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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 
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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 my 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.  
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King Porter Stomp -  1905 
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Original Jelly Roll Blues - 1915 - 1st published work. 

It 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 Morton‟s 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. 
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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. 
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London Blues(Shoe Shine Blues) - 1923  

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

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 
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The Pearls - 1923 

Named after a waitress Morton was  infatuated with in Tijuana. 
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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. 
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Mr. Jellly Lord - 1923 
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Wolverine Blues - 1923 

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

Los Angeles. 
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Tom Cat Blues - 1924 
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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. 
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Shreveport Stomp - 1925 
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Milenberg Joys -1925 

New Orleans Blues - 1925 

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

„Spanish Tinge.‟ 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 
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theme appears at section 3. This part stops the tango rhythm and as 

Morton remarked „stomp.‟ 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. 
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New Orleans Blues - 1925 
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Dead Man Blues - 1926 

Considered Morton‟s masterpiece, the piece begins with Chopin‟s 

„Funeral March‟ 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. 
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Dead Man Blues - 1926 
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Midnight Mama - 1926 
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Black Bottom Stomp - 1926 
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Sidewalk Blues (Fish Tail Blues) - 1926 

‟Sidewalk Blues‟ begins with an 8 bar introduction with jazz breaks 

that lead to section A. A 12 bar blues that is repeated. Section B is also a 

12 bar blues but with a different melody and harmony ending with a 

cadence in the bass in bars 11 and 12, as the "A" section does. 

A transition of 4 bars with modulation from Ab to Db leads to 

section D. Section d is a 32 bar song form in 8 bar phrases. It is presented 

in long tones (whole and half notes) with two bars (7 & 8) in syncopated 

rhythm. This is reminiscent of the feeling of „The Great Gate of Kiev.‟ It 

ends with ensemble playing new, melodic material. There is as coda of 4 

bars that ends the piece in a Charleston rhythm. 
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Cannon Ball Blues - 1926 
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Ted Lewis Blues - 1927 

Billy Goat Stomp - 1927 

A stomp is defined as: “A heavy, strongly marked beat associated 

with early ragtime and early blues form, characterized by stamping feet.” 

Jelly Roll Morton‟s emphasis on composition and well rehearsed, 

coordinated performance was, during his era, unique and anti-theatrical 

in relation to the primarily extemporized collective New Orleans style. In 

his best ensemble work, especially with his Red Hot Peppers. Morton 

showed that composition and meticulously rehearsed arrangements were 

not incompatible with the spontaneity of improvised jazz but could in fact 

retain and enhance it. Ultimately he freed ragtime from its narrow 

structures by developing within it an ensemble style embracing 

homophony, improvised polyphony, solo improvisations, breaks, and a 

constant variation of texture and timbre. 
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Melrose published Billy Goat Stomp in 1927. Tiny Parham who 

helped Morton in the arranging and the writing down of the piece 

assisted it. The procedure of this collaboration between Morton and his 

arrangers will be studied in this group of Morton compositions being 

played and written about. 

This piece is in 8 bar sections, each more like a series of 8 bar riffs. 

There is no return to any central phrase but each section is like a one bar 

jazz break with and answered by the tutti ensemble. The final section is 

labeled a stomp and is like a tutti riff. This is a very interesting piece. 

 

Billy Goat Stomp - 1927 

 
 

Boogaboo - 1927 

We are indeed fortunate to have had Morton and Melrose write 

down his music and work closely with educated arrangers to write out 

Morton‟s ideas on the sound of early New Orleans jazz. In this song we 

can see the use of the blues scale in the main theme (ex: at A, a flatted 

3
rd

). At B we find a 16 bar section of 8/8 followed by a new theme of 16 
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bars. At C another 16 bars of music uses new material. At D there is a 

theme presented using the "A" theme. The theme of B is presented at 

section E with a few substitute chords. 
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Hyena Stomp - 1927 

The piece begins (section A) with a developed set of instrumental 

variations on a theme or riff. Morton recorded the piece as a piano solo in 

1938 and it is a comprehensive and brilliant piece. The piece has only one 

theme and the basic theme is stated in 2 measures and is harmonically 

modulated in 16 bars and serves as an introduction. The next 16 bar the 

melody is stated again. There follows melodic caricatures and 

embellishments, each based on musical ideas related to what preceded 

and what follows. 

Section B is a rhythmic variation that simplifies melody and 

harmony drastically (like a barrelhouse variation). Section C is an 

elaborate lyric transformation of the theme and presents a clarinet in the 

upper register with a simplified melody - a quasi-second part to section C. 

Section E is a set of variations made in the bass part imitating the 

phonic line of the trombone. Section F is reminiscent of the trumpet 

figures. Finally, section G is an ensemble tutti variation. 
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Wild Man Blues - 1927 

This piece begins with an introduction that contains jazz breaks of 

8 bars length. The melody begins at section A and is in G minor in 4 bar 

phrases. Interesting is bar 33 that moves between major and minor. It is a 

great example of the progressive style of New Orleans early polyphonic 

jazz and its evolution to Chicago style jazz, with solo breaks occurring 

throughout. More advanced harmony and structure are used. There is a 

modulation at section 3 to C minor that uses the theme stated at j1 but it 

contains jazz breaks instead of whole notes and the rhythms of the first 8 

bars, but with some slight alterations in the next phrase. The phrases and 

material differ from 1, using thematic motifs more often. It will be 

interesting to compare section 1 and 3. Section 1 is 32 bars long. Section 3 

is 30 bars long with a 4 bar transition to 4 Section 4 acts as an out chorus 

and is marked „boot that thing.‟ 

 

36



 

 

 

 

 

37



Georgia Swing - 1928 
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Seattle Hunch - 1929 
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Freakish - 1929 
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Fickle Fay Creep - 1930 
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Fat Francis - 1931 
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The Perfect Rag - 1939 
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The Crave -  1939 
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Burnin' the Iceberg - 1929 
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Pep - 1929 

 

 

 

 

 There were many events in the celebration. I was a panelist on a group 

that included Danny Barker and legendary jazz historian William Russell 
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I also did a radio show during the Jelly Roll Morton celebration in New Orleans on 

radio station WWOZ. The man on the right is Danny Barker, an old time jazz musician. 

 

 

 

Radio show for Jelly Roll Morton Celebration. I’m in center with Danny Barker on 

right. 
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