed 517 
by; and the guy who was the head builder who was like right East End, 518 

you know, it was like he was kind of like in Essex, discovered by himself, 519 
he’d taught himself Braille because he was so interested, and he 520 
discovered that the Braille company, the sign company, had got the Braille 521 

wrong for the toilets, you know, he’s not a Braille user but he’d made 522 

himself learn it. And when we got it checked he was right, it was actually 523 
the wrong toilet signs.  524 

 525 

 So I think that’s what’s quite exciting about, you know, being here, it’s like 526 
everybody was quite passionate about it, is that even the builders were 527 

kind of quite excited about being involved in it, it felt like they were…I think 528 
they felt they were kind of putting something back; and I think that’s what 529 
we felt we were doing as well. 530 

 531 
I: Okay. Thank you very much for sharing this. 532 
 533 

M: You really need to ask the last question. 534 

 535 

I: The last question? Okay. Do you think your time at Half Moon has 536 
impacted your career in any way? 537 

 538 
DB: Oh yeah, a hundred per cent, definitely. Yeah. I think…I went on then to 539 

kind of run arts spaces and festivals in Croydon in South London, but I 540 

always kind of come back to some of the creative experiences I had here, 541 
especially working on things like Waking and working with Lin; and now 542 

I’m kind of at the BBC and working with kind of writers and producers, I 543 
still kind of use some of the techniques I kind of learned here in kind of 544 
working with creative people. Yeah, no, definitely, it’s just a great place. 545 

 546 
I: Okay. Thank you for… 547 

 548 
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DB: Thank you very much. 549 
 550 

I: …coming to talk to us. 551 
 552 
DB: Thanks, Rio. Anything else? Anything specific? I can talk a bit more. 553 
 554 
M: Can you just tell a little bit about the sort of the [inaudible 37:20] 555 

movement when you first came here? Because we haven’t got anything 556 
on that. The nature of it, because it was so complicated. 557 

 558 
DB: Yeah. [Inaudible 37:31] Yeah, there was Greenwich, wasn’t there, now is 559 

Greenwich still going? 560 

 561 
M: No. 562 

 563 
DB: No, okay. 564 
 565 
M: Not in a way, it sort of finished. 566 

 567 
DB: Yeah.  568 

 569 
M: I don’t know, I just think maybe [inaudible 37:41] something like can you 570 

tell us about the theatre for young people movement in the early ’90s 571 

[voices overlap 37:52]. Is that okay? 572 

 573 
DB: Yeah.  574 
 575 

M: Just that, just to give context [inaudible 37:57]. 576 
 577 

DB: Yeah. 578 
 579 
I: So could you just tell us a bit more about the theatre for young people 580 

movement in the early ’90s? 581 
 582 
DB: Yeah. I mean all of us were born out of that theatre in education kind of 583 

history; and I think we were here in the East End, specifically in Tower 584 

Hamlets, and there was Greenwich Young People’s Theatre kind of 585 

looking after Greenwich. But it was kind of difficult times in lots of ways for 586 
funding, because lots of local education authorities were kind of cutting 587 

back, and this is one of the resources, we weren’t a protected resource in 588 
terms of budget line, so lots of times we were kind of being threatened 589 
with closure, and Greenwich was being threatened with closure, and you 590 

know; so there was lots of kind of sharing of information, and campaigning 591 
together to kind of protect the sector really. But equally we were 592 

geographically divided so our audiences were very kind of separate. 593 
 594 
 But we felt that some of our work, especially some of the bilingual work, 595 

was so unique that it kind of could travel; so we always had kind of a 596 
desire to kind of work beyond the boundaries of Tower Hamlets. So I do 597 
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remember that we took plays internationally but we also took them up to 598 
places like Glasgow and Scotland. 599 

 600 
 But that was kind of, other than Theatre Centre, which was the national 601 

touring company for young people, all the other kind of companies really 602 
were tied in with a funding model and a funding body which was about the 603 
local authority. And in some ways that was a great brilliant thing to have 604 

access to all those people, but also kind of it was a burden, it was also a 605 
challenge – not a burden – but it was also a threat that actually that once 606 
that funding source got turned off you potentially kind of could disappear.  607 

 608 
[40:24] 609 

 610 
 So I think in the ’90s a lot of the struggle was about trying to present the 611 

work in lots of different arenas which weren’t tied in to that funding model 612 
but also trying to find other income streams to make the work happen. 613 
And we always did charge for our work in schools, I think a lot of other 614 
theatre education companies didn’t; I mean historically we might not have 615 

charged, I don’t know, but the whole time that I was here, that we did 616 
make a nominal charge; not that it ever really was about making money 617 

back, like, in that way, but it was about them feeling it was they’d invested 618 
in it as a school. 619 

 620 

 But I think it felt very much at the time that it was a shrinking bit of the kind 621 

of the arts sector, and yet it was doing some kind of really important work, 622 
and also kind of really creative work, and we were…but, yeah, it needed 623 
to kind of…it needed to kind of be more arts focused but yet still retain its 624 

education focus. But I think some of the other theatres, some other 625 
companies were far more going down the kind of education-led routes, I 626 

think we were trying to kind of make a balance between the kind of, well, 627 
the arts, theatre and kind of the education content of it. Yeah. 628 

 629 

I: And do you think this affected the creative choices you made in the future 630 
and [inaudible 42:15]? 631 

 632 

DB: In my personal future? Yeah, no, definitely. I think I said before, though, I 633 

kind of became quite interested in the…I suppose I kind of became quite 634 

interested in spaces and how they got used, and moving into this building 635 
became an interesting thing, I never thought I’d actually really be 636 

interested in running a building, but it became really where that people 637 
had a different reaction when they came in the building, that they used it 638 
in a different way. And I thought there was some really interesting work to 639 

be had and programming work to be had.  640 
 641 

 So I think that’s one of the reasons I kind of left to develop that kind of 642 
work in South London, doing it on a kind of bigger scale, I suppose. But, 643 
yeah, definitely, and one of the programmes we did down in the Clock 644 

Tower, was trying to bring in more of a young theatre audience, so we 645 
started programming a lot more younger people’s work. So, yeah, no, it 646 

definitely had an influence on me. 647 
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 648 
I: So just going back to something that you’ve mentioned a bit before, you 649 

mentioned the Half Moon’s bilingual work quite a few times, and I was 650 
wondering if you could tell us a bit more about that. 651 

 652 
DB: Yeah. I suppose it’s probably relatively well documented because it was 653 

kind of quite unique in the sense that we were performing bilingually in 654 

English and Sylheti Bengali. And it wasn’t, I suppose, the mechanism of 655 
making it work was the mechanism how bilingual children speak anyway 656 
is that so I could say to you, hello, in Bengali, and you could say, oh, I’m 657 
fine, thank you very much for asking, in English; and somewhere between 658 
that, the whole audience will have an understanding of what the 659 

conversation is about.  660 
 661 

 So it wasn’t necessarily about making work which was just half in English 662 
and half in Bengali, but at the time it was kind of felt, when we kind of first 663 
created it, that it was a necessity really to kind of start creating that kind of 664 
work, because a lot of children, especially in the kind of five, six, seven, 665 

eight year olds, their mother tongue was Bengali, and that actually it was 666 
really difficult to have a play which was all just in English and for them to 667 

get any meaning out of it. 668 
 669 
 So it was – this is very much Deborah Bestwick’s kind of legacy to the 670 

company really – very much about trying to find a creative way and an 671 

empowering way to look at language and look at that language as a 672 
benefit, to tell really interesting stories in two languages; and actually kind 673 
of a third language because they were quite often speaking colloquial 674 

English, you know, like East End English, so it was all kind of mixed up 675 
with very much about where they are, where that audience was at that 676 

moment. 677 
 678 
 679 

[45:43] 680 
 681 
 I suppose over time there was less and less children who couldn’t speak 682 

any English, but I suppose that’s over as that generation, as those kind of 683 

communities became more settled here; so I don’t know whether it 684 

became less important to actually have that. But it felt quite…to have a 685 
non-Bangladeshi speak Bengali as an actor on stage was a very powerful 686 

almost political act really, and it really meant something, and it really 687 
meant something for the audience, especially a Bengali audience, and it 688 
kind of affirmed that notion and then heritage of their language in a way 689 

which thousands of books and pamphlets could never have done, do you 690 
know what I mean, it was quite transformational. 691 

 692 
 And I remember one of the actors telling me when they’d been up to 693 

Scotland, of which there is quite a strong Bangladeshi community, those 694 

children were terrified of these other people speaking their language, and 695 
that they kind of wanted to shut them down because they didn’t want to be 696 

picked on, because basically because they had the non-Bangladeshi 697 
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speakers had to turn to a Bangladeshi speaker to find out what they were 698 
saying, do you know what I mean, they were empowered actually as 699 

translators in a kind of split second. And it was a frightening thing really 700 
because they’d never been in that situation, it was always seen to be 701 
something not to be shared and then not to be proud of, because it didn’t 702 
really have…that they didn’t really have the kind of education system way 703 
of dealing with languages as we did down here. 704 

 705 
 So that was, yeah, it was kind of a, you know, it was an extraordinary, I 706 

think for them, for the actors, it was an extraordinary moment when they 707 
kind of saw that up in Glasgow. Yeah, it was quite…yeah, that they were 708 
very moving pieces, some of them. 709 

 710 
M: Can you ask, just say that you said…you said that it became less 711 

important as time passed. Could you ask the question why do you think it 712 
became less important, the bilingual work? All right? 713 

 714 
DB: Okay. 715 

 716 
I: So you mentioned that you think the bilingual work became less important 717 

as time went on, and why do you think that was? 718 
 719 
DB: I suppose important might be the wrong word, but necessity, do you know 720 

what I mean, I think it was a necessity to get into schools where most 721 

people didn’t speak English as their first language at the beginning; and I 722 
suppose as that generation grew up and the next generation came in, 723 
they had more English and they were more assimilated into the kind of 724 

English language teaching, so it became less of a necessity. I don’t think it 725 
was particularly less important but I think it kind of empowered people in a 726 

different way, that it was kind of interesting in a different way. 727 
 728 
 But I kind of got the sense that we weren’t getting as much demand from 729 

teachers that actually that’s really what they wanted and needed. And we 730 
were still doing them as kind of, I was still here, and I know – I don’t know, 731 
Chris, sort of I’m looking [inaudible 49:36] – like, I mean I don’t know how 732 

we kind of developed after that or transitioned after that, but I kind of 733 

felt…I mean you could feel…that I can…I got the sense that you could 734 

feel that there was less of a need. And also we’d lost some of the…I think 735 
we’d lost some of the actors [inaudible 49:56] the core acting company 736 

had built up the language skills as well, do you know what I mean, the 737 
kind of non-Bangladeshi actors; so I suspect it probably became more 738 
difficult to find non-Bangladeshi actors who we could train up in the time. 739 

 740 
 I mean this is beyond…I mean this is…we did…I did bilingual work when 741 

we were here, but I suspect that’s what it…that’s where I think we were 742 
going really. 743 

 744 

I: And do you think the bilingual work that you did in Half Moon has gone on 745 
to influence you in your work later on? 746 

 747 
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DB: Oh I mean I work, I suppose…I work in an international context now, 748 
so…but I don’t…I mean directly with Bangladeshi, no not really. 749 

 750 
End of transcript 751 


