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All good art transcends the limitations of time. In other words, good art is timeless and not mediated by 
the shifty circumstances of the period in which it is produced. This research sets out to analyze the 
timelessness, visionary and futuristic nature of Solomon Skuza’s selected songs. The research is 
spurred by the realization that long after his death, an analysis of his music album “Love and Scandal” 
shows the relevance that his words still have on the problematic nature of Zimbabwe’s socio-political 
and economic life. As one of the founding fathers of the ‘irabi’ (the equivalence of ‘sungura’ in the 
Shona language in Zimbabwe) and later Reggae music in Matebeleland both before and after 
independence, the research concludes by arguing that Solomon Skuza as an artist was a victim of 
political circumstances that prevailed in the 1980s and was therefore ignored and marginalized 
musically. It takes the view that the Gukurahundi disturbances contributed to this marginalization by 
the only broadcasting station in the country then, a broadcasting station driven by the political 
imperatives of a hegemonic and monolithic ZANU-PF party that called the shots after independence to 
date. This research argues that at a thematic level Solomon Skuza’s music had and still has a lot to 
contribute to the wrong turn that the post independence Zimbabwean ruling oligarchy took. 
 
Key words: Corruption, ESAP, ZANU PF, Scandal, Sandura Commission, Raggae, Sleaze, Gukurahundi, 
ZAPU, Ndebele, Shona. 

 
 
INTRODUCTION 
 
All works of art, including music, are steeped in their 
materiality. It is the politics of the times that offer the artist 
the material to comment on the social, political and 
economic situation of a society. In other words, a good 
work of art should comment on and about society. This is 
why Achebe (1989) observes that a writer or singer who 
ignores the burning issues of the day is like the proverbial 
man who leaves his house burning to pursue a fleeing 
rat. Implicit in this is the fact that apart from the aesthetic 
side of art, music often has a message. That means a 
work of art is able to make people dance and become 
edified at the end of the encounter. This view is echoed 
by   Wa Thiong’o (1981)   when   he  opines  that   music,  

like literature, is often not  abstract but based on history 
and the politics of circumstantialities. The artist is from 
and part of society and the material for that work is 
harvested from lived experience. This therefore perishes 
the philosophy of art for art’s sake in the African context 
which Achebe dismisses as a piece of deodorized dog 
shit (Achebe, 1989). It is further buttressed by Plekhanov 
(1986:34) who posits the view that “… when artists 
become blind to the major social trends of their time, the 
inherent value of the ideas they express in their works is 
seriously impaired. And their works inevitably suffer in 
consequence.”It is in this context that this research wants 
to analyze and interrogate the songs of  Solomon  Skuza. 
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In his  musical career which spanned from before inde-
pendence when he sang at guerrilla camps in Zambia up 
to around 1995 when he died, Solomon Skuza, 
affectionately known as Jah Solo in the music industry, 
managed to produce (especially in his Raggae album) hit 
songs which up to now, 18 years after his death, are still 
compellingly fresh. Solomon Skuza was born 14

th
 

December 1956 in Plumtree and still remains the most 
popular artist to come out of Kalanga speaking district of 
Matabeleland.Skuza sang in Isindebele, Chishona, 
Kalanga though in his Raggae album he changed to 
English in order, maybe, to overcome the limitations of 
language and try and reach a wider audience. His mother 
language was Kalanga, a minority ethnic group in 
Zimbabwe that had been subsumed under the Ndebele 
until recently. The Ndebele language is, in turn, a minority 
language in a country dominated by the majority Shona 
language. Skuza’s band was called ‘The Fallen Heroes’. 
This referred to the fact that the band was largely 
composed of those who had become incapacitated to 
participate in the war front because of enemy assaults. It 
was also a tribute to those who had fallen as a result of 
the war and provided entertainment and ideological 
direction and encouragement to those still fighting. Skuza 
belonged to ZAPU, a party led by Joshua Nkomo, one of 
the pioneers of the nationalist movements in Rhodesia. In 
the complex ethnic loyalties in the country, ZAPU was 
seen as consisting largely of the Ndebele minority ethnic 
group that was seen as a threat because they were seen 
as bent on reviving Ndebele monarchist hegemony over 
the majority Shona group. That put Skuza’s songs in a 
particularly dicey situation in which he was always 
suspected of being influenced by the ZAPU ideology and 
not the ruling and majority ZANU one after 
independence. 

 That he was a war veteran singer who started singing 
way before 1980 puts him in same league with singers 
from Mashonaland like Chinx who was a ZANLA 
combatant singer in Mozambique but who received a lot 
of air play because he belonged to the right side. Up to 
this day Chinx receives a lot of airplay especially during 
independence days, heroes’ celebrations and towards 
election periods because he toes and subscribes to the 
ZANU-PF totalizing narrative of the making of Zimbabwe. 
This may partly be explained by the fact that Chinx does 
not necessarily critique the ZANU-PF led government, 
but sings in praise of their policies like the Land reform 
Programme, xenophobic verbal attacks on whites and the 
tendency to frame the liberation war in terms of ZANU-PF 
party line. It also puts him in the same class of singers 
like Leonard Dembo, John Chibadura, Thomas Mapfumo 
and James Chimombe. But whereas these singers were 
aligned to ZANU PF and the Shona ethnic group and 
were therefore given a lot of airplay up to the time some 
of them died, Skuza did not receive that kind of 
advantage. This is partly explained by the fact that he 
belonged to ZAPU and  the  Kalanga  ethnic  group  at  a  
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time when there was the Gukurahundi atrocities in 
Matebeleland after 1982. Gukurahundi refers to the time 
in the history of Zimbabwe when was alleged to be 
plotting the overthrow of the ruling ZANU-PF government 
after the discovery of arms caches on ZAPU properties. 
This led to the persecution of the Ndebele as they were 
seen as unpatriotic and bad election losers. All those who 
supported ZAPU were therefore seen as enemies. Thus 
although his songs are still relevant to the Zimbabwean 
society not much airtime is offered to these songs on the 
state controlled radio stations. James Chimombe who 
died in the 80s like Skuza still receives a lot of musical 
attention even to this day. The same goes for Leonard 
Dembo and John Chibadura who died in the 90s. 

 This research will largely delimit itself to Jah Solo’s 
1989 - 1990 reggae hit album ‘Love and Scandal.’ This is 
because in 1990s, Solomon Skuza shifted from the 
traditional fast-paced Kalanga music and gravitated 
towards the Raggae genre. That is when he began to 
give direct political commentaries on the lives of the 
people as they affected by politics. His earlier fast-paced 
songs dealt with mundane issues of love, infidelity, crime, 
pleasure and so on. This genre does not in any way set 
Skuza apart from other musicians. It was the Raggae hit 
album “Love and Scandal” that earned him the nickname 
Jah Solo because of his artistry and verbal incisiveness 
that went into the album. Unfortunately, no sooner had he 
produced the album than he was taken ill and later died. 
Thus though the choice of the only Raggae album may 
appear narrow and not representative enough, it 
nonetheless sheds light on his political comments which 
were and still are relevant to the problematic nature of 
Zimbabwean politics. Such political analysis was rare in 
the Matebeleland musical terrain. The only exception to 
this were the songs of Lovemore Majaivana which were 
critical of the post independence political shenanigans. 
But his music belonged to a different genre and has 
already received a lot of critical acclaim. Otherwise most 
of the musicians exercised self-censorship in order to 
avoid stirring the troubled political waters that had seen 
the massacre of many a Ndebele in the post 1980 period. 
It is against such a background that Skuza’s Raggae 
songs were chosen as representing an oasis of hope in a 
region governed by fear of telling truth to authority. In 
some situations his album can be seen to have been 
predictive of the future of the nation under the self-same 
ZANU-PF government. This research intends to zero in 
on Solomon Skuza’s songs in order to determine to what 
extent he can be described as an unsung, censored, 
ignored or underrated musical hero or to what extent his 
songs can be said to be visionary or ahead of their times. 
 
 
The song ‘Love and Scandal’: A revolution gone 
awry? 
 
In this song Skuza, as a disabled liberation  victim  of  the 
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bombings by the Smith régime, bemoans the culture of 
conspicuous consumption after independence. He views 
the ideals of the liberation struggle as having been 
betrayed by those who took up higher positions after 
independence. In his song Skuza says: 
 
 “How can someone buy a car and sell it again? 
Everybody wants to know! Even the povo wants to know!” 
To further express his disgust at the sleaze that 
characterizes the post independence Zimbabwe, he says 
“…I don’t know why, I don’t know why!...” and that his 
wife has left him because she now wants those that drive 
Toyota Cressidas (very fashionable cars during this 
period). Here Solomon Skuza decries the sterility of 
independence that does not broaden the production base 
to ensure that the generality of the people benefit from 
the fruits of the liberation. Instead the powers-that-be 
simply shove their feet into the shoes left by the white-
man without determining whether those shoes suit their 
peculiar geography and circumstances. This is why 
Fanon (1967:133) says that this class does not have  “the 
economic means to ensure its domination and (simply 
has) to throw a few crumbs to the rest of the country; 
since, moreover, it is preoccupied with filling its own 
pockets, as rapidly as possible but also as prosaically as 
possible, the country sinks all the more deeply into 
stagnation”. These are people who do not seem to have 
an agenda for the nation but who believe personal 
aggrandizement for them should be the guiding principle. 
The ideology of socialism that brought people together in 
the fight against the enemy has been thrown into the 
dustbin; a case of indicating left and turning right. In the 
song there is an indictment of the culture of conspicuous 
consumption. This phenomenon of flaunting one’s wealth 
without the means of creating the in the country inevitably 
leads to the kind of corruption that the singer refers to 
here. It raises the question whether those in authority 
fought against the white man in order to bring radical 
changes to society or not. There is a sense in which the 
song suggests that the struggle was motivated by the 
love of the white man’s privileged position with all the 
benefits this entailed. Skuza is puzzled by the fact that 
here are a people who had been in the rain like everyone 
else, but now that they find themselves sheltered, they 
begin to believe that the ‘povo’s’ lot is in the rain. 
According to him, therefore, the post independence 
space is a paradox. Like its colonial antecedent, it is the 
rule of the few over the many. These are the contra-
dictions that Solomon Skuza is commenting about eight 
years after independence. This is the time Zimbabwe was 
still young and fragile. 

To better appreciate the incisive and the pungent 
nature of Skuza’s criticism of those in higher positions, it 
is essential to put the events in Zimbabwe in its context 
during this period. “Love and Scandal” is a hit song within 
the same album that dramatizes the Willovale Scandal 
that that took place between 1988 and 1989. It became  a  

 
 
 
 
scandal after the Bulawayo chronicle ferreted that 
government officials (ZANU PF officials), especially 
Ministers had bought cars at subsidized prices from 
Willovale Car Assembly Plant in Harare. This was origin-
nally a government initiative to import the Toyota cressi-
das in order to empower ministers as very important 
figures in the post independence period (though one 
wonders what empowerment the ‘povo’ had been given). 
The cars were bought for a song, but were resold at 
exorbitant prices to other Zimbabwean citizens, 
something that was contrary to the intention of the 
scheme. It was the first scandal involving corruption to be 
brought into the public domain though there were clear 
indications that the ZANU PF’s rhetoric of Marxism-
Leninism and a classless society was empty rhetoric. The 
scandal and then the song made nonsense of the 
putative leadership code where ministers were expected 
to declare their assets in order to avoid corruption that 
was patently endemic to other recently liberated countries 
in Africa. The scandal also brought into sharp focus 
Robert Mugabe’s shortcomings as a leader because he 
seemed to condone cronyism, clientelism and partyism. It 
is instructive to note that those fingered in this scandal 
were all members of the then ruling ZANU-PF party. It 
also brought to light the tragedy of entitlement that those 
who took leadership positions believed they had because 
they fought the war- a war that Solomon Skuza fought 
and one that disabled him but which did not empower him 
economically like those in power. It is interesting to note 
that in the kaleidoscope of scandals playing themselves 
out in Zimbabwe in the 1980s, it is mostly men who were 
the culprits. This attests to the fact that women’s place in 
terms of politics and economics was marginalized then. 
Such a state of affairs bespeaks of a brand of nationalism 
grounded in the totalizing meta-narrative of masculinist 
nationalism. This is why Muchemwa and Muponde (2007) 
talk about manning the nation and of a society governed 
by father figures who exclusively and sleazily empower 
themselves. 
  The resultant commission of inquiry set up by the 
government to investigate this sleaze claimed the scalp 
of Maurice Nyagumbo who resigned from his ministerial 
post and later committed suicide for fear of the reper-
cussions. Other ministers who were singled out by the 
Sandura commission included Calistus Ndlovu and Enos 
Nkala who found themselves without their ministerial 
posts and have to this day been consigned to the 
margins of ZANU-PF politics. It is this Sandura Com-
mission that Skuza refers to when he lyricizes that “did 
you hear the news” and “the information has been leaking 
so far.”Skuza goes on to say “the cost of living is still too 
high” which dramatizes how he finds it difficult to 
reconcile the poverty that the ordinary person lives in and 
the opulence that those in power swim in. Bhebe et al. 
(2001) argue that the liberation struggle was also a 
human rights movement and a movement for the 
restoration of the dignity for Zimbabweans. A people  who  



 
 
 
 
cannot afford the basics of life, who are shelterless and 
find it difficult to rise above the ravages of the war cannot 
be viewed as a dignified people. Rabinow (1991:239) 
argues that any leadership worth its sault should “permit 
a decent and moral family life.”In a country where family 
life is fractured, marriages broken because the wife 
begins to believe that the husband is weak, that he does 
not possess the feistiness of other liberators is a 
testament to the asymmetries of wealth that breaches the 
socialist ideals. 

 When Skuza talks about the high cost of living in 1988, 
he would have been aghast at the rate of inflation that 
characterized the post 2000 period that has generally 
come to be known as the Zimbabwean Crisis. During this 
period inflation hit record levels for any country outside 
war. His statement about the cost of living foreshadows 
the penury that the generality of Zimbabweans 
experienced when they became the beasts of burden in 
other countries as they tried to eke out a living. To that 
end Skuza subscribes to Plekhanov’s (1986:5) argument 
that “the function of art is to assist the development of 
man’s consciousness, to improve the social system”, and 
in this case the artist tried futilely to prick the conscience 
of the ruling oligarchy because today corruption has 
become so rampant that it has become a way of life. In 
so far as a song is sung poetry, Solomon Skuza should 
be credited for singing about pertinent and egregious 
political issues that affected the ordinary person. In this 
light he belongs to the same class as Thomas Mapfumo 
who also sang about corruption that stank to high 
heavens in Zimbabwe in the song “Corruption” that was, 
for a time, banned by the authorities. 

  Skuza’s line that “but don’t you hear the cries?” is an 
appeal of an aggrieved patriot trying to make sense and 
come to terms with a revolution gone haywire, a lament 
against a phenomenon that had initially seemed so good 
but had turned out to be so bad as to defy logic. In that 
case the song is  both germane to the circumstances of 
the time and prophetic in a sense. This is because the 
line alludes to the fact that the leader should put an end 
to corruption by government officials or it will mothball 
into a cancer that cannot be stopped in future. Skuza 
uses himself as a synecdoche to capture the lives of the 
ordinary person. He insists that love in Zimbabwe is now 
tied to money and driving of posh cars. Those that do not 
have access to the feeding trough find themselves “now--
-nowhere” and wifeless. He contrasts this with the lives 
that ministers lead – having access to many and any 
woman whilst the business of putting the nation on a 
stable foundation for the benefit of the people grinds to a 
halt. 

The prophetic nature of Solomon Skuza’s song about 
the corruption scandals find expression in the various 
looting sprees by the government that the nation has 
witnessed. These include the ZISCO Steel Blast Furnace 
Scandal which involved top government officials bringing 
the  giant  steel  making  company  to  its  knees  through 
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various false claims for money. To this day, 2013, the 
company is still not operational and a lot of workers are 
out of employment. There was also the 1994 War Victims 
Compensation Fund Scandal in which ZANU PF officials 
awarded themselves hefty sums of money for injuries that 
were, in the main, either dubious or nonexistent. In 
certain instances genuine war veterans with visible 
disabilities were excluded from the compensation fund. 
There were many others such as the 1989 Santana 
Scandal, 1995 Grain Marketing Board Scandal, The 
Watyoka and Muponda saga at ENG Asset Management, 
the ZUPCO Saga, the graft that marred the noble Land 
Reform Programme, 1998 Harare City Council Tender 
Scandal that this paper cannot deal with in depth in a 
research of this scope. It is in this light that Primorac 
(2006:60) observes that “all art is ideological.”In this case 
the song is ideological in that it seeks to subvert and 
destabilize the certainties of ruling elite that has 
appropriated the gospel of individualism as the Alpha and 
the Omega of life. The song reminds society of the 
abandoned principles of we-ness that ought to be the 
guiding philosophy of post independence. Thus, read this 
way, Skuza’s song was ahead of its time in its reach and 
scope considering the level of selfishness that has 
cascaded from the leaders to the ordinary person. 
Leaders are managers of the country who create, through 
their actions and deportment, particular ways of viewing 
social relations, of attaining riches; in short they create a 
culture for good or for worse. In raising these issues, 
Skuza is a voice of conscience. Thus to the extent that 
his songs are not played publicly where corruption issues 
are involved, he is unsung, underrated and conveniently 
ignored. 
 
 
“JFCI” and Skuza’s misplaced optimism 
 
This song seems to cement the ideas raised in “Love and 
Scandal” although the emphasis lies in the singer’s belief 
that corruption can and should be fought until it is 
eradicated. As in the previous song, the artist uses the 
self as a metonymy of the few Zimbabweans who were 
and are still unsullied by the monster of corruption. 
Implicit in the lyrics is the fact that Zimbabwe has 
normalized the abnormal – that to be corrupt is to be 
modern, smart and man- about-town. This is why he says 
“…I was the only one who was left out when the JFCI 
came into our town, town, town, to do their investigation. 
They said we gonna fight and fight and fight; We gonna 
fight and fight and fight, to end corruption[….], I know 
they gonna fight and fight and fight to end corruption[…]”. 
The distinct feature about this song is the bubbling 
optimism the singer has about good times ahead- a 
corruption free Zimbabwe where everyone benefits from 
the sweat of their brow. This is represented by the JFCI, 
although the singer does not spell out what this JFCI 
stands for. The impression  one  gets  is  that  it  is  some  
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instituted body mandated with fighting all forms of corrupt 
tendencies. This is why he says “…JFCI means to 
change things…”.  

It is difficult to determine where Skuza’s optimism 
stems from except that perhaps the Sandura Commission 
of 1988 to 1989 gave the façade that corruption was not 
going to be tolerated in Zimbabwe. An impression arose 
that perpetrators would be prosecuted. But it should be 
remembered that the sanctioning of a few ministers was 
immediately followed by the redeployment from the 
government- owned Bulawayo Chronicle of its editors to 
some other positions. This meant that the government did 
not take kindly to the unearthing of these shenanigans. 
The editors were largely seen as overzealous, 
disrespectful and hell-bent on embarrassing a “people’s” 
government. Allied to this is the fact that the Zimbabwe 
government, in recent times, has conjured up the Anti-
corruption Commission whose bark is worse than its bite. 
This is because it is allowed to investigate cases of 
corruption but has no prosecuting powers. Besides, 
because it lacks independence and is a progeny of the 
government, it is always kept in leash. This amounts to a 
megaphone declaration to all and sundry that something 
is being done to destroy corruption when in reality the 
Commission’s hands are securely tied. A case in point is 
the incident when this commission argued that the mines 
Minister, Obert Mpofu and his indigenization counterpart, 
Saviour Kasukuwere, had prima facie cases to answer 
relating to underhand dealings in diamonds and the 
indigenization programme respectively. The authorities 
blocked the investigations and, in fact, argued that the 
Commission was acting ultra vires their brief. The same 
is true of the Land Audit body set up to ensure that one-
man-one farm rhetoric is upheld. It was a body set up by 
the government to investigate multiple farm ownership 
by, mainly, government officials. To date the results have 
not been published.  

 It is therefore trite to argue that Skuza’s convictions 
about government -instituted bodies mandated with 
putting an end to sleaze was misplaced. His patriotism 
colored his judgments so much so that he felt that the 
socialist ideology was still going to be recuperated and 
followed long after it had been jettisoned. He failed to 
read the grasping, accumulative mystificatory and tracks-
covering nature of a government that had betrayed the 
revolution. But that he had the guts to bring it to the 
public domain is itself a testament to his critical 
engagement with issues of importance. 
 
 
“ESAP” and wrecked Livelihoods: Skuza’s take 
 
This song “ESAP” is a natural progression of the issues 
of corruption that Skuza sang about in his earlier songs. It 
interrogates and depicts the causal consequences of a 
state run by kleptocrats bent on personal aggrandize-
ment.   In    the    Zimbabwean   economic   and   political 

 
 
 
 
iconography, ESAP is an acronym for Economic 
Structural Adjustment Programme. In the aftermath of 
independence the ruling elite were so staggered by the 
very idea of self- rule that they set about lining their 
pockets and adopting populist policies without expanding 
the productive base of the new nation. The vast majority 
who had previously been excluded in the national pie 
were supposed to be catered for in the seemingly 
inclusive, democratic (socialist?) nation. Corruption had 
done so much to destroy the nation’s economy that it was 
a matter of time before the bubble or euphoria 
independence burst. And it did burst manifestly in the 
1990s. It is this fait accompli that Skuza sings about in his 
song. His song goes: 
 
               “…No, no, no brother stop crying 
              No, no, no sister stop crying[ …]*2 
              No, no, no brother stop crying[ …] 
              But how come you look so sad?[ …] 
             You got to be strong; you got to be 
              Brave and accept the changes 
              Even if we hide under the table 
             Even if we close our eyes, ESAP 
             Will find you[------] 
             No, no, no brother stop crying ESAP 
              Will be over one day[ …]*2 
             Just like the devil looking for a 
             Sinner, ESAP is gonna find you[...]” 
 
These are the singer’s salient words in dramatizing the 
difficulties that people went through during the period that 
marked a naked reversal of people’s expectations about 
independence. For one thing, ESAP marked a tacit 
abandonment of Marxism-Leninism or whatever ism the 
ZANU PF government claimed it was embracing. For 
another it was a tacit espousal of capitalism with its un-
bridled individualism: an antithesis of the communita-
rianism that marked the fight for independence. This was 
because ESAP was adopted at the behest of the World 
Bank in 1987 and formally adopted in 1991.  

 Skuza’s choice of words connotes resignation at the 
suffering that the ordinary person was going through 
during this period. ‘Crying’ in this context denotes pain 
and helplessness. He creates the impression of an 
existential dead end in which people had nowhere to turn 
to for succor. This is because according to Bond and 
Manyanya (2002:25) “[----] corruption and patronage 
system emerged parallel to the growth of a ‘comprador’ 
faction, i.e. a group of sellouts which came to identify 
more with Washington’s logic than with the popular 
needs[…]”The sense of resignation and somnambulistic 
existence is buttressed by the statement “[…]we got to 
accept the changes[ ---]“. This acceptance is not willed, it 
is an expression of impotence and castration by an 
oligarchy swept into power on the promise of the general 
good for the many. It is a statement of betrayal writ large. 
To  show  that  ESAP  was  a  monster  meant   to  wreck  



 
 
 
 
people’s livelihoods and cast them down the same way 
colonialism did, Skuza uses the technique of personi-
fication or at least anthropomorphism. He says ESAP is 
like “[---] like the devil looking for a sinner[...]” The devil 
symbolizes evil; the devil is anti-life because s/he is bent 
on bringing harm to a people. The devil, like a witch, finds 
sadistic glee in the suffering of a people. To such a 
creature happiness and equilibrium are anathema. The 
implication is that the leaders had leagued with dark 
forces to make people’s lives unbearable whether by 
omission or commission. This paints a gloomy picture of 
the leaders in Zimbabwe during this period.  

 It has to be understood that this analogization of the 
leaders to the devil is particularly apt. According to 
Raftapolous and Mlambo (2009) ESAP resulted in de-
industrialization as many industries closed shop, or in the 
case of Bulawayo (Zimbabwe’s second largest city) with 
its water woes, companies relocated to Harare where 
there was business. The net effect of this was that 
unemployment rose as workers were either retrenched or 
laid off. Production also dropped markedly (Bond and 
Manyanya, 2002). School fees rose beyond the reach of 
most people, drugs became scarce and the availability of 
water became a problem. This drama, it should be 
remembered, was being played out in a stage where 
there were the ravishing droughts of 1992 and 1995 
(Raftapolous and Mlambo, 2009). There were general 
increases in food prices because one of the 
underpinnings of ESAP was the removal of all subsidies. 
The government had to stand aside as a government of 
the people by the people and for the people. The ordinary 
citizens were left to their own devices. The net effect of 
this was crass class inequalities that were reinforced so 
that the poor got poorer whilst the rich got richer. The 
drop in the real wages of the worker and the removal of 
import controls worked to the advantage of business 
vultures in the country. It is in this context that Primorac 
(2006:64) observes that “although it was the chief stated 
aim of the war to appropriate colonial space and 
reconfigure it in order to remove social inequalities that it 
produced, it is arguable that in the first decades of 
independence this happened[….] Thus the image of 
bleakness, gloom, doom, suffering and devilry is apt in 
the milieu generated by ESAP. 

 When the singer says” …Even if we hide under the 
table; Even if we close our eyes ESAP will find you…”, he 
reinforces the ubiquity of this suffering, of scarcity and 
heightened sense of betrayal. Ironically even in this cul 
de sac, Skuza still sees hope that one day ESAP will be 
over. This is inexplicable unless one takes it to mean the 
resilience of human beings in the face of adversity. But 
the Zimbabwean history does not bear him out in that no 
sooner is ESAP and its sequel ZIMPREST over than the 
1997 Zimbabwean dollar plunge takes place. A 
concatenation of factors combine to produce what has 
become known as the crisis from 1997 through to its 
reverberative effects of  2013.  May be  Skuza’s  thesis is 
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that people are sustained by hope through difficult times 
hence the hope that things will turn up okay. One may 
hazard the view that this hope, seemingly misplaced as it 
is, is a function of the reasoning that the beautiful ones 
will surely be born to steer the ship to the promised land 
of the equal distribution of wealth and employment 
generation. Skuza’s songs corroborate Fischer’s (1958) 
argument that art makes man fully human and without it 
s/he could be animalistic in behavior. It is a form of social 
consciousness, a mirror of a  code of conduct, arising to 
explore, explain and shape life. One might argue, 
therefore, that Skuza has his pulse on the heartbeat of 
his society as it teeters and totters dangerously on the 
precipice in which the ordinary person is the casualty. 
 
 
Conclusion 
 
In the light of the above analysis of Solomon Skuza’s 
reggae album “Love and Scandal” one may argue that in 
many ways the singer was a visionary. His songs 
touched on issues that profoundly affected the ordinary 
person. Durable works of art invariably seek justice and 
good life in the public sphere. Skuza, through his reggae 
songs, points out the shenanigans, the chicaneries and 
manoeuvres of those in power as they abdicate their 
responsibilities of being the servants of the people to 
being narcissists. To the extent that his songs still 
resonate with a measure of relevance to the Zimbabwean 
society in 2012, Skuza can be regarded as an ignored 
and underrated singer.   
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