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There are many books and articles orthe life and career ofJelly
Roll Morton. Below is given some of his compositions. One of his most
Important contributions are his achestrations with his Red Hot Reppers.




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 anend 1905 but in his young life he
didn't trust publishers.

King was an educated gentleman with a wonderful musical
education. He seemed to hee 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 stydth
a heavy and strongly marked beat. It was written down in around 1923
and later published.




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 Newyork in
1911. Jelly Roll built his pianistic reputation playing this piece on his
travel s. As wi t h al | of Mortonos
orchestration in mind (or for the piano to sound like an orchestra). The
piece is very versatile and divesified 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 12bar blues statement. At section H
another blues variation is found which is followed at section | 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 musiians of the early part of the20" century
used the blues progression and how truly creative they were.
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Kansas City Sbmp - 1923

Morton's friend, Jack Jones owned the Kansas City Saloon
Tijuana, Mexico and asked Mortonto write a song about his saloon.
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London BluegShoe Shine Blues) 1923
A very structured piece that has
and remains an implicit challenge to jazz performers and composers. It is
a 12 bar blues in form but it is hgeniously harmonized. The % section
has the following chord progression:
BI/F7C#/Bb/Bb7/Eb Ebm/Bb Fm6/G7/C7/F7/BbEbBb

RezorDed BY Kint ouvaR's T4 21 Bavp (L'al_:qaaé\ 2 Mew Onsonis Ruviim Kwes (ea)um-szz/)

‘
Y/ Vo o Wnk &<l ad o7 o VV NE—— -..l!.l' l-f'-ll";—
AL dA'.D-dﬂ"lIl_--’. ..‘.'l - 9 3}

( SHoE SHINER'S DRALr) FERD ‘.TEU.Y RoLL* MorTON

Aley’ Bp B B+ & e B By Bb By
a3 ‘,f'_p'gl T - F— hﬁ Arr‘ y B

ya LA 455 TR § P
I VvV |~ IR T o ] TP L\l i | v 1 | A ] L 9v JL 1
.. b lé" 1 o3 BR 1 1 y I 1 1 1 v | | T . L 4
=" (R = = = 0y =
7
 — l#;ln;l‘-l = [r— T T re 4
T T 8 ot S S S S | 2 Z
S e o
2 % |
S U - E° B Fme
"_‘ 1 ! I 1 LA | [_J'A é“} “Jl‘l‘l Al [J[
} } y v bt L i W v C—) 1
N #+e
6’ 7 F7 Bbs & E7 By o
: = g\
" > ?ﬂ- 77—y ~ HE 7 b1
e e L e e
& ] b y—r ! —-—— T .
7| Stomp b7 :
Cly - B o)
b o A M i S
- ~ — -
g e e L O O - A T O e h o T T
5 " |evA BASSO |
m 7 ey
ba Bb‘ D > 2
;l’?‘*—i’—r_lq A;l;l ffl‘ LF;’"A
l'l } | N T e | T'll \/ 1 i L ‘T‘#YLI é I'l L}'.\I:l‘!‘j, VIEjVI ~
It mis ] ; :
b/ Eb F1 pb F7 B ,9 By’ By7
f‘ l ,
S . = [,lx. b Lol
\' v » 1 1 d y (e |




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 atSection A, section B contains jazz breaks
leading to a D. S. that repeats section A to d“3ending 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 beaks and a
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Shreveport Stomp- 1925
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Milenberg Joys-1925
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New Orleans Blues 1925

This is a 12 bar blues Tango, using what is called the rhythm of the
0Spanish Tinge.d Two themes emergge
different but coming together in their 5" 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 O0stomp. 6 Torwardpl/dec e
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 Mortonds masterpiece,
OFuner al Marchdé i n the first 8 bars

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 manage® 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 appearance of & theme is also
played polyphonically). These 2 choruses bring early jazz style to its
highest development. Sections C and D present th&'2heme with a series
of blues variations for clarinet and trumpet. Section E is reminiscent of
the first theme. The piece ends with the saenChopin quote.



Dead Man Blues- 1926




