THE HIDDEN WORLDS OF SCHUMANN’S
ALBUM FOR THE YOUNG
by Elizabeth Green

Robert Schumann’s Album für die Jugend, Op. 68, is widely perceived as a pedagogical
work intended to assist young children in their piano studies. A small number of the
pieces are indeed used for this purpose, but by and large these beautiful miniatures
are too difficult for students to play: none but the most gifted and musical students
can manage them with even a semblance of the skill required. They are also
largely overlooked by advanced musicians: perhaps because the Album is seen as a
pedagogical tool, there is little consideration of it as a major work. But close study
of Album for the Young reveals a work carefully constructed in its harmonic and
thematic relationships; and analysis of the subject-matter suggests interesting layers
of meaning. Schumann himself described the difference between his reminiscences
of childhood in Kinderszenen, Op. 15, and the Album for the Young:
Although you will detect signs of my old humour here and there, these pieces are
completely different from Kinderszenen. The latter are the reflections of an adult for
other adults, while the Album is rather made up of foretellings and premonitions for
children.1

This statement does not necessarily suggest that children must play the pieces.
For Schumann the distinction between the two works may simply have been one
of perspective: in Op. 15 the adult looks back at childhood, whereas in Op. 68 the
composer provides pictures for future children, based on his own experiences, of the
life that may lie ahead of them. From this point of view the composer of the Album
for the Young has the role of a seer, a spinner of tales, mapping out the whole pageant
of life for all to see. Schumann said that the work
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grew directly out of my family life. […] I wrote the first several pieces as a birthday gift for
our oldest child, and before I knew it, one followed on another.2

It is therefore often thought that the work as a whole was given as a gift to his daughter
Marie – and yet there are clear differences in playing standard between the first five
pieces, which were indeed given to his daughter, and the other pieces in the set,
suggesting that what was briefly used as a simple birthday present for Marie was then
used as the basis for a more wide-ranging and serious work.
In 1848 the Schumanns were in financial difficulties. Their family was constantly
growing (with a fifth mouth to feed arriving in that same year), and lack of sales of
Schumann’s complex works had removed the composer from his publisher’s list.
Schumann would have found it tempting to attempt a work which would earn them
some money and, indeed, the Album for the Young was very successful from this point
of view. But it’s worth remembering the sorrows and difficulties the Schumanns were
experiencing at the time. In the year before, their first son, Emil, had died, and this
tragedy was preceded by the sudden death of Fanny Mendelssohn and followed by the
death of Schumann’s dearest musical friend, Felix Mendelssohn himself. The revolution
of 1848–49 was causing anxiety to Schumann, who feared military combat. He was a
composer who took his art very seriously; that in the midst of all this turmoil he might
write an entirely light-hearted and frivolous large-scale work with no inner meaning
seems highly unlikely.
Schumann’s fondness for cryptography may play a role here, too. He kept as a lifelong companion a book on cryptography sold in his father’s bookshop. Schumann’s
use of letters and literary allusions to create extra layers of meaning in his music has
been well documented.3 Shortly before his attempted suicide in 1854, Schumann
wrote in a letter to his friend Joseph Joachim: ‘Between the lines of this letter there is
invisible writing which will one day come out’.4 Schumann’s reference to hidden layers
Ibid., pp. 405–6.
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of meaning in the letter to Joachim corresponds with his well-known fascination for
the concept of masked balls, where people (or ideas) are disguised (for example, in
Papillons, Op. 2, Davidsbündlertänze, Op. 6, and Carnaval, Op. 9). It is a reminder,
too, of his liking for the symbolism of the word ‘Larve’, pupa – at the same time the
word in German for a masked ball and for the chrysalis of the butterfly (and itself a
metaphor for latent ideas in the brain before they take flight in the imagination). Both
meanings come together most obviously in Papillons. It is therefore certainly possible
that Schumann’s interest in metaphor led him to conceal further layers of meaning
within the Album for the Young.
In investigating this question of possible hidden meanings in Op. 68, it can
be interesting to look first at William Blake’s Songs of Innocence and Experience.
Schumann was probably familiar with this work, having grown up with his father’s
extensive personal library and being certainly knowledgeable about the works of
English poets: an ongoing project of his life was researching quotations about music
in Shakespeare’s plays, all of which he read. It is known also that, as a young man,
he read Manfred and Childe Harold by Lord Byron. Blake, born in 1757, was equally
famous as a poet and a painter, and Schumann may certainly have seen a similarity
between his own role as both writer and composer and Blake’s dual talent. Songs
of Innocence and Experience were published in 1794, each poem accompanied by
a coloured ‘illumination’ painted by the poet himself. Like Schumann, Blake was
a believer in symbolic meaning whose views on God ran contrary to the teachings
on organised religion of the day. For him, the Artist was seer or prophet, providing
visions through which ordinary humans could reach God’s love and mercy. Richard
Holmes, in the introduction to the Folio edition of Blake’s Songs of Innocence and
Experience, suggests that Blake incorporated his ‘brilliantly original and alarmingly
eccentric’ philosophy into a work ‘purportedly addressed to children’. Holmes goes
on to say that
Songs of Innocence [is] set in a sunlit, pastoral world […]. Its central ideas are those of joy,
comfort, tenderness and parental or divine security […]. Songs of Experience [is …] set in
a darker, more dreamlike version of the same landscape, with nightmare intimations, […]
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a sense of twilight and nightfall, and menacing animal and insect shapes. Here the central
ideas are those of anger, jealousy, anxiety, cruelty, injustice. […] Seen as a complete cycle,
the Songs develop a vision of human nature which questions our most fundamental
ideas […].5

It is easy to see how Schumann’s imagination might have been captured by this work,
and there do seem to be definite parallels between Blake’s Songs of Innocence and
Experience and Schumann’s Album for the Young. Aside from the introduction to each
part of Blake’s work, the number of poems/pieces in each volume of the two works is
identical. As the numbers are quite unusual – eighteen in the first book and 25 in the
second, with a total for each work of 43 items – it surely cannot be a coincidence. Blake’s
introduction to Songs of Innocence ends:
And I wrote my happy songs,
Every child may joy to hear.6

The introduction to Songs of Experience begins with the words:
Hear the voice of the Bard!
Who Present, Past and Future sees
Whose ears have heard,
The Holy Word,
That walk’d among the ancient tree.7

It could be argued that Schumann saw his role as composer of the Album for the Young
as that of the ‘author’ in Blake: the ‘bard’, the soothsayer, the prophet who through his
pursuit of Art can point the way towards Divinity for others. It is interesting to note that
the sixth poem in Blake is entitled ‘The Chimney Sweeper’:
When my mother died I was very young,
And my father sold me while yet my tongue
5
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Could scarcely cry ‘Weep! weep! weep! ‘weep!’
So your chimneys I sweep and in soot I sleep.8

This concept matches closely that of the sixth piece, ‘Poor Orphan Child’ 6 , in the Album
for the Young. The image is not common in Schumann, but Blake uses it repeatedly.
Is Schumann here giving a hint that he’d like his listener to delve beneath the surface
of his apparently simple work? The choice of Knecht Ruprecht (‘Servant Rupert’) as a
character, No. 12 in Book 1 of Album for the Young 12 , further supports this suggestion.
It can also be seen that Schumann carried over from Blake the idea of correspondences
between the two volumes.
Blake’s work may have inspired Schumann by showing how much depth and meaning
can be concealed in a collection of short pieces, apparently but deceptively couched in a
language simple enough for children to understand. Tellingly, though, the two parts of the
Album for the Young are intended ‘Für Kleinere’ and ‘Für Erwachsenere’ – not simply for
children and for adults, but for smaller people and more grown-up ones.
The Structure of the Album for the Young
The Album for the Young has a clear tonal structure, the first part based around C major
and the second around A major/minor. C and A were musical letters in his wife’s, Clara’s,
name; and A major was one of her favourite keys. C and A were also musical letters in
Schumann’s own name and, coincidentally, are found in the name of Bach as well. When
it is noted that the only unrelated key in the set, E flat major for ‘Mignon’ 35 in Part II,
was often used by Schumann to indicate the ‘S’ in his name (as ‘Es’ is the German word
for E flat), it seems reasonable to suggest that the keys used in Op. 68 were not randomly
chosen and in fact may have been the subject of underlying organisational principles.
The Album for the Young is linked by a complex system of thematic relationships,
the most dominant source of material being the Bach chorale ‘Freu’ dich sehr, O meine
Seele’, from Cantata No. 32, Liebster Jesu, mein Verlangen. Indeed, in No. 4, ‘Chorale’ of
the Album for the Young 4 , Schumann presents the Bach chorale almost exactly, in its
original key.
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Schumann’s close friendship with Mendelssohn is well known, as is Mendelssohn’s
role in encouraging performance of the works of Bach. But Schumann, too, had always
admired Bach. His parents were from Thuringia, the home of the Bachs, and in Zwickau,
where the Schumanns established their family, strong links to Bach were forged by Bach’s
student, Ludwig Krebs, once an organist in the local church. Schumann studied Bach
assiduously, and once wrote to Clara: ‘Bach is my daily bread; he nourishes me and
gives me new ideas – I think Beethoven said, “We are all children compared to him”’.9
Another link between Bach and Schumann is the interest in writing music based on the
musical letters in names. Schumann made clear reference to the BACH motif (B flat,
A, C, B) in previous works (the Second Symphony, for example) – and, of course, three
of the letters in Bach’s name, ACH, are also shared by Schumann’s. There are clearly a
number of reasons that Schumann might have chosen a theme by Bach as his principal
melodic structure in this work, in which melodies are inverted and played backwards,
and altered in the ways in which Bach was so widely famed.
The chorale theme can be found in innumerable permutations in the Album for
the Young. Broken up into fragments, the first two phrases of the chorale theme give
an upward scale passage of 2–3 notes (depending on where one stops and starts) and a
downward scale passage of 5–6 notes. The second phrase has an upward scale passage
of 3–4 notes and a downward passage of 3–4 notes. The first five pieces in Album for
the Young, the original gift to Marie on her seventh birthday (and the only pieces in the
work simple enough for most seven-year-olds to play), are all based on the Bach chorale.
For Schumann to write a set of ‘foretellings’ for young children, based on his own
experiences, would have seemed, not an egotistical act, but rather an expression of the
most logical place to seek for truths, within his own soul. In choosing ‘Freu’ dich
sehr, O meine Seele’ in particular, Schumann gives yet another insight into the deeper
purposes of this work, for the title translates as ‘Be very joyful, O my soul’. In spite of the
deep depressions which plagued him throughout his life, in spite of the many tragedies
of his existence, in spite of much suffering, Schumann gave an optimistic message to
Letter 47, dated 19 March 1838, Leipzig, in Eva Weissweiler (ed.), The Complete Correspondence of Clara and Robert Schumann,
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the young of future generations: you will suffer and you will die, but life will always be
renewed, and there will always be joy, and love.
Romantic Thinking in the Album for the Young
The Album for the Young examines a number of topoi that were central to Romantic
thought in the first half of the nineteenth century. The various symbolic meanings of the
pieces can be mapped in categories which manifest these concerns.
The influence of Goethe on Schumann was clearly profound. Goethe, who
believed that the Artist reached his goals through a process of self-building (Bildung),
was instrumental in the development of a form of novel called the Bildungsroman,
which tracks the development of a young adult as he develops his moral character –
exactly the concern of Goethe’s novel, Wilhelm Meisters Lehrjahre (‘Wilhelm Meister’s
Apprenticeship’), first published in 1795–96.
The Romantics looked inwards (a direction frequently encountered in Schumann’s
music is innig) to find their spiritual truths, an approach Blake took in his Auguries of
Innocence (written in 1803 but not published until 1863):
To see a World in a Grain of Sand,
And a Heaven in a Wild Flower,
Hold infinity in the palm of your hand
And eternity in an hour.

The symbolism of ‘the child’ in Romantic thought is linked with this inwardfocused gaze. For the Romantics, children were still in touch with their spirituality, and
therefore receptive to the opening-up of their souls. It is highly suggestive, therefore,
that Schumann chose a work ostensibly for children as the location for some serious
reflections on Art and Nature, in keeping with Romantic beliefs.
First, eighteen of the 43 pieces symbolise various manifestations of the Artist: as
child, as warrior, as tiller of the ‘soil’ of the imagination, as traveller (through the world,
but also through life), as spinner of tales and as composer: ‘Soldiers’ March’ 2 , ‘Poor
Orphan Child’ 6 , ‘Little Hunting Song’ 7 , ‘Wild Rider’ 8 , ‘Folksong’ 9 , ‘Happy Farmer,
returning from Work’ 10 , ‘Servant Rupert’ 12 , ‘First Loss’ 16 , ‘Little Morning Wanderer’
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17 , ‘The Horseman’ 23 , ‘Remembrance (4 November 184710)’ 28 , ‘The Stranger’ 29 , ‘Song
of War’ 31 , ‘Sheherazade’ 32 , ‘Mignon’ 35 , ‘Italian Mariners’ Song’ 36 , ‘Sailors’ Song’
37 and ‘Northern Song (Greetings to G.)’ 41 . Further, the hidden presence of Bach
throughout the work keeps the idea of the composer/Artist ever-present.
The theme of No. 41, ‘Northern Song’ 41 , is based on the name of the Danish
composer Niels Gade (1817–90), the significance of which at this point in the work
requires further elaboration. Gade was a younger composer who Schumann, in 1848,
seems to have thought was starting a brilliant career. He may have symbolised for the
older man the constant beginning of the new, and the phasing-out of the old, which
was so central to his fundamental beliefs. It should also be noted that it was Gade who,
in 1848, inherited Mendelssohn’s position as conductor in Leipzig, a job with deep
emotional resonance for Schumann – and also, incidentally, a job he would have dearly
loved for himself.
The obverse of the composer-as-Artist coin is the view of the individual as outsider,
and two movements of Op. 68 raise intriguing questions. The subject most obviously
inappropriate for children in Album for the Young is Mignon, who gives her name to
the only piece in the key of E flat major 35 . Beethoven, Schubert and Schumann all
wrote sets of Mignon songs (Beethoven, Op. 75; Schubert, Op. 19, No. 2, and Op. 62;
Schumann, Op. 98a, Lieder und Gesänge aus Goethes Wilhelm Meister); Liszt also wrote
a piano transcription of Beethoven’s Mignon. The Lieder und Gesänge aus Goethes
Wilhelm Meister were written in 1849, the year after he completed Album for the Young,
and in which Schumann also composed his Requiem für Mignon, Op. 98b, a work for
solo voices, choir and orchestra. Mignon is a character in Goethe’s Wilhelm Meister’s
Apprenticeship. She is ambiguous in her gender, a slight, slender girl dressed as a boy,
who becomes attached to the protagonist of the novel, Wilhelm Meister. An elusive
child, she speaks little but shows deep emotion in her body language. She dies early,
perhaps of a broken heart. Before her death she develops a habit of dressing always as
an angel, in long white robes and with golden wings, and it is in this clothing that her
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funeral rites, the setting for Schumann’s Op. 98b, take place. Mignon, moreover, is a
displaced person. Originally from Italy, she is a personification of yearning, of Sehnsucht.
When her parentage is revealed later in the novel, it is learned that she is the child
of an incestuous relationship between a brother and a sister. The connection between
Mignon’s melancholy and Schumann’s lifelong depression is obvious, but it seems to go
further when one remembers Schumann’s fear that he himself would die young. Mignon
is one of several Goethe characters considered to represent poetry as a concept, and the
story of Wilhelm Meister’s journey through life, in which the nature of art, theatre and
poetry are closely examined, may have further implications for the Album for the Young.
The introduction of Knecht Ruprecht (‘Servant Rupert’) in part I 12 is also
interesting. Phyllis Siefker suggests that Rupert is a manifestation of an old pagan figure
whom she calls the ‘wild man’:
one of the last descendants of a long line of dark, sooty, hair-covered men, the remnants
of a pre-Christian god of awesome power [… who] has shaped our core mythologies
in the guise of common legendary characters in mythology, plays and literature; Santa,
Adonis, Harlequin, Robin Hood, Robin Goodfellow, Peter Pan, Satan, the Pied Piper,
the court fool, Merlin. […]. Originally a beast-god who reminded people of the cyclical
nature of the world, of death and rebirth, this Wild Man was part of fertility performances
throughout Europe.11

At the very least, it can be said that Knecht Ruprecht is not the sort of warm, cuddly
character one would expect to see in a book of beginner pieces for small children;
instead, he is another manifestation of the outsider.
Schumann does not mention ‘love’ overtly in Album for the Young, but his use of three
asterisks as the title of three of the pieces 21 26 30 in Part II is intriguing – presumably
there was a symbolic meaning to these pieces which he chose to keep hidden. There
is a striking parallel in his insistence that the original titles in his Fantasie, Op. 17, be
omitted and three asterisks placed at the top of each movement. He openly stated to
Phyllis Siefker, Santa Claus, Last of the Wild Men: The Origins and Evolution of St. Nicholas spanning 50,000 Years, McFarland,
Jefferson (North Carolina), 1997, pp. 5–6.
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Clara that his Fantasie, Op. 17, was about her: ‘The first movement is probably the most
passionate thing I’ve ever done – a profound lament for you’.12
The keys of the three asterisked pieces in Op. 68 are C major for the first and F major
for the other two. C major has been said to symbolise Clara13 and it is also the case that,
around the time of the composition of the Album for the Young, Schumann had begun to
note in his marriage diary, with the letter F, acts of sex between him and his wife, both of
them, incidentally, true Artists in the context of the Album for the Young.14 Interestingly,
the asterisked pieces in F major in the Schumann correspond in location with the two
Blake poems symbolising love: the poems ‘The Sick Rose’ and ‘My Pretty Rose Tree
(Nos. 26 and 30).
The role of Art itself was another Romantic preoccupation, to which Schumann
drew attention simply by illustrating various manifestations of it, not least through
constant allusions to Bach: ‘Melody’ 1 , ‘Soldiers’ March’ 2 , ‘Humming Song’ 3 ,
‘Chorale‘ 4 , ‘Little Piece’ 5 , ‘Siciliana’ 11 , ‘Little Study’ 14 , ‘Little Romance’ 19 ,
‘Roundelay’ 22 , ‘Echoes from the Theatre’ 25 , ‘Little Song in Canon’ 27 , ‘Theme’ 34 ,
‘Mignon’ 35 , ‘Little Fugue’ 40 and ‘Figured Chorale’ 42 .
Finally, nine pieces trace the cycles of nature, beginning in May 13 and Spring
(youth) 15 , passing through maturity (harvest 18 20 24 , vintage 33 ), on to death
(wintertime) 38 39 and then to the promise of new life again on New Year’s Eve 43 .
Schumann reinforces this message of rebirth after ‘Wintertime II’ 39 with the
introduction of a young new composer, Niels Gade 41 , and strengthens it with a more
complex version of Art 42 by the greatest Artist of all time, Bach.
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WHY TRANSCRIBE SCHUMANN’S
ALBUM FOR THE YOUNG FOR STRING TRIO?
by Anssi Karttunen

Making transcriptions was an art that was part of musical life in the nineteenth
century, and was probably at its height in Schumann’s lifetime. It was the way to
get to know music, all kinds of music, at home. As soon as a new symphony came
out, a four-hand transcription for piano or a piano-trio transcription was published.
Publishing houses had in-house arrangers to make all kinds of useful versions.
When they had time, composers themselves made different versions for alternative
instruments. Music and making music were part of life in households in a very
different way from today’s digital world.
My own transcriptions are born sometimes out of musicological reasons, as in
the reconstruction of the original string-quintet version of Brahms’ Piano Quintet1
which the composer himself destroyed for some reason. I felt the call to transcribe
Schumann’s Cello Concerto for cello and string quartet because the composer
himself had offered to make one for household and study purposes, but his publisher
Recorded, along with the viola version of the String Quintet, Op. 115, by the Zebra Trio (Ernst Kovacic, violin, Steven Dann,
viola, and Anssi Karttunen, cello), with Krysia Osostowicz, violin, James Boyd, viola, and Richard Lester, cello, on Toccata
Classics tocc 0066.
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turned it down. Often my transcriptions are born out of frustration for not being able
to play a piece I love, as in Brahms’ Handel Variations, Op. 24, which I finally was able
to play after making a version for string trio. Sometimes making a transcription is a way
of studying a piece in real depth. There is no better way of getting to know how a work
is made than spending months tearing it to pieces and refitting it for another ensemble.
Schumann’s Album for the Young is a special case. It started as a Christmas card. I
was looking for a tiny something to transcribe to send as a Christmas message for my
friends of the Zebra Trio and the first movements of the Album seemed ideal for that
purpose. I had no idea then that the work would take over my life for months. I began
from a position of relative ignorance: like almost everyone else, I knew the few pieces
that we all learn at some point as children, but I had never heard the whole Album.
I chanced across an article by Elizabeth Green, which pointed to similarities with
Blake’s Songs of Innocence and Experience and to intricate connections between the
pieces.2 I started seeing the complex sets of variations, the references to Schumann’s
heroes Bach and Beethoven, greetings to his friends Gade and Mendelssohn, how he
moves stylistically through village life, from the church to a country dance, first love,
betrayal, fairy tales, sailors, war and strangers. He follows the passing of the seasons,
the passing of life, and leaves his listeners with a song for the New Year which is
neither sad nor happy.
It is true that the first five pieces were written as a birthday greeting for his daughter
Marie, but something must have quickly clicked in that delicate brain of Schumann’s
and he started weaving his whole life into the Album, writing it for the medium most
immediately available to everyone, the piano. The further you follow the Album, the
more you realise that many of the pieces would be incomprehensible for a young child,
even dangerously dark. By the time you get to ‘Winterszeit II’ 39 , you can hear a distant
echo of a Mahler symphony, which of course was still far in the future at the time. The
images he draws with his music become intensely visual and I can see how reading
William Blake and seeing his illustrations would have pointed a way to this web of tales.
‘Is Schumann’s Album for the Young really for the young?’, proceedings of the Australasian Piano Pedagogy conference, 2009,
Sydney.
2
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With the realisation of what I had in front of me, I became obsessed with the Album
and could not let go until I had transcribed all of it for string trio, even the pieces that at
first seemed to defy transcription. I wanted to be able to live in this world and share it.
Even if few pianists take it to a concert hall, my colleagues and I in the Zebra Trio have
now often performed the Album complete. We invariably meet people who thought they
knew it but are shattered by the depth they now find. It is now easily the longest string
trio in the repertoire, and yet nobody has commented on its length after a performance.
To deepen the involvement in the visual aspect of the piece I later asked my wife, Muriel
von Braun, to provide abstract images to each piece and the experience of listening to
the piece in a darkened room with the images projected on the wall has now become our
favourite way of sharing the complete experience of Schumann’s music.3
The Zebra Trio came about through the meeting of three musicians – the Austrian violinist
Ernst Kovacic, Canadian violist Steven Dann and Finnish cellist Anssi Karttunen – each
bringing a vast experience in chamber music, in different styles and in working with living
composers to the world of the string trio. The Zebra Trio has always wanted to unite familiar
masterpieces with new works and transcriptions, combining all of these in creative ways in their
concerts. The Zebra Trio has now performed on the shores of the Atlantic and Pacific Oceans,
around the Baltic and Mediterranean Seas, by the Great Lakes and along some important river
systems: the Danube, the Rhein and the Seine.
Michael Spassov was the first composer to write a piece for the Zebra Trio: his HEX was
premiered in Ottawa in 2008. It was followed by Pablo Ortiz’s Trois tangos en marge in Madrid
in 2009, Friedrich Cerha’s 9 Bagatellen at Stryriarte, in Austria, Rolf Wallin’s Sway in Strasbourg,
Miroslav Srnka’s The Tree of Heaven at the Arcana Festival in Austria and Kaija Saariaho’s Cloud
Trio in Båstad, in Sweden, all four in 2010. Pablo Ortiz’s ...and all the phonies go mad with joy
followed in Banff, Canada, in 2011 and Cerha’s Zebra Trio in Salzburg in 2012. In 2017 the
Zebra Trio premiered a trio by the Norwegian Asbjørn Schaathun, entitled Schönberg...est mort
in, of course, The Arnold Schönberg Institute in Vienna. Most recently, in July 2018 the Trio
premiered Magnus Lindberg’s Maguey de tlalcoyote at the Santa Fe Chamber Music Festival, not
far from the Rio Grande.
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In addition to this contemporary repertoire, many classic masterpieces have now become
string trios in the hands of the Zebra Trio: Schumann’s Album für die Jugend, Brahms’ Handel
Variations, Weill’s Tango Ballade, Angel Villoldo’s El Choclo and Thelonius Monk’s Criss Cross.
But why the ‘Zebra Trio’? The zebra is the perfect animal to represent a chamber ensemble.
To survive, each animal must be a powerful individual. It must be versatile, creative and highly
adaptable. It lives in a harsh environment. But even though visually no two zebras are alike, each
bearing a completely unique set of stripes, when one puts several zebras together they become
a single entity; their whole becomes much more than the sum of their parts. Their differences
combine to create the impression of a single organism. This highly organic amalgamation gives
them the ability to make a powerful collective impression on those who are watching their
every move, such as lions, leopards, hyenas … and audiences – a pretty good model for a group
of musicians coming together to form a common bond.
Moreover, with the kind of repertoire that the Zebra Trio often plays, the qualities of
versatility, creativity and adaptability are essentials. But perhaps the quality that zebras possess
which is even more crucial (as well as their exquisite sense of hearing) is a sense of purpose:
zebras are the only horses which have never been domesticated. They are far too stubborn – a
quality that the Zebra Trio finds useful in its mission to bring new music into the world.
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