
Jelly Roll Morton Music  

 

King Porter Stomp - 2 

Original Jelly Roll Blues - 1915 -4 Cannon Ball Blues - 1926 - 31 

Kansas City Stomp - 1923 -7  Ted Lewis Blues - 1927 - 32 

London Blues - 1923-8   Billy Goat Stomp - 1927 -32 

The Pearls - 1923-9    Boogaboo - 1927 - 33 

Grandpa's Spells - 1923-10  Hyena Stomp - 1927 - 35 

Mr. Jelly Lord - 1923-12   Wild Man B lues - 1927 - 36 

Wolverine Blues - 1923-13   Georgia Swing - 1928 - 38 

Tom Cat Blues - 1924-15   Seattle Hunch - 1929 - 39 

Chicago Breakdown - 1925-16  Freakish - 1929 - 40 

Shreveport Stomp - 1925 -18  Fickle Fay Creep - 1930 - 41 

Milneberg Joys - 1925 -20   Fat Francis - 1931 - 42 

New Orleans Blues - 1925 - 20  The Perfect Rag - 1939 - 43 

Dean Man Blues - 1926 - 2 4  The Crave - 1939 - 44 

Midnight Mama - 1926 -27  Burnin' the Iceberg - 45 

Black Bottom Stomp - 1926 - 28 Pep - 46 

Sidewalk Blues - 29 

 There are many books and articles on the life and career of Jelly 

Roll Morton. Below is given some of his compositions. One of his most 

important contributions  are his orchestrations with his Red Hot Peppers. 

 

 
Red Hot Peppers 

 

 

 



King Porter Stomp - 1905/1924 

Written during his early days in New Orleans and is said to be named 

after a itinerant piano player named Porter King, from Florida  and 

remains one of Morton's best known compositions. It was published in 

1924. Jelly said he wrote the song  around 1905 but in his young life he 

didn't trust publishers.  

 King was an educated gentleman with a wonderful musical 

education. He seemed to have a yen for y style of playing said Morton. 

Morton had played it for King and named the piece calling it in the 

reverse name of 'King Porter.  Morton said that it was the first time the 

word 'stomp' was used in a title in the U. S. A stomp became a style with 

a heavy and strongly marked beat. It was written down in around 1923 

and later published.  

 

 

 

 

 

  



King Porter Stomp -  1905 

 

 
 



 
 

  



Original Jelly Roll Blues - 1915 - 1st published work.   

 I t is said that J. P. Johnson heard Morton playing it in New York in 

1911. Jelly Roll built his pianistic reputation playing this piece on his 

travels. As with all of Mortonôs piano pieces, it was written with 

orchestration in mind (or for the piano to sound like an orchestra). The 

piece is very versatile and diversified in using many creative ideas. From 

a bluesy introduction, there follows a characteristic trumpet fanfare. 

Morton uses the 12 bar blues progression very creatively. Starting at 

section A, with each beginning a 4 bar phrase of blues progression 

repetitive and it is like hearing a cliché. There are three choruses of blues 

followed by a transition at section D for 4 bars. Beginning at section E 

there is a modified blues 12 bar progression. At section F there is another 

12 bar blues followed by another 12 bar blues statement. At section H 

another blues variation is found which is followed at section I with 

another blues section with each section different from the other. Section J 

is in the same modified blues progression. This piece is one of the best 

examples of the way jazz musicians of the early part of the 20
th

 century 

used the blues progression and how truly creative they were. 

 



 

 

  



Kansas City Stomp - 1923 

 Morton's friend, Jack Jones owned the Kansas City Saloon in 

Tijuana, Mexico and asked Morton to write a song about his saloon. 

 

 
 

 



London Blues(Shoe Shine Blues) - 1923   

A very structured piece that has intrigued jazzmen in the later 30ôs 

and remains an implicit challenge to jazz performers and composers. It is 

a 12 bar blues in form but it is ingeniously harmonized. The 4
th

 section 

has the following chord progression: 

Bl/F7C#/Bb/Bb7/Eb Ebm/Bb Fm6/G7/C7/F7/BbEbBb 

 

 
  



The Pearls - 1923 

 Named after a waitress Morton was  infatuated with in Tijuana. 

 

 



 

Grandpa's Spells - 1923 

 Originally a piano rag. It has 3 16 bar strains. The 3rd strain 

modulates up a 4th with improvising happening in this section. The 

pianist and percussion creates the 'spells' by emphasize on percussive 

sounds and the pianist using any aperture to hit the lower part of the 

piano on the rest in the music. 

 



 

 

 

 

 

 

 



Mr. Jellly Lord  - 1923 

 

 

 

 



Wolverine Blues - 1923 

 Written with the Spike Brothers, the most popular Negro band in 

Los Angeles. 

 

 
 



 
 

 

 

 



Tom Cat Blues - 1924 

 

  



Chicago Breakdown - 1925 

Written in 8 bar phrases at Section A, section B contains jazz breaks 

leading to a D. S. that repeats section A to a 3
rd

 ending which goes to the 

trio and modulates from Bb to Eb. The trio is also in 8 bar phrases (four 

times) with the last 8 bars containing new material with jazz breaks and a  

 

 
 

 



 
 

 

 

 

 

 



Shreveport Stomp - 1925 

 

 



 
 

 

  



Milenberg Joys -1925 

 

 
 

New Orleans Blues - 1925 

This is a 12 bar blues Tango, using what is called the rhythm of the 

óSpanish Tinge.ô Two themes emerge. Beginning at section A and B - 

different but coming together in their 5
th

 bar with the same melody, then 

branching off again in bar 8 until the end of the section. The second 



theme appears at section 3. This part stops the tango rhythm and as 

Morton remarked óstomp.ô The piece ends with a straightforward 4/4 

feeling to the end. There is a pronounced Habanera bass most of the 

composition. Morton said he wrote this in 1905. 

 

 



 
  



New Orleans Blues - 1925 

 

 

 

 



Dead Man Blues - 1926 

Considered Mortonôs masterpiece, the piece begins with Chopinôs 

óFuneral Marchô in the first 8 bars. Within this piece we hear musical and 

rhythmic echoes, polyphony, fragmented and split melodic lines, and stop 

time - all fads that reoccur at key moments, giving order to the liveliness 

of the whole. The piece manages to juxtapose a sober seriousness and a 

glinting sprightliness with complete and deceptive success. The first 

theme (A) stated in a lightly dancing polyphonic chorus. (This chorus 

echoed at the end by the fact the 3
rd

 appearance of 3
rd

 theme is also 

played polyphonically). These 2 choruses bring early jazz style to its 

highest development. Sections C and D present the 2
nd

 theme with a series 

of blues variations for clarinet and trumpet. Section E is reminiscent of 

the first theme. The piece ends with the same Chopin quote. 

 



Dead Man Blues - 1926 

 

 
 


