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This book is dedicated to the 14-year-old dyslexic me who was told that she 
did not understand Shakespeare by her secondary school English teacher, to 
my beloved children, Romy, Seren, and Nell, and finally, to Thlupego 

Chisiza (1983–2023). 

I sincerely hope that this book honours the memory of Thlupego Chisiza, the 
original Prince Paris, and deeply mourned Malawian theatre star. You are 

missed by so many, and your loss is very deep.
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