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ABSTRACT 

 

The purpose of this study is to examine Fritz A. Cohen’s compositional choices in 

The Green Table: A Dance of Death in Eight Scenes and provide a comprehensive 

analysis for the ways that the characters and ballet plot are correlated in support of the 

work being performed as an independent concert piece. A brief biography of Fritz Cohen, 

background information on choreographer, Kurt Jooss, an examination of historical and 

political influences of the time and a framing discussion of Expressionism are also 

explored in order to provide important context for the musical analyses of the work. 

An analysis of Cohen’s score reveals strong connections between choreography 

and the musical score. Four musical themes identified by the author—the Masked 

Gentlemen, the Soldiers, the Death and the Refugees—provide a foundation for the work. 

Each theme represents specific ballet characters and often crafts their actions within the 

narrative of the storylines. The musical devices and techniques employed by Cohen 

include harmonic and rhythmic treatments, textural and writing in different registers, the 

use of familiar musical symbolism and the organizing principles of arch form structure. 

These musical elements make a compelling case for The Green Table: A Dance of Death 

in Eight Scenes as a work that may be performed as a an independent two-piano concert 

piece.  
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CHAPTER 1: INTRODUCTION 

 

Fritz A. Cohen (1904-1967)’s original score for the ballet, The Green Table; A 

Dance of Death in Eight Scenes, was completed in Germany in 1932. It was written for 

and in collaboration with the choreographer, Kurt Jooss (1901-1979). The Green Table 

was one of many collaborations between the two artists who worked together extensively 

over a ten-year period. Written and scored for two pianos, the ballet became their most 

well-known work and is still performed internationally today. The purpose of this study is 

to examine the ways in which Cohen’s musical language, in particular his development of 

character themes and use of form, contributes to the performance of The Green Table as a 

two-piano concert piece without choreography. 

While Cohen’s choice of pianos for The Green Table ballet score may be 

somewhat unusual, there are many piano pieces transcribed and arranged from orchestral 

ballet scores that have now become solidly part of the piano repertoire. Among them are 

Sergei Prokofiev’s transcriptions of the score of the ballet Romeo and Juliet, Op. 64 

(1935) into ten pieces for solo piano, Op. 75 (1937), as well as the score from Cinderella, 

Op. 87 (1940-1944) into three, ten, and six piano pieces: Op. 95 (1942), op. 97 (1943), 

and op. 102 (1944), respectively. Igor Stravinsky transcribed the ballet music from 

Petrushka (composed between 1910 and 1911, revised in 1947) for solo piano, and 

Dmitri Shostakovich arranged the third movement of his ballet The Golden Age, Op. 22a, 

for both a solo piano piece, Op. 22b, and a piano work for four hands, Op. 22c (1929-

1930). 
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In studying music originally conceived for dance, one might consider the 

following questions: Does the music itself have elements that justify it as a concert work 

without choreography? What are those elements? How does the compositional structure 

support the work as an independent piece of music? 

These questions were raised by musicians during the 1920s.1 Composers 

including Henry Cowell, Lehman Engel, and Louis Horst stated that music written 

originally for dance should not be performed on stage without choreography.2 Horst, who 

was a pianist, composer and choreographer further stated that dance music should remain 

as a background element complementary to dance and not be performed on its own.3 On 

the other hand, composers such as Wallingford Riegger, Paul Creston, Norman Cazden, 

Aaron Copland, and Samuel Barber claimed that music and dance were equal as art forms 

since they “intertwined.”4 Riegger insisted that his ballet scores, With My Red Fires and 

New Dance, could be performed as concert pieces. Creston stated that “music for dance 

should be able to stand alone, if it is composed aptly.”5 

 

 
1 John Toenjes, “Musicians of the Movement: The ‘Composer-Accompanist’ in 

the Formative Years of Modern Dance,” International Guild of Musicians in Dance 3 
(1994): 25. 

 
2 Ibid., 26. 
 
3 Ibid. 
 
4 Ibid., 28. 
 
5 Ibid. 
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1.1 Purpose of Study 

 

The focus of this study will be to examine Fritz A. Cohen’s compositional choices 

in the music for The Green Table: A Dance of Death in Eight Scenes and the ways in 

which they correlate with and elucidate the characters and story of the ballet. An analysis 

of the music will include an examination of thematic content, harmonic language, rhythm 

and structure in order to suggest that this is a cohesive concert work for two-pianos that 

could be performed without the choreography. In addition, this analysis will provide 

insights into the performance practice of the music as an independent work. For the 

remainder of this document, the full title will be shortened to The Green Table. 

 

1.2 Review of Literature 

 

While there is considerable research on the ballet, there is limited research on the 

musical score and composer. The most representative resource concerning Kurt Jooss and 

the ballet is The Green Table: A Dance of Death in Eight Scenes, written and compiled 

by Anna Markard and edited by Ann Hutchinson-Guest. It provides useful information 

about Jooss’ biography, rehearsal notes, the history of the score, historical background of 

the work, and the rehearsal piano score.6 The book, however, does not provide significant 

analysis regarding the piano work or much information on Cohen himself. In fact, very 

few resources about Cohen and his works can be found. Various articles on productions 

 
6 Markard, The Green Table, 4. 
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directed by Cohen after he settled in New York are available along with a newspaper 

article on his death. The author was able to obtain biographical information from the 

library archives of the Juilliard School, but none of these sources offered substantial 

insight regarding Cohen’s most notable work, The Green Table. In this study, the author 

hopes to fill in some of these gaps in the literature, particularly in the area of musical 

analysis of The Green Table. 

The author will also recommend performance practice through an examination of 

the 1967 Joffrey Ballet archival rehearsal performance of The Green Table.7 Since this is 

a performance praised by Jooss, specific attention will be given to the pianists’ tempo 

choices, metric emphasis, and articulations within the relationship to the dances. 

 

  

 
7 Joffrey: Mavericks of American Dance, “Video Archive: The Green Table 

Rehearsal (1967),” American Masters, PBS, accessed November 18, 2018, 
http://www.pbs.org/wnet/americanmasters/joffrey-video-archive-the-green-table-
rehearsal-1967/2373/. 
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CHAPTER 2: BIOGRAPHY OF FRITZ COHEN 

 

Frederic A. “Fritz” Cohen was born in Bonn, Germany in 1904 and died in New 

York in 1967. He studied composition, conducting, piano and musical theater at 

conservatories in Leipzig and Cologne, as well as art and music history, conducting, and 

philosophy at German universities in Bonn, Leipzig, and Cologne. His most notable 

teachers during this time included distinguished musicians such as concert pianist Robert 

Teichmüller, and opera conductor Otto Lohse and composer Paul Graener. 

Cohen began his career in Germany primarily as a composer and a pianist. He 

was particularly interested in music written for dance, as noted in Suzanne Walther’s 

article on Kurt Jooss: “Cohen had definite ideas about creating music for dance. He 

believed that the musical accompaniment should underlie the dramatic meanings of the 

dance.”8 In addition, he held positions in several major German theater and dance groups 

where he also served in roles as opera director and conductor. Cohen was appointed to 

artistic positions in municipal theaters in Würzburg, Münster and Essen between 1924 

and 1933. 

His career in the dance world reached a pivotal moment when he and Kurt Jooss 

began to work collaboratively. Jooss was an educator and choreographer who began his 

career as a ballet dancer but changed paths due to a knee injury. His works for dance 

displayed his strong preference for themes and stories having to do with moral issues, 

 
8 Suzanne K. Walther, “Kurt Jooss: The Evolution of an Artist,” in Choreography 

and Dance, vol. 3, pt. 2 (Yverdon, Switzerland: Harwood Academic, 1993), 13. 
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and, as a member of the generation between the World Wars, war and death made 

frequent appearances in Jooss’ choreographed pieces. Their first collaborative work was 

on the ballet Tragedy in 1926, which consisted of four dance soloists, a chorus and music 

improvised by Cohen. Cohen was later hired by Jooss as a musical director and pianist 

for Ballets Jooss from 1933 until the time he moved to the UK.9 

Cohen and Jooss shared the belief that music and movement could be unified in 

style and form in service to the dramatic ideal. They aimed to create works of movement 

and music that would describe the narrative equally in motion and sound. 

Cohen’s reputation as a composer rose internationally in 1932 when The Green 

Table won First Prize at the international competition, Les Archives Internationales de la 

Dance.10  The Green Table is considered one of the duo’s greatest collaborations and has 

been performed numerous times internationally. The major works credited to the Jooss-

Cohen collaboration during this period besides The Green Table are: Tango (1924), Suite 

(1926), Tragedy (1926), Düsseldorf (1929), Adaptation Coppélia (1929), Ball: Old 

Vienna (1932), The Seven Heroes (1933), The Prodigal Son (1933), The Mirror (1935), A 

Springtale (1937), A Drum Sound in Hackensack (1941). 

In 1933, the Nazi party requested that Jooss dismiss Cohen, who was Jewish, 

from his company. Jooss argued to keep Cohen, but this dispute put Jooss in danger with 

 
9 Anna Markard and Kurt Jooss, The Green Table: The Labanotation Score, Text, 

Photographs, and Music, ed. Ann Hutchinson Guest (Edinburgh, Scotland: Edinburgh 
University Press, 2004), 15. 

 
10 Anna Markard, The Green Table: A Dance of Death in Eight Scenes, ed. Ann 

Hutchinson Guest (New York, NY: Routledge, 2003 & Great Britain, UK: Routledge, 
2003), 3. 
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the German government, forcing him to flee the country with his entire company. After 

they initially escaped to Holland, a wealthy British couple stepped in to offer support to 

Jooss and his company. Leonard and Dorothy Elmhirst, the founders of Dartington 

College of the Arts and great benefactors of arts education, brought the Jooss company to 

Dartington Hall in Devon, U.K. Cohen worked for the art department at Dartington Hall 

as a pianist and composer between 1934 and 1941, while Jooss opened and managed a 

dance school under the name Jooss-Leeder School of Dance.11 

Rather than returning to Germany after World War II, Cohen chose to move to the 

United States. He began teaching, including brief assignments at Black Mountain College 

as music director and stage director, and Kenyon College as instructor for their summer 

music institute in 1945. Cohen spent the remainder of his life on the faculty of the 

Juilliard School as a teacher and opera stage director. In addition, he was also one of the 

members of the Juilliard Opera Theater founded in 1951 by Darius Milhaud. 

He stage directed a number of operas at Juilliard, including works by Mozart, 

Liszt, Gounod, Verdi, and Faust. He also mentored students and presented history 

lectures on opera composers and their works.12 

While at Juilliard, Cohen focused primarily on his work as a stage director rather 

than composing or performing. He championed the works of Benjamin Britten and 

Richard Strauss in the United States, stage directing the first American performance of 

 
11 Frederic Cohen, Biographical Information, Original Manuscript (Juilliard 

School of Music Archive, n.d.). 
 
12 Ibid. 
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Strauss’ Capriccio on April 2nd, 1954 and several Britten performances: The Beggars 

Opera in December 1957, Canticle II (Abraham and Isaac) on February 2nd, 1959, and 

Noye’s Fludde on March 16 and 17, 1959.13 

Despite his extensive and comprehensive career as both a composer and an 

educator in dance, opera, and theatre, Cohen’s name and works remain relatively 

unknown. In Minor Ballet Composers by Bruce R. Schueneman, Cohen was selected as 

one of the sixty-six underappreciated yet significant contributors to Western ballet 

music.14 

 

  

 
13 Ibid. 
 
14 Bruce R Schueneman, Minor Ballet Composers: Biographical Sketches of 

Sixty-Six Underappreciated Yet Significant Contributors to the Body of Western Ballet 
Music. edited by William E Studwell (New York, NY: The Haworth Press, Inc. 1997), 
29. 
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CHAPTER 3: EXPRESSIONISM AND BALLET PLOT 

 

3.1 Expressionism 

 

After Germany’s defeat in 1918 at the end of the First World War, the country 

experienced unstable political conditions and a massive economic crisis from 1919 to 

1933. There were food shortages and a significant amount of governmental debt forced 

upon the German citizens through high taxes, and the people of Germany suffered for 

decades. Despite the government’s efforts to bring about a democracy, Hitler won 

government power for the Nazi party in 1934. Hitler controlled Germany until 1945.  

During World War I and in the period leading up to World War II, the chaos of 

war coupled with political and economic anxiety resulted in significant reforms in 

German art. Germany became a cultural center for the arts: poetry, music, painting, 

dance, literature, and theater all blossomed amidst the chaotic climate. 

As the twentieth century began, so did a movement known as Expressionism in 

which artists were inspired to explore a deeper emotional world. Expressionism gained 

momentum in the post-World War I artistic period, responding to the war by probing the 

emotional depths. Painter Edvard Munch explained Expressionism as “an image on the 

back sides of the eyes,”15 while French poet and historian Lionel Richard described the 

movement as “a state of mind which … affected everything, in the same way as an 

 
15 Deborah Jowitt, “Expression and Expressionism in American Modern Dance,” 

in Dance History, 2nd ed. edited by Janet Lansdale and June Layson (London: Routledge, 
2016), 171. 
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epidemic.”16 The Expressionist movement began in the visual arts with noteworthy 

examples such as: The Scream by Edvard Munch, Mask Still Life III by Emil Nolde, 

Senecio by Paul Klee, and Self-Portrait by Kusama Affandi and spread into other art 

forms such as poetry, literature, and music, establishing a mindset that deeply influenced 

both Cohen’s musical score and Jooss’ choreography for The Green Table. 

 Concerned about his country’s future but fearful of potential censorship by the 

German government at that time, Jooss was not able to overtly convey an anti-war 

sentiment in The Green Table. Instead, he purposefully depicted an abstract story that 

could not be identified as a commentary against the Nazi Party. For example, in the 

opening and ending scenes, Jooss used props such as masks, gloves and wigs to convey 

the characters of The Green Table, allowing him to subtly comment on the results of war 

as a general storyline.17 

The Expressionistic desire to demonstrate the inevitability of death is also an 

integral theme throughout The Green Table. The figure of Death was a prominent theme 

throughout German Expressionism and is conspicuous in works such as Composition IV 

(1911) by Wassily Kandinsky, Nude Dancers (1909) by Ernst Ludwig, and The Sick 

Child (1885-86, 1907) by Edvard Munch. Other examples include the war novel, The 

Case of Sergeant Grischa by Arnold Zweig, and musical works such as Schoenberg’s 

monodrama Erwartung (1909) and Bartok’s Bluebeard’s Castle (1911). Jooss’ the Death 

 
16 Lionel Richard, Phaidon Encyclopedia of Expressionism: Painting and the 

Graphic Arts, Sculpture, Architecture, Literature, Drama, the Expressionist Stage, 
Cinema, Music (Massachusetts: Edward. Payson. Dutton, 1978), 7. 
 

17 Walther, Kurt Jooss, 12. 
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figure in The Green Table was inspired by the famous medieval wall paintings found in 

St. Mary’s Church in Lübeck, Germany, titled Dance of Death. Jooss viewed the 

paintings in 1922 and 1924 and chose to pattern the costume of his Death character after 

them.18 In the paintings, each living character is paired with a skeleton depicting Death; 

the poetry beneath each pair explains the character and their relationship with Death, as 

well as a conversation between the victim and Death.19 In addition to the influence on the 

costume of the Death figure, the portrayals of Death in the paintings had a significant 

impact on Jooss’ choreography for the character. 

Jooss said in an interview with Robert Joffrey that he was inspired by the painting 

to treat the dance of Death as a religious ceremony.20 The powerful movement of the 

dance of Death celebrates Death’s victory during a war. In the ballet, this is expressed 

through balanced motions in a steady beat. The paintings also motivated Jooss to include 

the Death figure in all scenes except for the opening and ending ones, reflecting the 

figure of Death depicted in the paintings as invisible but ever-present. 

The integration of the Death theme and character into the ballet’s plot influenced 

Jooss and Cohen in their separate artistic efforts towards completing The Green Table. 

Cohen chose to define the Death theme through the emerging harmonic language of 

Expressionism; the use of chromaticism, augmented chords, polychords, and non-

 
18 The Dance of Death, accessed November 26, 

2018, http://www.dodedans.com/Eindex.htm. 
 
19 Ibid. 

 
20 “Kurt Jooss, The Green Table, interviewed by Robert Joffrey,” video, accessed 

February 26, 2019, https://www.youtube.com/watch?v=RTciXKBpNgE&t=26s. 
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traditional sonorities and ambiguous harmonic colors aligned with the musical language 

of his time and place. 

 

3.2 History of The Green Table 

 

Since its premiere in 1932, The Green Table has been performed internationally 

in Europe, Asia, South America, South Africa, Israel, and the United States. The 

American premiere performance was presented by the Joffrey Ballet in New York in 

1967. Jooss came to New York City to supervise rehearsals and provide intensive critique 

for this important staging. An interview between Robert Joffrey and Kurt Jooss reveals 

that Jooss was extremely pleased with the company’s preparations.21 However, Cohen 

was not a part of these rehearsals as he died several days before the premiere.22 

Critical reviewers have described The Green Table as a shocking work, a 

sensation and one of the masterpieces in the ballet repertoire. Clive Barnes, dance critic 

for The New York Times, stated that The Green Table was “one of the great acquisitions 

of the American repertory.” 23 In a 1982 article in The New York Times by John 

 
21 Ibid. 

 
22 Dance News, “Dr. Frederic Cohen Dies as His Masterpiece (The Green Table) 

Is Revived, “University of Utah Marriott Library ILL, 1967, accessed October 29, 
2018, https://azilliad.library.arizona.edu/illiad/illiad.dll?Action=10&Form=75&Value=16
82617.pdf. 

 
23 Clive Barnes, “Dance: Joffrey Ballet Performs The Green Table,” The New 

York Times: Archives, 1970, accessed October 30, 2018, 
https://www.nytimes.com/1970/03/02/archives/dancejoffrey-ballet-performs-the-green-
table-montalban-appears-as.html 
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O’Conner, The Green Table was hailed as “one of the Joffrey Ballet company's 

outstanding achievements and an indisputable masterpiece'' in ballet repertory.24 Janet 

Sinclair, a writer and ballet critic, declared in Dance and Dancers magazine that “The 

Green Table should be in the dance repertory of every country.” 25 These critical 

evaluations among others are a testament to The Green Table’s enduring appeal. 

 

3.3 Ballet Plot 

 

The plot of The Green Table consists of eight scenes, each of which is subtitled 

by Jooss. Cohen creates four main themes: The Masked Gentlemen theme, The Soldiers 

theme, The Death theme and The Refugees theme to depict the characters of the ballet 

story. Each theme represents a specific character and demonstrates Cohen’s use of 

specific compositional techniques to express the theme. 

One interesting point of consideration is that in Cohen’s original score which was 

restored in Munich, Germany, only numbers delineate the scenes, while Walther and 

Markard’s version includes the subtitles. 

 

 

 
24 John J. O’Connor, “TV: ‘The Green Table,’ Jooss’s Antiwar Ballet,” The New 

York Times: Archives, 1982, accessed October 29, 2018, 
https://www.nytimes.com/1982/12/13/arts/tvthe-green-table-jooss-s-antiwar-ballet.html. 
 
 

25 Markard, The Green Table, 84. 
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Scene I, The Gentlemen in Black 

The scene opens with gentlemen in black suits, wigs, masks and gloves sitting 

around a green table. They are engaged in a heated discussion about going to battle that 

ends finally with a declaration of war. 

 

Scene II, The Farewells 

The scene presents the soldiers saying goodbye to their loved ones and marching 

to the battlefield; they are not aware that Death will be the only victor. 

 

Scene III, The Battle 

The Soldiers I and II are fighting in combat fearlessly, but Death inevitably wins. 

 

Scene IV, The Refugees 

The female characters are powerless and fearful. They too are victims as they wait 

for sons and husbands who will not return from battle. 

 

Scene V, The Partisan 

In a surprising twist, a woman kills one of the soldiers. Her actions serve a greater 

cause, but again, Death takes her as a victim. 
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Scene VI, The Brothel 

A young woman, a victim of the conflict, is sold by the profiteer to soldiers in 

battle. She begs for her own Death to come quickly. She appears relieved when Death 

finally takes her. 

 

Scene VII, The Aftermath 

Death’s victory through the war is undeniable, and he celebrates with his 

powerful march, leading the victims away and into the dark. 

 

Scene VIII, The Gentlemen in Black 

The final scene displays the same choreography and gestures found in Scene I. It 

suggests that the conflict has not been resolved and the Gentlemen in Black perpetually 

discuss and disagree. 
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CHAPTER 4: Identification and Analysis of Character Themes 

 

In this chapter, the author will label and examine the main themes—The Masked 

Gentlemen, The Soldiers, The Death, and The Refugees—and the ways they are revealed 

through the composer’s musical choices. Moreover, it will be shown how the specific 

characters of the ballet are reflected in the main themes, and thus sustain the narrative. 

Each theme will be explored through theoretical analysis with a focus on harmony, 

rhythm, and texture. 

In this chapter, performance practice insights will be provided as a 

complementary pathway to understanding the thematic content. The analysis of 

performance decisions such as these will provide more depth to the overall analytical 

approach and offer future concert performers a range of strategies as they approach the 

work. 

 

4.1 Theme A:  The Masked Gentlemen 

 

The opening scene features a tango, which the author has labeled as Theme A, 

The Masked Gentlemen. In the ballet, the masked gentlemen, representative leaders of 

government, assemble at a green conference table for a discussion of the impending 

war.26 As they begin their dance, they alternately agree and disagree among themselves. 

From the outset, Cohen’s use of rhythm grounds the listener in the character of the tango.  

 
26 Markard, The Green Table, 31. 
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While there is no indication of Cohen’s purpose in selecting a tango for Scene I, it 

seems likely that he was engaging in a paradoxical approach when bringing together a 

heated discussion of war with a light-hearted tango. The choreographed argument sets 

two groups of masked gentlemen across the green table as they gesture emphatically. The 

music, however, contradicts this drama with a salon version of a tango with a pervasive G 

major tonality centered primarily on simple harmonic progressions. These choices may 

have been intended to conceal Jooss and Cohen’s anti-war message and their negative 

feelings about the government. It would seem that with this contradictory message, 

Cohen’s incongruous score reveals a level of irony that both creators hoped would mask 

the true messages beneath the surface. 

As is typical of the tango, the repetitive rhythm takes on an ostinato function as it 

continues through most of the scene. The motive of Theme A is 8 measures in length and 

repeated 8 times throughout Scene I. The treble clef voices move primarily in parallel 

motion until measure 5 where the inner voices progress in chromatic motion with the 

added fifth and sixth scale degrees (Musical Example 1). Cohen creates chromaticism 

and momentary dissonance through use of nonharmonic tones with the inner movement.   

Unlike the following scenes, there is no appearance of the Death figure and at this 

point there are no repercussions to the masked gentlemen for their decisions to go to war.  

All appears to be well as reflected in Cohen’s use of G Major and closely related 

keys. The harmonic motion is simple; in both piano parts the LH outlines a tonic and 

dominant harmonic progression. It should be noted that Scene I is the most tonal of the 

scenes in The Green Table. 

 



28 

 

Musical Example 1. Theme A: The Masked Gentlemen, Scene I, mm. 1-8. 
 

 
 

Cohen uses tonality and register to enhance contrast within the scene (Musical 

Example 2). In measure 17, he begins to build tension by implementing a series of open 

fifths in Piano 2 with hints of thirds in the chords in Piano 1. The minor seventh chords 

move stepwise between Cm7 and Dm7 in the bass register of the pianos, lending a darker 

quality to the passage that directly supports the counter argument narrative within the 

ballet’s plot. 

At m. 21, Piano 1 and 2 switch roles: Piano 1 takes over the melody line from 

Piano 2 and the tango rhythms are in dialogue as they transfer between the instruments. 

In the ballet, the masked gentlemen argue more insistently, and the conflict continues to 

build in the score to ff through m. 24. In this section at m. 25, the opening material 
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marked subito piano returns in C Major, contrasting dynamically with the previous 

measure. Also, a musical interruption occurs in Piano 1 with a sudden leap to a higher 

register and quieter dynamic as the heated argument ends. 

 

Musical Example 2. Theme A: The Masked Gentlemen, Scene I, mm. 17-26. 
 

  
 

Beginning in measure 94, the composer writes four measures of a bridge passage 

that moves the ballet from Scene I to Scene II, interrupting the preceding C Major tango 

(Musical Example 3). In these four measures, two groups of masked gentlemen lined up 

crosswise between the green table and they make the motion to reach for their pistols. In 

Cohen’s score, each measure of the bridge continues the tango rhythm, but with the 

addition of augmented chords moving in chromatic parallel motion in the individual 
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piano parts combined with contrary motion between the two pianos, a powerful aural 

creation of the heightened drama and final climax of the first scene.  

The musical conflict continues until there is a declaration of war by the masked 

gentlemen, conveyed by a sudden gunshot-like effect at the downbeat of measure 98 

(Musical Example 4). 

 

Musical Example 3. Theme A: The Masked Gentlemen, Scene I, mm. 93-97. 
 

   
 

 

As indicated in the score, the percussive marking is realized by the two pianists 

by either clapping or stomping loudly. The abrupt sound effect of the gunshot moves the 

ballet from Scene I to Scene II. 
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Musical Example 4. Theme A: The Masked Gentlemen, Scene I, m. 98, Sound effect for 
gun shot. 
 

 

 

4.2 Performance Analysis 

 

Since the score indicates only dynamics and tempo, the pianists must make many 

interpretive decisions. In the case of the tango, performance decisions are likely to center 

on metric emphasis, articulations, and rubato choices as performers seek to avoid a literal 

reading of the notated rhythm. In an examination of the historical video performances by 

the Joffrey Ballet in 1967, the pianist-performers have effectively achieved a means of 

interpreting the spirit of the tango.27 First, their pulling back of tempo throughout second 

beats is notable in measures 1 and 2 (Musical Example 1) of the theme and then proceeds 

to become less pronounced for the remainder of the four-bar phrase. Secondly, to 

accomplish an effective execution of the syncopated melodic line involving two-note 

slurs, the pianists chose to articulate the passage through an alternating use of legato and 

 
27 Joffrey, “American Masters.” 
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staccato. The detached articulations for the eighth-notes in beat 2 effectively lift the 

dance rhythm and a clear legato for the triplet figures provides further contrast. The 

metric emphasis given to second beats through varying degrees and means is pervasive 

throughout Scene I. These performance details do not appear in the score.  

The choreography itself holds creative opportunities for conveying the metric 

emphasis. In Scene I, Jooss chose to have the masked gentlemen use stomping, clapping 

and slapping of the table to both sub-divide the beat and emphasize whether the measures 

are to be understood in 1 or 2 pulses per measure. Although this percussive effect is 

employed only briefly, it allows a darker element of the tango to emerge. It is a natural 

next step to suggest that the pianists may wish to incorporate these percussive effects into 

a concert performance with the pianists themselves adding stomping and clapping in 

order to directly transfer the dancers’ movements. An alternative would be to place 

heavier accents into the piano parts to match Jooss’ choreography.  

The author suggests the following divisions between pianos 1 and 2 (Musical 

Example 5). 
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Musical Example 5. The Masked Gentlemen, Scene I, mm. 16-24, Stomping/slapping 
measures.  
 

 

 

4.3 Theme B: The Soldiers’ Theme 

 

The Soldiers’ theme, Theme B, is made up of two parts, each depicting two 

different characters. The first is a shorter marching motive that represents the experienced 

soldier, Soldier I (B1). The second theme, Soldier II (B2), is a longer motive that has 

varied rhythms that captures the naïve excitement of the young soldiers as they march 

forward. 
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Theme B1: Soldier I 

 

The Soldiers’ theme appears in the middle of Scene II. The first motive, B1, 

represents the experienced soldier and presents regular repetitions of two-measure 

phrases (Musical Example 6). Cohen uses this short motive to create a longer phrase by 

transposing the material and binding the motive into sets. 

Though the key signature has two flats, the theme begins in C minor and then 

moves to A♭ minor. This minor quality permeates the motive and the relentless 

persistence of the march rhythm. The soldier’s march is developed by punctuating beats 1 

and 3 combined with repetitions of RH chords in Piano 2. The march-like forward 

momentum continues through the thicker texture of perfect fourths in parallel motion and 

consistent eighth-note rhythms. 

 

Musical Example 6. Theme B: The Soldiers’ theme, Soldier I (B1), Scene II, mm. 61-64. 
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Theme B2: Soldier II 

 

Representing Soldier II, theme B2 is longer and more varied in rhythm. Theme 

B2 encompasses four measures with repetition, consisting of a succession of quarter 

notes, dotted rhythms, and a mixture of eighth and sixteenth notes (Musical Example 7). 

The melodic line made up of a wide leap upward in mm. 78-79 set amidst descending 

stepwise fragments might serve to underscore the youthful innocence of the soldiers in 

battle. 

 

Musical Example 7. Theme B: The Soldiers’ theme, Soldier II (B2), Scene II, mm. 77-80. 
 

 

 

In contrast to the minor key use for B1, the B2 theme is made up of colorful 

harmonic fluctuations within B flat major. The harmonies move from B♭ major to B♭ 7th 

augmented, then arrive at an F half-diminished 7th (Fø7). The texture thickens through the 
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addition of the 7th, and a chromatic bass line is created with neighboring and passing 

tones in the left hand of Piano 1. In Piano 2, the bassline ostinato of B♭ and F captures the 

left, right repetitive motion of the soldiers’ marching feet. The rhythmic figurations in the 

two piano parts outline contrast, as Piano 1’s shorter rhythmic values are juxtaposed with 

the slower pacing in Piano 2. 

 

4.4 Performance Analysis 

 

As in Scene I’s tango theme, the choreography continues to offer clues for the 

musicians’ approach to the score. Cohen’s writing connects directly with the soldiers’ 

marching steps and the metric movements of their arms and legs. Pianists may wish to 

give emphasis and detached articulations to convey the soldiers’ steps in beats 1 and 3 in 

passages that convey a march-like motion. It is important to understand that in theme B1 

the choreography and the score are closely linked; in m. 61, the downbeat of Piano 2 

aligns with the soldiers’ leaping through the air and Piano 1 with its emphasis on beat 2 

represents the soldiers’ landing. In the Joffrey ballet’s archival rehearsal from 1967, the 

pianists emphasized the first beat and second beats strongly while the two sixteenth note 

upbeat was given lighter and a slightly delayed treatment, thus projecting the syncopated 

quality. 

The Soldiers’ theme B2 in m. 77 is marked piu calmato and cantando. The 

Joffrey pianists emphasize the tender vocal line with a noticeably slower tempo. They 

bring Piano 1’s melodic line forward with all other voices operating in the background. 
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The marching emphasis continues with pianists placing slight accents on beats 1 and 3 in 

all voices.  

 

4.5 Theme C: The Death Theme 

 

Theme C, the Death theme, is the dominant theme of The Green Table and links 

all inner scenes. It is comprised of seven sub-themes, each of which aligns directly with 

the Death figure’s appearance in the ballet scenes (Figure 1). 

 
Figure 1. The seven individual Death themes in each scene. 

 

Cohen used various compositional techniques and devices to create the Death 

themes, such as tritones, pedal tones, chromatic accompanying passages, motivic triplets 

and sixteenth-note groupings signifying the funeral march, long suspended tied notes, and 

the use of the piano’s bass register. 

The first Death theme, C1, appears in the Introduction (Musical Example 8). 

Cohen introduces clangorous chords made up of open intervals in the lowest registers of 

the piano, strong tritone relationships in the harmonic and melodic treatment, and the 

brief insertion of a triplet figure. The repeated chords in Piano 2 create a powerful C 

major pedal tone for the duration of the Introduction giving the opening a brutal quality 

to symbolize the menacing presence of the Death figure. 

Scenes Introduction II III IV V VI VII 

Theme C  
Death Theme: Sub-themes 

C1 C2 C3 C4 C5 C6 C7 
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Musical Example 8. The Death Theme 1, Introduction, mm. 1-10. 
 

 

 

The Death theme 2 opens Scene II, The Farewells (Musical Example 9). The 8-

measure motive is comprised of persistent quarter notes in Piano 1 anchored in a C pedal 

tone drawn directly from harmonic and rhythmic material found in Death theme 1 of the 

Introduction. The non-harmonic quintuplet groupings in Piano 2 incorporate scale pitches 

of E♭ and F# to capture the sardonic quality of the melodic theme. The tritone interval of 

C – F# is clearly heard again across the ponderous quarter-note melodic material. The 8-

measure motive is built upon four quarter notes in Piano 1 and the four groups of 
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quintuplets in Piano 2. The theme indicates the key as C Major, but the insertion of E♭ 

adds a minor quality. 

Cohen’s use of non-harmonic tones in the quintuplet accompaniment creates a 

dizzying effect. The accompaniment of chromatic figurations for Piano 2 appears to be 

constructed out of cluster chords and the dissonant quality underlines the essence of the 

Death figure in the ballet. 

 

Musical Example 9. The Death Theme 2, Scene II, mm. 1-5. 
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In Scene III, The Battle, the Death theme 3 comprises an 8-measure motive, 

which Cohen presents as upbeat triplets outlining a tritone in the bass register of Piano 2. 

Accented downbeats follow. The suspended beats and silences convey a threatening 

uncertainty and depict the movements of the Death figure as he lurks in the shadows 

(Musical Example 10).  

 

Musical Example 10. The Death Theme 3, Scene III, mm. 34-36.  

 

 

The suspended, tied chords alternating with triplets and extended rests appear 

throughout. The sudden introduction of the longer note values as seen in the example 

suggests a new dramatic tension in the Death theme 3 material. Cohen frequently changes 

the time signature further enhancing the sense of tension in Scene III. The Death theme 3 

appears in diverse harmonic environments. It begins with F♯ major, then proceeds 

through E minor-A major-G major-F♯ major. The main harmonies supporting the motive 

are found in F♯ major and A major, not an exact relative major and minor relationship, 
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but two keys that are connected through the neighboring harmonies in between (Musical 

Example 11).  

 

Musical Example 11. The Death Theme 3, Scene III, mm. 56-62. 
 

  

 

Cohen’s treatment of triplets followed by a lengthened strong beat, particularly as 

seen in Musical Example 10, bears resemblance to the Funeral March in Mahler’s 

Symphony No. 5 (Musical Example 12). 
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Musical Example 12. Trumpet solo, “Funeral March” from Mahler’s Symphony No. 5, 
mm. 1-14. 
 

 

 

Musical Examples 10 and 11 demonstrate Cohen’s use of the tritone and the ways 

in which it has been woven into the triplet rhythmic features. Other composers have used 

the tritone interval in their works. Franz Liszt, for example, made effective use of the 

same interval in two important works for piano that carry death as a prominent theme:  

Totentanz and Dante Sonata (Fantasia quasi Sonata). Here, the tritone interval figures 

prominently in the primary thematic material setting a dissonant and unsettled tone for 

both works. Another similarity between Liszt’s writing and The Green Table is evident in 

the ponderous and percussive writing for the piano with both composers featuring the 

bass registers of the instruments for the dramatic opening of their death-themed works 

(Musical Examples 8, 10, and 11). 
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Musical Example 13. Tritone Figuration 1. Totentanz, S. 126, mm. 1-10. 
 

 

 

Musical Example 14. Tritone figuration 2. Dante Sonata, mm. 1-4. 
 

 

 

In Scene IV, The Refugees, Cohen presents the Death theme 4 following a long 

fermata in m. 28. Alla recitative is indicated in contrast to the Scene III’s earlier aria-like 

material. At this moment, Cohen's use of a rising fragment that grows with each 

repetition connects strongly to the movements of the Death figure as he emerges 

from the shadows (Musical Example 15). The Death figure is crouched on the floor 

(mm. 28-29), slowly stands and finally turns to face his victims (mm. 30-31). A tremolo 
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marked sf is the moment when the refugee women depart with the exception of one who 

is taken by the Death figure. The recitative section closes and the melodic material 

returns, with the Death figure and victim in a solemn dance until they disappear into the 

darkness.  

Several previous traits of the Death theme such as multiple rests and prolonged 

notes created by ties and fermatas are also shown in this example. 

 

Musical Example 15. The Death Theme 4, Scene IV, mm. 27-33. 
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Death theme 5 appears in The Partisan, Scene V and accompanies a moment in 

the ballet when a woman kills one of the soldiers in retaliation. Cohen repeats the 8-

measure motive three times with sustained harmonies throughout the Death figure’s 

appearance. The repeated eighth-note figure beginning in m. 94 is sustained through to m. 

130 and the one-measure motive is directly drawn from the Refugees theme. (Musical 

Example 16). The funeral march fragment is first heard in m. 109 and begins to appear 

more regularly.  

 

Musical Example 16. The Death Theme 5, Scene V, mm. 106-117. 
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With each repetition the sound builds until m. 130 when new material appears. 

Harmonies moving in chromatic contrary motion between the pianos reveal a series of 

consecutive augmented triads in the treble clef of Piano 2 (Musical Example 17). 

 

Musical Example 17. The Death Theme 5, Scene V, Chromatic harmonies in contrary 
motion. 
 

 

 

The Death theme 6 in The Brothel features open fifths, a repeated funeral march 

fragment with prolonged tied chords, and a sequence of tritones and chromatic chords 

moving in contrary motion demonstrating some of the collective features of the Death 

theme.  

The Death figure appears briefly in Scene VI beginning in m. 154. The Death 

theme 6 carries a heavy effect achieved through the repeated accented octaves in Piano 2 

against Piano 1’s melodic outline. The accented effects align with the controlled rhythmic 
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placement of the Death figure’s steps as he moves deliberately toward a woman who will 

become the next victim of war (Musical Example 18). 

The harmonic changes follow a chromatic progression beginning in B♭ major, 

then shifting through C♭ major, C major, D♭ major, C major, C♭ major and back to B♭ 

major. The consistent inner voice of B♭ and A♭ create a pedal effect within the harmonic 

movement.  

 
Musical Example 18. The Death Theme 6, Scene VI, mm. 154-167. 
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Scene VII, The Aftermath, is the scene where the Death figure makes his final 

appearance. Cohen sets the Death theme 7 primarily as a funeral dirge in a 4/4 meter 

(Musical Example 19). 

Related to the triplet upbeats in Death theme 3, the rhythm of Death theme 7 

consists of ongoing dotted eighth, sixteenth-note combinations appearing on beats two 

and four. Cohen’s steady pulse creates the image of the funeral procession through a 

continuous rhythmic treatment suitable for the grim realities of the narrative. The first 

statement of the Death theme 7 occurs mm. 1-42 and continues on with varied treatment 

throughout Scene VII. 

 

Musical Example 19. The Death Theme 7, Scene VII, mm. 1-11. 
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The integration of the Death theme and characters into the ballet’s plot influenced 

both Jooss and Cohen in their separate artistic efforts towards completing The Green 

Table. Cohen chose to define the Death theme through the emerging harmonic language 

of Expressionism; in particular, the use of tritones, chromaticism, augmented chords, and 

textures at times by ominous writing in the bass registers of the piano to create sonorities 

and harmonic colors aligned with the musical language of his time and place.  

Cohen also integrated the use of typical funeral march rhythms to emphasize the 

specter of Death as the ultimate cost of war. It is perhaps Cohen’s repeated use of the 

tritone that appears to be the dominant technique in his depiction of the Death figure and 

suggests a conscious reference to the “devil’s interval,” so described because of the 

harsh, unexpected quality of the dissonance it created.28 29 

 

4.6 Performance Analysis 

 

 The image of Death in the central scenes is powerful, unwavering and evokes 

fear in the audience and listener. To express these qualities, pianists should emphasize the 

urgency and full sound quality of the accented passages. For instance, in the beginning of 

the Scene II, Cohen writes combinations of accented quarters against 16th-note 

quintuplets. In order to demonstrate this dance of Death, pianos 1 and 2 need to align 

 
28 Tritone refers to a three whole-tone distance that creates dissonance and 

tension.  
 

29 Percy Scholes, The Oxford Companion to Music, 10th ed., rev. and reset, ed. 
John Owen Ward (London: Oxford University Press, 1970). 
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their accents consistently and support the dance with a steady beat. By doing so the 

quintuplet layering will produce a dizzying effect. In the Joffrey Ballet archival rehearsal 

from 1967, Pianist 1gives the accented octaves an uninflected and detached quality for 

most of this octave melodic material. Though it might be tempting to shape the passage 

with crescendi and diminuendi, it would not reflect the choreography of the Death 

figure’s movements, which are ferocious and angular with exaggerated rhythmic 

movements that include stomping.  

Tritones, a musical symbol strongly representative of Death, must be emphasized 

in ways that project the dissonant quality of the interval. Pianists may wish to express 

these accents in a variety of ways including choices drawn from agogic accents to 

manipulating the sound quality through speed of attacks and pedaling choices and 

building volume towards the tritone to emphasize the interval. For example, in Scene III, 

Death theme 3 (Musical Example 10), the tritones appear between the bass and soprano 

in Piano 2 beginning in m. 56. The Joffrey rehearsal pianists chose to interpret the tritone 

triplet upbeats with a sharply articulated touch. As the Death figure appears at this 

moment in Scene III, powerful and unmoving, the pianists chose to interpret with exact 

replications of the figure through to the last beat of m. 62. The effect is hypnotic. At m. 

62 with the augmented upbeat triplets, the musical contrast is immediate with a grand 

arrival of B minor on the downbeat.  For this passage, the pianists employed long pedals 

to capture the maestoso quality of the Death figure’s movements, which become at this 

moment savage and highly exaggerated.  
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4.7 Theme D: The Refugees Theme 

  

In Scene IV, The Refugees are depicted as female victims of the Death figure: 

mothers, wives, and sisters who have lost their loved ones as a result of war. Scene IV in 

the ballet presents the women as lost and wandering as they step slowly back and forth. 

The siciliana, labeled as Theme D, is evident with its slow dotted-eighth 

groupings in 6/8 and 12/8 meters against a heavy dotted quarter-note rhythm outlined in 

the bass clef. The step-wise motion of the female dancers is emphasized through Cohen’s 

use of repetitive dotted-quarter chords as seen in measures 4 and 6 (Musical Example 

20). As the slowest dance in the ballet, this siciliana captures the sense of loss and 

melancholy depicted in the ballet’s narrative. 

The theme opens with a clear statement of the tonic and dominant of C♯ minor in 

Piano 1 while Piano 2 explores a progression of minor and major augmented chords, 

alternating between step and skip motions in the upper voice contours. Cohen inserts A♯s 

in the opening measures to create a melodic minor quality in the triads. The tonic and 

dominant in the bass line divide each measure. Additionally, Cohen’s melodic writing 

throughout depicts the fluidity of the arm movements of the dancers in search of relief 

and resolution. 
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Musical Example 20. The Refugee Theme, Scene IV, mm. 1-6. 

 

 

4.8 Performance Analysis 

 

The challenges for the pianist-performers center on voicing and the fluctuating 

need for a pulse that is at times steady and other times more flexible.  

 In the 1967 Joffrey archival rehearsal, the upper vocal line is clearly projected 

with attention given to the shaping in the rise and fall of phrases. The basic plan 

incorporates combinations of short and long phrase lengths. For example, the pianists 

shape clear two-measure phrases for the opening but beginning in m. 11 achieve one 

larger singing phrase that continues through to m. 18.  
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The pulse is conveyed mostly through the dotted-quarter notes that move quietly 

and evenly to capture the gentle steps of the dancers. However, the Joffrey pianists are 

able to maintain a large degree of flexibility and spaciousness that allows for push and 

pull within the overall pulse as demonstrated in the following table:  

 
 
Figure 2. The Refugees, Scene IV, Tempo comparisons. 
 

Of particular note, the significantly slower return of the principle melody in m. 34 

following the alla recitative (Death theme 4) comes closer to Cohen’s character marking 

of molto espressivo. This poignant moment in the scene’s narrative when Death extends 

his hand to the victim and she reluctantly accepts would most likely feel too rushed for 

dancers and pianists if they were to use Cohen’s original tempo marking. 
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CHAPTER 5: FORMAL ARCH STRUCTURE 

 

Cohen’s organization of the thematic content creates a cohesive overall arch form 

that unifies the scenes and brings them full circle (Figure 3). By embedding formulaic 

elements of the theme and structure in the musical score, Cohen presents the listener with 

an auditory representation of the cyclical work. 

The most obvious elements of arch form can be found in ballet’s outer Scenes I-

VIII and II-VII. Additionally, the central Scenes II, III, IV, V, VI, and VII are where 

Cohen brings together the victims of war with differing musical representations. These 

central scenes are further bound together with the Death themes drawn from the narrative 

and linked directly with the appearances of the Death figure in the ballet.  

 

 

Figure 3. Arch Form Structure in The Green Table. 
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5.1 Arch Form Example 1 

 

Theme A, Gentlemen in Black, returns in Scene VIII, reprising the opening 

material from Scene I (Musical Example 21). Cohen’s tango rhythm of a dotted eighth-

sixteenth figure followed by two eighth notes serves to draw the listener back to both the 

opening musical material and the initial story, creating the outer components of arch 

form. In the final scene, twenty measures of fragmented tango material prepare a full and 

almost exact restatement of the opening tango theme in measure 21, bringing the eight 

scenes to a cohesive and unified close. 

 

Musical Example 21. Scenes I and VIII, Piano 1 parts, The same thematic content. 
 

 

 

5.2 Arch Form Example 2 

 

Another example of Cohen’s arch form appears in Scenes II and VII with the 

Soldiers theme (B1 and B2). The theme reappears in the same key and time signature, 
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with the same melody, rhythm, and tempo marking of 112 (Musical Example 22). The 

only difference can be found in the first measure of B1. Unlike Scene II, Scene VII 

begins with two measures of perfect 4th intervals in Piano 1 (Musical Example 23). 

 

Musical Example 22. The Soldiers’ theme, Soldier I (B1), Scene II, mm. 61-64. 
 

 

 

Musical Example 23. The Soldiers’ theme, Soldier I (B1), Scene VII, mm. 43-46. 
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The Soldiers theme B2 appears in Scenes II and VII with the return showing the 

theme in augmentation and a subito pianissimo marking (Musical Example 24 and 25). 

The harmonic writing remains similar between the scenes. With a few small differences, 

Cohen applies nearly identical treatment to themes B1 and B2 in Scenes II and VII, 

drawing clear parallels and a distinguishable arch form. 

 

Musical Example 24. The Soldiers’ theme, Soldier II (B2), Scene II, mm. 77-80. 
 

 

 

Musical Example 25. The Soldiers’ theme, Soldier II (B2), Scene VII, mm. 47-50. 
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As evidence of the organization within the work, the arch form spreads out across 

the entire collection of eight scenes that makes up The Green Table. It is clear that Cohen 

took the compositional process of The Green Table seriously and established a score that 

is not only dramatically effective but also elegantly organized. By framing thematic 

material around the central scenes Cohen provided a coherence that ultimately unified the 

entire composition. Cohen’s careful symmetry in the overall arch form lends the work a 

sense of grounding and presence that support The Green Table’s performance without 

choreography.
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CHAPTER 6: CONCLUSION 

 

The Green Table is considered a significant 20th century work in the ballet field 

and continues to be performed internationally since its premier in 1932. The success of 

The Green Table is due not only to the choreography but, in significant part, to the drama 

of the music that is clearly etched in the musical score. English writer and critic A.V. 

Coton provided further insights into Cohen and Jooss’ collaboration in his book, A New 

Ballet: Kurt Jooss and his Work: “Cohen saw the necessity for ‘thinking music’ in the 

same way that the choreographer was ‘thinking dancing.’ The composer’s business was 

to transmute the rhythm of movement into the musical rhythm.”29 The ways in which 

Cohen choreographs the musical elements and the characters of the ballet strongly 

support the performance of The Green Table without choreography.  

In The Green Table, Fritz Cohen created unique thematic material for each of the 

main characters in the ballet. These four musical themes (the Masked Gentlemen, the 

Soldiers, the Death, and the Refugees) represent specific characters while also crafting 

the action and narrative of the storylines.  

The analyses demonstrate a strong link between choreography and musical score 

through thematic development and harmonic and rhythmic structures. A notable 

exception, however, is The Masked Gentlemen theme in Scenes I and VIII, which 

presents the government authorities arguing over the necessity of war. Here Cohen 

chooses a predominantly major tonality and a light salon character for his tango theme; 

the music is at odds with the war argument and drama taking place on stage and the 

conflict is obscured. This is quite possibly a satirical choice on Cohen’s part and a means 
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of creating an ironic overtone in the face of political events of the time. It is also possible 

that Cohen and Jooss simply wished for the anti-war message to remain undetected by the 

Nazi party authorities.  

The Soldiers’ theme represents Soldiers I and II, the old and young men who go 

to battle. Both themes are rooted in rhythmic meaning and heard as military symbols. 

Cohen uses march-like rhythms, rhythmic figures that are symbolized as calls to battle as 

well as differentiating approaches to the two different groups of soldiers. 

In the Death theme, Cohen delivers the most complicated thematic materials of 

the work, each of which aligns with the Death figure’s appearances in the ballet. A 

diversity of musical devices and techniques make up seven Death themes; these devices 

include tritones, long suspended notes, funeral march rhythms, sudden triplets, open 

fifths, chromaticism, and use of the piano’s lower registers. Many of Cohen’s musical 

images are symbolic of death and, as such, are readily heard and understood by the 

listener. His approach, however, is often multi-dimensional, particularly when layering 

selected techniques to deepen the effect. In Musical Example 11, Cohen gives Death 

added dimension in his juxtaposition of emphatic use of tritones in Piano 2, repeated 

suspended chords, and triplet upbeat figures in the lowest register of the piano. 

Lastly, the Refugees theme represents women as victims of war. Cohen applies 

the slow siciliana rhythm with ascending and descending step and skip motions. The 

melancholy of the theme is captured in the melodic minor quality and the progressions of 

minor, major and augmented chords in C# minor. The application of simpler textures 

with a clearly-etched melodic line and skeletal accompaniment further depicts the sense 

of loss that pervades the Refugee’s narrative.  
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Against a background of thematic development closely correlated to the narrative, 

Cohen has built an arch form structure to organize and unify the thematic materials. 

Scenes I-VIII and II-VII share thematic material as the characters return in the later ballet 

scenes. Within these outside columns, the center scenes are focused on the Death themes 

where Cohen brings in new thematic materials and compositional directions. Finally it is 

his distinctive combination of thematic development based on character and narrative 

within an arch form structure that makes the strongest case for The Green Table as a 

cohesive and compelling two-piano concert piece. 

This study has also offered performance suggestions for pianists who would 

choose to study and perform the work. The recommendations and considerations for how 

to approach each theme have been gleaned from careful analysis of existing recordings 

and the score. A review of the Joffrey Ballet 1967 rehearsal archive has led the author to 

several interpretive insights that offer further support for The Green Table as a stand-

alone concert piece. Because few articulations and character indications appear in 

Cohen’s score, it would seem that there are opportunities for many interpretations. The 

video archive is a resource for gathering understanding of the intent behind the score and, 

therefore, may serve as a guide for performers in their decisions regarding interpretation. 

One such example is the tempo flexibility employed by the Joffrey Ballet pianists, which 

points to a broader interpretive approach than indicated by Cohen’s tempi markings. 

Another example is found in Scene I where the author suggests that the pianists may wish 

to slap or stomp on designated beats to convey the aggressive argument between the two 

groups of gentlemen. This treatment will move the darker quality of the choreography, 

where the dancers themselves slap the table on specific beats, directly into the stand alone 
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two-piano performance. This interpretive choice is one of several offered throughout the 

document that help to weave the drama more effectively into the musical score.  

The musical and performance analyses of Cohen’s use of thematic content and 

formal elements reiterate the detail with which Cohen fashioned the characters and their 

conflicts musically and confirm that his masterful construction of the score allows the 

music to be independent of the choreography. 
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APPENDEX: PERMISSION LETTERS FROM PUBLISHER 

 

Lucie Conrad <lucie.conrad@gmail.com>                                       Wed, May 1, 8:04 AM 

Dear Min Jeong 
 
This is to confirm The Jooss Estate hold the rights to the score for The Green Table by 
F.A. Cohen and hereby give you permission to use the score for your university doctoral 
degree. 
We wish you every success with it. 
Best wishes 
Lucie 
  
Lucie Conrad 
Jooss Estate 
Tel: +44 (020)72546514 
Mob: +44 (0)7957681781 
lucie.conrad@gmail.com 
  
  
From: Min Jeong Kim <minjeongdiary@gmail.com>  
Sent: 01 May 2019 14:23 
To: Lucie Conrad <lucie.conrad@gmail.com> 
Subject: The green table 
  
Dear Lucie, 
  
Hello Lucie, this is Min Jeong. I hope all is well with you. I was wondering if you 
received an email regarding copyright. As I mentioned, I am only using the score for 
university doctoral degree. Please let me know. I am looking forward to hearing from you 
soon. Thank you so much for your time and consideration.  
  
 
Sincerely, 
Min Jeong  
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