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v ABSTRACT

Ever sinte- the beginnings of jazz music, the personality
of the performer;composer has been given more than its due of
written commentary, to the virtual exclusion of the music. Jelly’
~ Roll Morton, as one of the more flamboyant personalities in the
field of jazz music, certainly received hi; share of copy'regarding

his eccentric éttitudes, etc., but his music, although recognized

for 'its historical importance, has never been subjected to serious -

scrutiny.
| .Morton, born as ﬁgrdinand steph La Menthe, uniVefsa]]y
recoghized as one of the key figure§ in the development of jazz
music (which’he'him?e]f c]A}med to have 1n9ented in 1902),,was
one of the few.jazz'musicians talented as composer, piaﬁist aﬁd
bandleader. His piano style represents a syhtheéis of blués and o
ragtime jnto the so-called “claséic“ jazz. His manyﬂcompositions
: arehpreserved for us as sheet music, piano‘r011s, and
" acoustic and eér]y electric recordiﬁgs featuring Morton as piano
soloist as well as leade: of a éroup'knéwn as the "Red Hot .Peppers".
During the Great Depression, Morton spent a good portion
of his time in Eﬁe‘vicinity of Hir]em's Rhythm Club, asserting
. hi; claim .to tﬁe invention of jA;;ltb the other unemployed
musicians. | -
On March 26, 1938, Mortén, while 1istenihg to the radio

program, "Believe It Or Not", became outraged upon hearing

iv
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RobertAR1p1ey, the host of the program, introduce W. C. Handy as
- the originator of jazz, stomps and blues. As a result, Morton

wrote an angry letter to Ripley, informing him of his gross _ \\

ﬁ,df mjsrepresentdtion. As a result of this letter, a series of

recordings was arranged by Alan Lomax of the Library of Congress
for Mofton to give his version of the true origins of these
genres. These interviews resulted in the album, The Saga of

Mister Jelly-Lord, thé most detailed first-hand account of the

‘life, environs, theories, and, above atil, mu§1c of any jazz’
musfcian in history.

The major sd@rce materia]s fdr this thesis are Morton's
solo piano interprefations of his own jazz compositions (the
muéic he .claimed to have in;ented--as opposed to blues, for
which he made no éuch claim) on acoustic recordings, asiwell as
the Lfbrary:pf Congress set; during the course of which}Morton
giv?s‘utterance to his ;heqries by means of rhetoric interspersed
wifh cbpious musical examples. .

The purpose of this’thesisvis to assert the putely musical
value of Mortoh's jazz piaho (and by i@p]ication, his entire
oeuvre) in addition to his more obvious contribut{on to thé'
historica] devéaopment of modern jazz music.

The author’s transcriptions of Morton's recorded performances

* discussed in the body of the thesis, are found’jn the Appéhdicgs.



-recomposed work<can be claimed as property of the jazz artist,

Mo
Ly

i PREFACE

Why Jelly Roll Morton?
\

In the field of jazz music, the performfhg artist is seen \

as the counterpart of the composer in the serfous mus1c trad1t1on
With the. exception of totally arranged Jazz,1 the performer accepts
the task of recreating a composition through his 1ndiV1dua1

interpretatjon. The question then arises: How much of the newly

and how much by the composer of the original materidﬁ?. If the
basis for improvisation is a popular tune, or even Jts harmonic
progression, then perhaps very little is owed to th ‘funesmith
If, however, the jazz musician's point of departure/1s a woripof
larger scope, such as a Bach fugue,zthen the performer s debt to
the composer would be correspondingly greaper. - Conversely, the -

same tune (or composition) may be interpreted by various artists.

7

Is .there a definitive interpretation in a ffe\o where the written

score is viewed mere]y as raw mater1a17

These are, indeed, major problems to the jazz mus1co]og1st

‘It is|not therauthor's wish to enter into either controversy, but
4 - i

rather to show how the nature of Morton's work obviates further

- |

discussioh in either'regard.
" The expression, "Je]]y Roll Morton's piano works", refers

to ful] -fledged composit1ons (as opposed to tunes) both written and

- performed by Morton himself without the aid-of sidemen. "Because

o {,1."
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Motton as a p1ah1st had a véry.d1stthct1ve style, the definitive,

way to play any of his compositiohs\is Morton's way."3

Why Morton's Jazz Compositions?

[ 3

Although Morton also wrote blues compositions, he declared

himsetf‘to be the.originator only of jazz music. It is not one
ofﬁthe purposes of this present study to prove, disprove, or

otherwise discuss the merits of Morton®s contention. The author
feels, however, that an 1ptrodu;tion to Morton's piano works may

be justifiably based on the musical ‘genre he claimed as his own.

*Criteria for Selection of Works

This study is des1gned not as a genera1 survey of Morton's_
Jazz piano works, but as an ana]ysis of a selected group of.works
comprisfng various facets of his artistry, both as composer and
jazz pianist. In order'to narrow the‘sqope of discussion, the author
considered.only pieces recorded more than once during Morton::‘
career, to demonstrate different approaches to a work amidst a
variety of circumstances. _ |

Each work chosen combrises a variant upon Morton's ‘standard
| seqhence of themes: ABAC, each‘theme repeatéd ad 1ibitum (for both

number and content of repetitions). The individual pieces to be

discussed are as follows: Frog-i-more Rag (Sweetheart 0' Mine),

Kansas City Stomp, The Pear1s, and Mama 'Nita {Mamanita).

vii




~ is that of listening at half- or quarter-speed. In addition to

-~ on the piano. ) oo

-N

The Author's Transcriptions

~The medium of the phonbdisc has granted us the oﬁpoftunity
Qf hearing the mgéié of Jelly Roll Moftgn as performed more than
forty years ago. Although the music retéins its vitality, the
_means of transmission (said phonodisc) renders the sound somewhat
less than acces$1b12 to the casual listener of today.
There are three major factors wﬁicw contribute to this
ﬁnhappy state of affairs: (1) the acoustic recarding process,
whereby the vibrations of the musical instrument were collected into
a large acoustical horn to produce a ddl], distant sound (2) poor }
electronic equipment and/or acoustics in recording studi&s after
the microphone replaced the aéoustic horn and (3) subsequent
degeneration of the discs from which new masters were made. (Most
of thg author's ava}lab1e sources are fgd:H on L.P. reissues.) ' ;
,fhese same faétors constitute the challenges in transcribing
ﬁorton's solo piano music into written notation. The degree of
unéerta1nty increases in the case of rapid ﬁ?ssagework an&/or

dense_textures in the lower middle register (around middle C).

In such cases, the only means of clarifying the passage in'question

the desired effect of slowing the succession of musical events,
however, the pitchnof the passage drops one or two octaves, res-
pectively, thus obscﬁ;;ng~the texture. At fhése slower speeds,

overtones may.be mistaken for notes which were aétua]]y struck

~~ “In certain cases (mainly in Appendix I) where the original

viti v v



not to the author's knowledge or at his disbosaa)w”the

) : -
. ¢ \

recordings rotated at slightly'léss than 78 r.p.m., pitch was L

:f
measurab]y lTower (than played by Morton)--as much as a major th1rd’ -
\\ -

Where there existed no published version of the work’(at ledast,,

—;_1;‘%‘&»4: 2 .

pitch could only be presumed by means ofiMogeon s 1d;és¥ncrat1c
' \-\\ \«\ ‘
a \\}

piano technique and usual chofce of key. ) ”§§<

Another prob]egaasserts itself inw hd;éA;écordiﬁgs whére
Morton 111ustrates his music§1 theories and sty11st1c elements:
his discussion, at times, obscures his examp]és. Again,’the
transcription embodjes a probable reconsiruction, but'claims no
certainty. A1l the m&teria] in Appendix I derives from the * ,
Library of Congress récord1ngs; Morton's commentary §peaks for
itself. (Complete transcriptions' of the recordings discussed in
Chapters II, III, IV and V are found in Appendix II.)

Where there are two tempo indications at the head\of a piece.
the first represents Morton's opening fempo, the second, his teqPo
at the close of the work. The author has followed jazz convention
inxﬁotating the performed triplet crotchet-quaver pattern as equa1 
éuavers. This potation also suffices for the occaéiona] rapid pas-

sage,'where Morton does, indeed, yti1ize eqdal quaver motion. In

S - ~
any case, the final arbiter is the recording itself.

Biographical Information

- Since Morton's personality has a great deal of bearing on his’

style of composition and performance, the author has decided (as far

. as p;;%ttcab1e) to allow Morton to tell fhe story of his origins and

musical 1nfldences. Of Morton's circumstances. during those formative

ix
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j' entire recorded output in general. Although the Lomax bfograph_y4

! . ' .
¢ . . M

!

years, 1ittle or no objective corroboration exists. The author -
has supplied details of Morton's Tater 11fe:t6 complete the picture,
but the major purpose of the biographical chapter is to gain insight

into the man through his own words.

 Statement of Purpose

The purpose of tﬂe present study is to make Morton's music
more accessible to fhe musical community than heretofore was the
case. This music, once heard, can stand on 1ts own merits: It is
the author's hope and intent that this thesis serve as an introduction

to the Library of.CongFéss’recordings‘jn particular, and Morton's

"« is an indispensable aid to thé Morton student, Lomax underestimates .

 Morton's musical stature: _ . ' R

»

. . . That the best critics of American popular music already
take him [Morton] seriously and put him among the top rank

of -the men of jazz is, I believe, only a foretaste of the time’
when he will stand in the select company of American originals
along with Billings, Foster, and Gershwin.5
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I. BIOGRAPHY AND STYLISTIC OVERVIEQ

‘e

The world was created by the supreme master after working
six days and on the seventh day he rested. There were lots
of creations that were not known to the greater masses which
then ‘1ived in the 01d World. The New World wasn’'t known until
the King and Queen financed a trip for the great Christopher
Columbus to go and accomplish his idea of trying to find a
short cut to some other country, which was India. Columbus
was lost en route and was almost assassinated for his deter-
mination to continue on his journey. Accidentally he spied
1and after many months journey on the high seas. This was
‘the New World, another of God's creations, a large area of
beautiful 1and of seas, Takes, rivers, climates, etc R
finally known as Amer1ca "

This land grew tremenddﬁsly populated and was bu11d [s1¢]
up at a tremendous rate of speed. People of every nationality
settled in this vast haven. France was the owner of one of
more historical states in the country, a state named Louisiana.
In the southwest central part of this state was the greatest
city in this country, the city of New Orleans. In this city
‘there was a son born to a family of French descent, known as
La Menthe. The son was named Ferdinand Joseph La Menthe 1

As I mentioned before, that[?] my name was La Menthe;
La Menthe was really my name. But Father wanted me to be a
hard-working boy; he wanted me to work in the brick-layer
trade; he warited to pay me two dollars a day as a foreman.
[ decided after I learned to play music, that I could make
more money, which I interceded.?2 ] | \

Well, no, they didn't . . . call me "sissy”, but they
always said that . . . a piano was a girl's instrument, so
then I'd taken- tc fbe guitar (that was due to the fact that

my Godmother was a&yays interested in me), and I'd become to

be a very efficient cuitarist until I met Bud Scott, one of

the famous gu1tar1str in this country today [1938] . I was
known to be the best, and when I found out that he was dividing
with me my popularity, I decided %o quit. play1ng guitar and

try the piano, which I did secretly, that is, with the exception
of my family. They're the only ones that knew . . . I'd taken
lessons.

I'd tried on the diffrent teachers, and I find (sic] that
most of them were fakes those days; they couldn't read very
much theirselves . . .

. Then I began to get wise, and would't take lessons any
further ... . and I demanded I would either go by myself and
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-learn the best way I knew how, or be placed under an efficient

teacher, which I was then placed under a teacher at the
St. Joseph University, a Catholic university in the city of
New Orleans and I became to learn under the Catholic tutelage,
which was quite efficient, and then later, taken lessons from
a. . known professor--colored professor--named Professor
Nickerson, which is considered very good. (I tell you, things
is driving along then.) Then, one day at the French Opera
House, going there with my folks, I happened to notice a pianist
there that didn't wear long hair. That was the first time I
decided that the instrument was good for a gentleman same as
it was a lady. o

Well, I don't remember his namé&3 but I undoubtedly, I was
must've been about ten years old. I don't remember his name.

In my younger days, I was brought into-the Tenderloin
district by friends (young friends, of course). Even before
we were in long pants, we used to steal long pants from around
the fathers, brothers and uncles, and so forth and so on ., . .

I happened to invade that section, one of the sections of

¢ the district where the birth of jazz originated . . . At that

time, that was the year of nineteen-two; I was about seventeen
years old. I happened to go to Villere and Bienville, at that
time one of -the most famous nightspots after everything was
closed . . . was no . . . only a backropm where all the
greatest pianist frequented after they got off from work. A1l
the pianists got off from work in the sporting houses at around
four or after, unless they had plenty money involved, and they
would go_to this Frenchman's (that was the name of ‘the place)
Saloon, @Ad there would be everything in the Tine of hilarity
there. They would have even millionaires to come to listen

to the different great pianists, wHat would, no doubt, be
their favorites, maybe, among 'em. :

© « . . it was the year of 1902 that I conceived the idea
probably force. my reason for trying to adopt something truly
different from ragtime, "was" lsic], that all my -fellow
musicians were much faster in manipulations I thought, than I

& I did not feel as though I was in their class. ofcourse [sic]-

they all seem to classify in the Mo. 1 class, men 1ike Alfred
Wilson, (Won Piano Playing Contest St Lo exposition 1904).
Tony Jackson, (world's greatest single handed entertainer, could
play & sing from Opera [sic) to Blues in its correct formation,
knew everything that probably was ever printed) Albert Cahill,
with his (so soft, sweet non-exerting perfect perfection of
passing tones & strange harmonies cool & collective style)

Sammy Davis, (with his original ragtime idea, four finger bass
teft hand & speed 1ike the electrified streamline & etc) these
men set a pace for everyone entered N.0 [New Orleans].d .

°




When I was down on the Gulf Coast in nineteen-four, I
missed going to the St. Louis Exposition to get in a piano
contest, which was won by Alfred Wilson of New Orleans. I
was very much disgusted because I thought I should've gone.
I thought Tony Jackson was going to be there, and of course,
that kind of frightened me, but I knew I could've taken.
Alfred Wilson, so then I decided that I would travel abaut
dlfferent little spets . . . 6

in Alabama, about the year of nineteen-five, when I was about
twenty years old. I was considered very good amongst my
friends, that is, so far as to writing theory, and I've
a]ways had the kind of little inkling to wr1te a tune at
'most any place that I would ever land . . |
But somehow another [sic], 'most all those boys kind of
felt that F'had Tittle composing ideas, and a]ways tried to,
that is, éncobtirage me to p1ay some numbers (that is, write
a number, 1 mean?, so that's why I wrote Alabama Bound.’

. At that\Eime, I was supposed to be a very good pool

\\ Of course, I wrote this tune Alabama Bound while I was

‘plpyer; and T could slip upon a lot of people because I played
piano and they- thow I devoted all my time to the piano.8

1 never will forget aftér I beat some guys p]ay1ng
’pool. if it wasn't for one of my piano-playing friends, you'd
never heard this record, because the guy was going to kn1fe
me right in the back, I'm telling you. He had a knife right
on me. He said that I only used the piano for a decoy, wh1ch
he was right.9

Morton's subsequent wanderings took him to Chicago (1907),

Texas, 10 Memphis (1908),.! New York (1911),2

st. Louis (1912),13
and Kansas City.14 After spending some time managing a nightclub
in Chicago, Morton again took to the road, returning to Chicago
in 1917.15 Soon thereafter, he»left'for the West Coast, making

- California his base of operations for the next several years. During
this time, Morton and his common-léy’wife, Anita Gonzalez, operated
quite a few public establishments, such as restaurants, night-spots
and hotels in San Francisco and Los Ange1es.16

In 1922, Morton left for Chicago; whereiphe Melrose brothers

17

published a total of twenty-six.of his compositions. He cut
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several piano rolls for Vocalstyle and waxed a number of acoustic
recordings for Gennett and Paramount (ensgmb]e'as well as pfano
Eolo) during 1923-24,1l8 before obtaining a recording contract with
Victor (1926).19 For the next four yeérs, Morton as bandleader, ) ’
arrénger and piano soloist for the Red Hot Peppers produced a seriés
\).‘of recordings (predominantly Morton's own compositions), which are

v presently considered the flower of New Orleans jazz music. Iﬁ 1928,
Morton moved to New York (after his marriage to a nightclub enter-
tainer named Mabel Bertrand), where his recording séss1ons with
Victor continued. When his contract exﬁired (late 1930); Morton
toured New England w1¥h pick-up bands, while spending most of his
spére time around the Rhythm Club in Harlem, pontificafing on_the Rt

20 During the worst of the Great

nature and essence of jazz.
Depression, he accepted a position as manager (cum bartender-
pian%st) of a~Washiﬁ§ton, D.C. nig}nt-spdt.z1

In March 1938, Morton wasufncensed to hear W. C. Handy
introduced as the originator of jazz, stomps and blues on Robert
Ripley's radio broadcast, "Believe It Or Not". This program
prompted Morton to send an angry letter to Ripley, informing him of
the true 6rigins of these two musical genres.22
) In May of that yea;, Morton was once again at the micro-
phones, this time at Coolidge Auditorium of the Library of Congress,
recounting for pdsterity the history and pre-history of jazz ih
a series of interviews with Alan Lomaxf These sessions constitute
the most detailed first-hand account o} the 1ife, énvirons, theories,

and, above all, music of any jazz musician, either past or present:

The Saga of Mister Je]]x_Lord,23
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On the strength of these‘L1braryloﬂ»Congress sessfons,
MSrton took part ;n-severa1 recording dates at various stud1os.24
before leaving New York in November, 1940; bound for Los AngeTéé,
where he died in Anita's arms on Juﬁé 10, 1941.'sf111 planning

his come-back.25 i

STYLISTIC OVERVIEW

Discussing the musical Bnvironment in New Orleans around the

turn of the century, Morton mentions popular tuhes,26 quadr111e5,27

30

b'lues,28 spirituals,29 ragtime,”" and opera.31. As a youth, he

himself played guitar in a strifg trio for serenades, 2 trombone or

/ o
drums- in marching bands.33 Mortoh also sang spirituals with various
34

ad hoc vocal ensembles during funeral ceremonies.

Althouéh Morton's personal style is thaﬁaggh1y infused with
blues elemepts (on éﬁsubliminal level), he consciousiy strove to
minimize this influence because of his deep-rogted prejudice against
nonfCreble blacks. (Morton was of Creote origin h1m§e1f.)35’36 .
Paradoxically, Morton's most artistically successful late recordings
(1938-40) include poignant solo renditiéns of piano-vacal blues and’

blues-tinged songs (blues "feel", but without characteristic eight-

or twe]ve-barﬁstructure).?7

General Remarks on Morton's Style in the Light
of Contemporary Missouri (Classic) Ragtime

In creating "something truly different from ragtime",38 Morton

used ragtime as his chief musical e]ement.39 As Blesh and Janis point

out, there were three distinct schools of ragtime, rohgh]y correspon-




ding to‘Miséburi (or‘classic ragtime), New Orleans and HarIem.40

‘It is highly unlikely that Morton would héVe_heard Harlem- ° ;f;

4]

style ragtime during his formative years. On the‘other hand,

Missouri ragtime was flourishing before_Mortén left New Orleans to

42

seek his fortune.’? In fact, Scott Joplin's Maple Leaf Rag, the

vanguard of the entire ragtime movgmenf, was well on its way to

~

selling one million copies (of sheet mqsic).43 Morton himself
_ appears to be the lone documented exponeﬁ% pf'New Orleans ragtime,

as none of his colleagues ever recorded or published ragtime com-
lpositions;‘the only traces of this ragtime sthool are to be found in
Morton's recol1ectipns. This being the case, a discussion of ragtime's

~ influence upon Morton must be confined to salient elements of the (s

Missouri school and an analysis of Morton's understanding of the *

ragtime genre. \
- - \ , .
Ragtime is a certain type of syncopation, and only certain
tunes can be played in. that idea. But jazz is a style that
can be applied to any type of ‘tune. I started using the word 4
in 1902 to show people the difference between jazz and ragtime.

S

Morton's statement concerning the gulf betweén ragtime and

jazz confeption makes an interesting distinction between the two
musical genres. He regards the forﬁer as "a cerfain type of synco-
pation", the latter as "a style" in and of itself. In Morton's view,
jazz is, by far, the more versatile music .of the twa, implying that
-jazz ag a style contains and/or franscends_ragtime's syncopations. -
In fact, Mdrton states that jazz is a universal1yﬁaep11cabJe;sty1e
which itself "comes from everything of the finest class music".45

It is significant to note that most of Morton's disparaging

remarks concerning ragtime (i.e., outside of its limitations) are

S i
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directed against the imcompetent ragtime p1anist.4§ not the corpus

of published ragtime sheet music as such.47 Tb the contrary,
Morgon had great respect for the best of the Missouri ragtimg com-
pose;s (especially Joplin), tnd lsarﬁed all of their

“ 18 |
early in his piano-playing career.

works rather

- "Morton not only used "the wurd" to show people the difference
[V}

between jazz and ragtime: .

Maple Leaf Rag was a great rag during that time, even way
back Tn nineteen-four and it was one of the best rags; t was
played about this way in Saint Louis, but maybe--I'd say I hate
to make the remark Tike that--but maybe not as good, because the
boys couldn't finger so good.

[Morton plays Maple Leaf Rag as performed by Saint Louis
pianists)] o« : ’

That was the way 'they, played it in Missouri; of course, I
playegrit long before I went to the state of Missouri, and I
played®it in a different te » that is, on the version of my

~ creatfon of jazz music. In fa changed every style to mine.

[Morton plays his own version Of Maple Leaf Rag]

That was the style I'd played #t n New Orleans; in my
estimation, it's a vast difference\ 4

\ | |
A1tﬁbqgh/gng€?ﬁ{ﬁ;yer mentioned ragtime as one of the musical

influences heJd ¥ 'in formulating jazz music, it is the one genre

he chose for his co arisén with jazz.

As a representatiye wo (gtime as Morton knew it,

somgﬁgﬁar&cteristic'e1é$§nﬁsjof Maple Leaf Rag shall be enumerated,
,<£hen céntrasfegowith Morton's corresponding brocedure?so
E The over-all ;tructure is AABBACCDD, all themes béing‘in toni§
except C (marked "TRIO"),.which is in the subdomiriant.51 (Later rags
dropped the final theme, using-AABBACC as a standard.) In addition,
all themes are in the major mode (the minor mode in ragtime is an

extremely rare exceptfdn which proves the rule), and partake of

scrupulously regulér four- and eight-bar phrases (each theme being

P .
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sixteen bars long) .

Al repetitions are exact (using repeat marks, except for the’
return of A, which is written out). It would appear that 1mprov-

isation is not a part of M1ssour1 ragtime Rhythms and notes are to

be performed exactly as written (except for ad T1ibitum octave dis-

placements. of the treble on repeats, and an occasional walking bass

to rep]ace the stride for a few measures)

- In general, the right hand plays me]ody w1th characteristic

strict‘syncopations derived, in_part, from the cakewalk;53 the Neft

accompanies with on-the-beat stride bass ( four quavers--or two&
"strides“--tO'the bar in the usual 2/4-t1me) to out]ine the harmonies.

(Map]e Leaf Rag is agypical for its many dev1at1ons from the stride -

bass in the written score.) Harmon1c content 1s conf1ned matnly to

N _
‘primary_triads;\with occasional use of secondary dominants. This

aspect of ragtime is common to most of the contemporary popular

tunes, quadrilles, etc.
There are but few ofganic ties between one theme. and another |
(aside from certain themes having their last four measures in common) .
, D

The best ragtime compositions consist of complementary themes placed

in juxtaposition; the worst, of a medley of unrelated themes utilizing-

the standard AABBACCDD (Tater AABBACC) form, without regard to content.

Later Tin Pan Alley rags degenerate into a mere potpourri of rhythmic-
melodic clichés and'empty virtuosjcleffects.‘

Morton appropriates c]assic ragtime's basic ABAC sequencé of
themes for the vast majority of;hiS:multi-thematic jazz compositions,
but makes,improvisation (efther on the melody orvovér the chord struc-

oo
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ture) obligatory jpr each repetition of a theme. >4 (Morton's themes *

also share :jgor “tonality with ragtime,55 as well as regu]ar phrase

56) He utilizes right-hand synco-

structure p sixteen-bar themes.

pations (withdut the cakewalk "flavor") and displaced accents, to
which he often adds left-hand countermelodies (also syncopated) in

octaves, thus setting up Cross- rhythms 57 Such bass octave countere‘

me]odies usua11y 1ncorporate what Naterman calls Morton's "trademark”, 58

o

a term used by Lomax in discussing Morton/s "trombone phrasnng“ in

genera]..s-_9 o ) : ,

thle h1s left hand contains trombone-like elements, Morton's. -
right hand has been likened (at various times) to a t]arvnet (Tower

and upper register) and a trumpet.60 Morton h1mse1f discusses his
. . \ .
music in terms of the instruments of a jazz band.s1

Other elements of Mortam™s style include "riffs", "breaks' _

w63 (often-in con-

W(as "musical surprises");62 and "stutter step
‘Junct1on with a short-]ong rhythm1c cell, espec1a11y 1n "stomps ’

Morton uses these musical elements as tools-to foster cohes1ve :
. structure 1nrh1s.compqs1t1ons., In genera], he gains a forward momen-~
tum in his performances by a marked 1nerease in percussive (stomp-
oriented) rhythmic effects, whichltend to minimize'the melodic aspect .
.of the particular‘theme. These effects would include the short-long |
:;hythmie cell, "stutter;step", and accented, on; and off-the-beat'
.}epetitipns of block treble chords. _Morton‘s performance reveals yet
a deeper-seated approach to the.unity-mu1t1p1icity duality which

-under11es structural conception in mu1t1 thematic works. His improv-

_isational treatment of each theme is dependent upon . the over- ~all

A




structural design of the composition while it is yet in progress
(i.e., during=a particularrperformance). The 1nd1y1dua1 theme is
then subjected fo’(ariation 1h accordance with the degree and type
of momentqp required in order to SQstain the enfire sFructural design
as perceived. This principle of ceaseless variation and its resultant
organic struéture are seen as the main elements in Morton's “through-
composed" concept.in his multi-thematic pieces.

By and large, ‘a Morton climax is the direct result of a build-up

of rhythmic teﬁs{on,'and as such, occurs at the end of a work. Mama

'Nita (Mamanita)--not being a stomp, but a tango--would naturally

_ constitute an exception. Instead of increased percussive effects

toward thé end, the work evinces righﬁ hand melody from beginning to

end as its raison d'etre, over a frankly accompanimental Habanera

bas;.64 The Baltimore version of The Pearls shérgs this lack of
rhythmic tlimax.ss The. Library of Congress version of Kansas City

Stomn begins {ts final chorus with a moto perpetuo tréb]e melody,

before closing with a rhythmic “ride-out".66 The acoustic version- -
of the last-named work contains a more gercussively—ofiented final
chorus, thus correspondiné to the nor‘m.'67 Kansas City Stomp is a

l.
N ' .| ' e .
rare exception in Morton's oeuvre in.another respect; this: climax

occurs with the A theme, instead of. the usual C (trio) themé. In this

piece, Morton completes his rondo by'returning to this A theme at the

*end.

“Morton's trio (invariably the C-theme, as well as subdominant

tonality) is harmohiCa11y oriented, moving in characteristic "oréan
68 °

chorus".stylelin its\iﬁitfa] exposition (Cl)} (The Pearls, as an

. @

\

10

SIS NI PS RS S0

R N ST

L B e it A _‘




|
.exception, lacks this customary "organ" chorus.) It is this theme

which Morton then builds me]qdical]yland finally uses for his Eby—

thmic climax, eschewing melody for the most part. Frog-i-more Rag,

_however, combipes these three elements (viz., harmony, melody and

, S ~
rhythm) into two choruses, C1 and'CZ. The former ("organ" chorus)

contains a lyrical melodic 1ine in-addition to its harmonic orien-

-

tation; the 1atteriexpands the texture, while transforming the melddy

by adding rhythmic impetus, fhus sacrificing neither melody nor

»jrhythm.sg

Frog-i-more Rag's trio section is also a prime example of
70

~ Morton's improvising on the melody. He a1so 1mprdvises over a
chOrd structure, as in the Library of Congress versions, of The Pearls

‘ and‘Kansas City Stomp,71 where in the former, he reduced the me]ody

to e simple riff'on‘strongfbeat‘treb1e chords, and 1n'¥he-1atter, he
creates an entirely new he]odic contour. | |

Jelly Rol] Morton is considered,a pioneerkin.early jezz. He
synthesized elements of ragtime form with blues ?fee1ing",.ehd"edded
" the indelible stamp of his eccentric gem’us, thus producing,a 'musi‘c
that was qualitatively differenﬁ'from that of its constituent parts.

A]though it is unlikely that Moﬁton "1nvented" Jazz s1ngTe-handed1y,

or even formed a one-man- br1dge between ragt1me and jazz, h1s h1s- ‘ \

torical importance cannot be overlooked.
'-~Through the Library of Coﬁgress~recordings, Morton has become

the best-documented musician in the history of jazz music (this, in

‘contrad1st1nct1on to his many musical contemporar1es who died, leaving

# only AOrton to tell their story!and play their music). He was a major

11 -
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jazz theorist and historian, an'outspoken jazz critic. In 1ater years,
Morton fought hard te win social acceptab¥1ity for his music.72

) VJelly Rol1 Morton, the musician, waS more than a pianist who
wrote good tunes. He was first and foremost a composer, who thought

in terms of logical compositional progre&sion; thle either playing
piano or dibeetiﬁg his band. Although Morton 1ncokpoeafed "musical
surprises” into his works, he knew that the essential quality of his
Jazz ﬁusic lay far beyond novelty. To Morton, the best jazz music
cou]d stand beside the.great classics. If his music endures today,

it is because of his uncompromis1ng]y high standards and the degree

of gen1us sufficient to fulfill their prom1se

12
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1. FROG-I-MORE RAG (SWEETHEART-Q' MINE)

. But with Jelly Ro1l, no matter how exuberant rhythmically or
varied melodically the final choruses become, there never is
any doubt, of their musical logic and that' each note grows out
of the original motive. Nor is the typical flavor of the
unique Morton style ever for a second lost. Frog-i-more Rag

~ offers new and most striking testimony of the mastery that

_placed Jelly Roll in the very vapguard of jazz composers and

/ e 4

pianists.l )

Fkog-i-more Rag was composed by Morton in 1908 (most 11ke1y)

2

and_a]so topyrightéd by him in 1918.% The curious_tit]e of .the

work owes its oridin to a vaudeville-minstrel show contortionist
"billed as "Moore, the Frog Man".3 |
In 1926, the Melrose Brothers published a popular song,

- Sweetheart 0' Mine, which consists of a slightly altered chorus .

(trid organ chorus of Frog-i-more ng) with the addition of é /“
new]y-éomposed \'/erse.4 |

| Mprton recorded‘the-wofk three timesﬂdurjnglthe twentiés,
,éa;h time as a piano'5010:_twfce.in June 1924 (once:for Gennett,
once for Ria]toé-both acbusgically rétorded) using;the title,
5,6, ‘

Froggy Moore (Ffog-I-Mére) ahd once in April 1926 (for

7,8

Voca]ion--ear]j electric) using the‘tﬁt1e, Sweetheart 0' Mine.

(No recording exists of either of the published popu]aprsongs}'

Sweetheart 0' Mine and Froggy Moore.)
Thus, there exist three (possibly fpu[f including thé

Spikes Brothers' véhsibn,‘Froggy Moore) distinct--albeit related--

i3
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compositions and three titles-- roggy‘Moore; Frog-i-more Rag9

and

Sweetheart QL_Miné--each of which is applied indisgriminately to
e o v

one'or.anbfher of the various versions.

In 1light of such confusion, the present discussion will
'distinguish between the e#tant Versions in the following manner: the'
sheet music of fhe popular song (either with or without lyrics) as
the "sheet music";athevtwo'recordings by their ofigina1 titles

(i.e., Frog-i-more Rag for the 1924 acous&ﬁc recordihg--wﬁﬁchever

of the two 1924 recordings remains extant, and Sweetheart Q' Mine

for the 1926 Vocalion recording).
h The two évai]ab]e versjon§ of sheet music ‘utilize a similar ;
Qerse, but there is less adherence to the melody fn thg version

,»without_lyrics.‘ In féct, the chorus of thié piano versioh comprises
‘a treble obbligato (to the melody), which; in»conjunciion with the i
strongly ragtime-influenced bass, gives the impress{on that the
purely instrumenta] yers{bn is indeed not for solo piano at al],

but, rather, a sketch11 for piano accompariment of a vocal and/orf

band rendition of the popuiar song, Sweetheart 0' Mine. The other

sheet music version (with Tyrics) faithfully doub]és the voice,
providing, hOWevef, a slight variant in itshchorUS, of the trio“
organ chorus of the multithematic recordéd combositipné.

of Mortoﬁ“s three confirmed recordings of\this wo}k, only

two have been p}eserved. A comparison of their respective forms
12 | | ‘

yields the following:
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Chart 1. Form of Frog-i-more Rag and Sweetheart 0' Mine.
1924 ' 1926 ‘ v
Egg Frog-i-more Rag Sweetheart 0' Mine o
B ‘Intro Intro
b
B A A1
‘ A
2 /
b /
8 B) By 1
: 82 B2 ;
B” M ‘ |
Bridge Bridge y
b : : #
E C1 C1
C2 C2

"From all accounts, Frog-i-more Rag is most 1ikely the
original cbmpogition,13 and as such, merits first analysis. . i

The fouf¥measure introduction consists of two virtually ' |
identica1.two-measure phrases, the second of which constitutes an
octave displacement of the first. . The treb1f moves diatonically
stepwise from tonic down to domjﬁant, utilizing Habanera rhythm{
This effect is accentuated by the°right hand octaves, as well as
'left—hahd close positidn chofds, on these beats. After the dominaht

BN )
seventh chord is struck, a treble break14

follows (méasdre 2),
consisting of an upward‘fihgered glissando and downward leap, -
thus reiterating the dominant octave. The next two measures are

- the same, but for the octaYe displacement and the substitution of

a full two-handed dominant seventh chord in measure 4 for the pre-

viousﬁy mentioned treble break.

The introduction provides a twofold contrast to the first

four measures of A: the former evinces diatonic, downward motion,
' L |
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\
whereas the latter section uses chromatic, upward motion. Both, 0
however, move conjunctly.
A, measures 1-4, consists exclusively of block major-minor
i

b7 to F7), before the texture changes. For. the

seventh chords (B
‘. ,

remainder of the antecedent phrase, chromatic interest continues in

the form of bass octaves, while the treble, after a false start

(measure 5), assumes primary melodic importance in measures 6-8.

&

|
Ex. 1. Frog-i-more Rag, Introduction and A, mm. 1-8.
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The next four measures (A, measure:9-12) present a variant
of‘mea5ures 1-4, utilizing inverted mordent-like triplet embellish-
ments 1in the éreb]e. and third inversion;dominant sevenths in lieu
of the previous root position dominant sevenths. Measures 13-16
end the A section with much the same melodic and harmonic material

as measures 5-8, but include a contrary motion passagelleading'to

the éxpected authentic cadence.

Ex. 2. Frog-i-more ng, A, mm. 9-16.

Stfange]y enough, although the entire foregoing section is

in Bb major, there is scarcely one root position ténic”harmony to
be found (A,-measure 7);15 even the authentic cadence of measures
15-16 ig imperfect. (In fact, the first bona fide perfect authentic

cadence occurs at Bl’ measure 7.)

priter m imad aemn e e aias




The B1 chorus is basica]]y harmonic 1n nature. Most of

»

the melodic interest 1ies in the chromatic bass octaves, which S~
permeate the textures of bath B choruses. (Th1s conjunct chroma-
ticism is a key element in binding the A and. B themes together.s)
freb]e block ‘chords provide the cross-accentuation which is ifkvese
prevalent throughout both B choruses. Circle~of-fifths harmonies
(Bl’ measures 4~7) cadence in measures 6-7 (perfect authentic) and

immediately yield to a Mortonesque stutter-—step,16 treble octave

17

break (measures 7-8), which completes the antecedent phrase of Bl'

Ex. 3. Frog-i-more Rag, Bl’ mm. 1-8.

The treble of Bl’ measures 9-13 utilizes chropatic passing

tones (as well as a few other non-chord tones) in order to create a

melodic Tine where the corresponding measures of the antecedent

\
\

18
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_.phrase contains primarily stomp-oriented18 block chords.' Morton's
left and contjnues the walking bass, occasionally interspersed with
stride. A similar cadence (to measures 6-7), omitt%ng the treble in
‘the tonic harmogy, occurs at the close of the conseauent phrase

(Bys measures 14-15), followed by a block chord treble (By»
measures 15-16) reminiscent of thgffirst four measures of the B,

-
| g

chorus, as well as A, measure 16.

Ex. 4. Frog-i-more Rag, Bl,‘mm. 9-16.
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BZ’ measures 1-4 extends the range of treble melody while
retaining the basic contour of B, measures 9-12. (The misstruck v
. ' o
G octave.- in the bass of Bz,‘measung 1 is clearly in anticipation of

the next measure. According to the harmonic milieu, the octave

should be F.) The succeeding four measures (By, measures 5-8) i

reiterate the cadential refrain almost note for note, after which
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occurs a repetition (in the bass, this time) of Morton's treble

break in the previous chorus (81, measures 7-8).

g
Ex. 5. Frog-i-more Rag, 82, mm. 1-8.
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The consequent phrase of 82 offers little significant var-’

iation, but measures 13-16 literally reproduce the corresponding
measures of the A chorus. It is noteworthy that measures 5-7 and
13-15 of all the“A and'B choruses are identical harmonically.
(The B choruses truncate this harmonic prog}ession with the same

authentic cadence in measgres.G-Z and 14—15.)
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The ﬁl chorus substffuteS‘ninth chords for th; major-miner
seventhé of the corresponding mfasures of the A chorus, .thus creating
a more complex sonority. The main interest in this chonyé, however,
lies in its exceptional key structure. Hhi]e_presefving the chrgmatic e

ascent of the A chorus (providing still another rhythmic variant),

» N\

the A1 chorus begins on the ‘dominant, and only after the fi;St

~ four measures, modulates to thé tonic. After the semi-cadence bf
measures 7-83 this pattern is repeated; and the chorus ends (Al,i
meaSures‘13416) with an almost 1iteral sepetition bf,the last four

measures of the A chorus (which also brought the 82 Ehorus toa

1

close). The harmonic center of the A" chorus (F Dom9) provides a

rather equivocal sense o?;tonicity; fﬁus, at the imperfec$ authentic e

6 b

cadence (Al, measurg§115-16),19 the I4 of B~ major extends the res-

olution to a perfect authentic cadencgin Eb major, the key of the

trio section.?0 (Morton defers this resolution until the final

cadence at the conclusion of the work.) L ' i | o ;
- 6
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o Ex. 7. Frog-i-more Rag, Al’ mm, 9-16.
A f
oy
:f; 9
5
A treble trill -over Bb dominant seventh harmony provides a
ey i ' i ¢ gL
bridge to the trio section in EP major.21 : / . G
) . e ) i
Ex. 8. Frog-i-more Rag, Bridge Passage. - oy
= gt egz_g Lt =t o == ';,/:L-. pe
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' Each of the two trio choruses is thirty-two measures-long-r

= ' 4 . " L




;'@_;

B

A IR 51 B o o it s s 1 e <

]

double the length of gach'Of the previous thoruses (i.e., A, B, Bl’

99 and Al). ‘The trio section as a whole occupies fully one-half

of the composition

The harmon1c progress1on of the trio theme explores second-
ary key .areas in add1tion to the unadorned c1rc1e-of fifths har-
mon1es,of the other themes. There is a]so a good deal of chromatic
voiceejeading“aé an adjunct.

Phrase structure is, hggeQer, regular without exception;
organ chorus divides readily into 16+16 héasures, each phrase of
wh1ch, in turn, d1v1des into 8+8 measures. The first three eight-
measure phrases (Cl, measures 1- 24) partake of the same texture and
heavily syncopated, r1ff-]1ke rhythm.22 The net effect of this

syncopation is an emphasis on the second half of each measure.

Ex. 9. Frog-i-morejRag, Cl’ mm. 17-24.
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a marked contrast to the previous passage. Measures 25-30 are each
initiated by left hand glissandi; which are then followed by full,
right hand treble chons both on- and-off-the-beat, featgring the
"double-struck” e]emeht.
chorus (Cl, measures 30—32) reinstate the bass (again coinciding
-rhythmically wjth the treble) to effect an authentic‘cadence (mea-
sures 30-31); bass and treble (the interval of a sixth bétween them)

- cascade step-wise in octaves toward. the final trio chorus (Cz).24

A
e I YOS AT TPA IIL B EIA AL YN T s Voo o e -

The final eight-mea54ve'phrase (Cl, measures 25-32) provides

23 The final three measures of the organ'

Ex. 10. Frog-i-more Rag, C;, mm. 25-32.

stomp-1ike stateﬁent of -the trio theme.zs' Emphasis is shifted’to

strong beats. Two types of syncopation provide-variety:vthe first

- The €, chorus culminates the work with a full two-handed ~
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utilizes both hand§”£o<negate the basic imp]icit‘pulse, while the. ‘
second bits one hand (with the syncopation--usually the right hand) {
against the‘othekl(Which'maihtain§ the-pulse). This fina] trio
chorus is one of melodic embellishment; with few exceptions, the

original contour of the melodic (treble) line of the C1 (organ)

éhorus is preserved. The major interest lies in the wholesale recasting

of the simple riff-]ike?6 rhythmic .cell, which serves as the basis

for the previous'(Cl) chorus. Morton fuses several types of bass
y (stride, walking, et al.) into a composite, mu]ti-purpose bassline,

\

in order to set off the treble melody to greatest édvantage. In CZ’ -
' : |

measures 1-4, the stride bass provites harmony; in measures 5-6,

bass syncopation coincides (for the most part) with the trebfe, thus

supplementing its jagged rhythms;_in measures 7-8, the walking bass

assumes melodic prominence, accompanied (as it were) by treble chords. (-

.~ Ex. 11. Frog-i-more Rag,ﬂcz, mm. ‘]-8.

R
¢
*
r
I
{
)

B

A
AR W4

k]

-3

i

o}
:"Y“
i
I

|
JI%JJ
\‘ﬁTjr
ﬁl
i
\ﬁ__
¢
g

25

T i,

B e ]

DR TAPE Y

i 5 TR NI N




26

Morton combines stride with walking bass in measures 9-12.
' The dominant pedal (rarely found in Morton's work in such unadorned
feshidn)~1n‘measure 12 is thenvextended'through measure 14 via two .

”dbwhbeat dominant seventh chords (measufes 13 and’14) to give the

effect of a stop-timez7 quasi-break climax. A full two-handed stutter-

“step break ensues (measures'15-16), replete with wide-spanned melodic

tenths in the bass,28 to cadence on a Bb dominant seventh chord.

Ex. 12. Frog-i-more Rag, C,, mm. 9-16.
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~ The treble octaves of measures 17-18 invert the interval.

from‘G to D by octave displacement of the former note (thus, the
_ ascend1ng perfect f1fth becomes a descendjng perfect fourth).: The
" next three treble measures (19-21) Fender fa1thfu11y the or1ggna1 con-
tour of the trio theme (as stated in the organ chorus, C ), while Cz,

measures 22-24 pare down the me1od1c 11ne in favor of a stomp-Tike

At i o R
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repetition of the melodic cell C~Eb-F. Morton's bass strides from
measures 17-26, then follows the tﬁéb]errhytﬁmicaTIy (wifh éhother
peda]) for two more measures before resuming its dual, stride4

walking role Tn measures 23-24. | /

" !

Ex. 13. Frog-i-more Rag, C,, mm. 17-24.
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Thé final pﬁ;age (meaSureg 25-34) begins with anexact
.melodic restatemegt of thq corresponding measures of Cl,'folloded by
two measdreg ofsuninterrupted quavgfs'which‘at lTast settle on a
b in the treble (measure 31). _Tﬁe_baSs glissandi of Cys
measures. 25-30 are'repiaced in tﬂé Cz,chorus.Py chromati§ conjunct
bass octaves prior to each successive downbeat (measures 25-28).
A harmonically conceived, ;yﬁEbpated bass'f311ows (mgaéures 28-31),

which is 'supplanted, in turn, by Morton's stepwise dominant-to-tonic

A N

27
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$
bassline (measure 31)ﬁ\ The direction of the bass then changes forth- ]
" with, and 1mmediate1y»ﬁoinc1des rhythmically with the treble to con-. !
stitute a Mortonesque cliché tag-ending, complete with tonic major-
minor seventh.
Ex. 14.. Frogei-more'Rag,’Cé, mm. 25-34. ~
]
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The 1926 Vocalion recording of Sweetheart 0' Mine is, in
mény respects, similar. to the 1924 acoustic recordiné of Frog-i-more

. Rag, but differs markedly on two major'points.‘ First--as seen in

Chart 1, the A theme 6f the former does not return after the B theme

L)
- -
.




statements. This phenomenon is a rarity among Mbrton's tri-
N\ thematic compositions. (The d1st1nction is, howe er, shared by

King Porter Stomp.) Second--as previously mentiored (footnotes

11 but

7 and 12), the A themes of the two recordings are

f uncelated.2?>30

After a.four-measure introduction (virtually dentica] to

Frog-i-more Rag's introduction), a two-handed, clos position di-

minished seventh chord opens the A1 chorus, thus eff cting a/sort
of eceptive cadence. A treble break ensues,

in minor thirds (Al’ measures 1-2). Tonic harmony appear

rom Bl’ measures 1 3. 31 The

~ walking bass nterrupted by bccas onal str1de to fill ou harmonies,

\descend ch mat1ca11y, then asc ds in the same fashion/(measures

. - 4
. cliches.
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Ex. 15. Sweetheart 0' Mine, Introduction & Ay> mm. 1-8.
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The dim1n1shed seventh chord appears w1th 1deﬁt1ca1 vo1c1ng ‘ . 3 )
in measure 9 followed by another break, this time out11n1ng the '

'chord in descend1ng tritones (measures 9 10). The treb]e thereupon

~renders an a]tered versmon of Al’ measures 7-8, and proceeds step-
_ \
wise (ut111z1ng 1mp11ed polyphony) toward the authent1c cadence of
measures 15~ 16 - The bass in this passage a]ternates str1de with

_ chromat1c pass1ng tones and arr1ves at th1s cadent1a1 po1nt via

~ ~
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. contrary motion with the treble.

Ex. 16. Sweetheart 0' Mine, Al’ mm. 9-16.
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A, opens with still another identically-voiced diminished

seventh chord.v The treble bﬁéak‘which immedfate]y;follows is a

32

hybrid.”" . At the'outset, it appears;to_"break" the texture and

suspend the explicit pulsey at AZ,‘measure 3, however, the bass

re-enters while the characteristic break>pattern is utilized as

!

bona fide melody. 33 This treble passage also presages the rhythm

and genera] me]od1c outline of the C1 tr1o organ chorus AZ' measures

4-5 are equ1va1ent to their counterparts in the preV1ous chorus.

[

The treb]e then apgroaches the medial cadence utilizing conJunct
mot1on, which 1nc1udes ornamental tr1p1ets (measure 6 7), 1nverted

peda1 (measure 6), and a\War1ant of a- Morton- me10d1c tag- end1ng
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c]iché (measure‘7). The bassline is pure]y supporting in its role

Y~

and contains no double-struck notes, syncopations or other fr111s

Ex. 17. Sweetheart 0' Mine, A,, mm. 1-8.
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The diminished seventh chord occurs as expected in measure

9, preceding,yei‘another treble break, this time outlining the chord.

in a stepwise configuration, using passing tones, Morton’is then
!

content to c]ose the A2 chorus w1th a s]1ght1y varied rendition of

the correspond1ng passage in A1 _ ' b

32
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Ex. 18. Sweetheart 0 Mine, A,, mm. 9-12.
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The antecedent phrase of B1 presents an ornamented version
of the corresponding measures of frog-i-more e Rag until the tonic
break at measure 7-8. Instead of the latter's stutter-step,

Sweetheart Q' Mine evinces a descending broken chord pattern

utilizing the short-longnrhythmic cell.

Ex. 19. Sweetheart 0' Mine, Bys mm. 1-8.
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Measure 9 expand§ upon its measure 1 codhterpart, while
ﬁeasurg.lo simplifies the melodic contour gf measure.2 into one
note. The treb]e.of Bl’ measure il Bokrows the friplet‘ornament
. from A,, measures 6-7, and then follows its own bassline while
m;intaining the inverted dominant pedal of B,, measure 3; The
broken dominant seventh cpord invmeasure 12 leads into the cadential.

refrain (which comprises the last four measures of the B, chorus),

including "Tiger chorus" rhythm ("Hold that tiger!") as a sort of

break between choruses.34

Ex. 20. Sweetheart'0' Mine, B,, mn. 9-16.
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The B2 cbofus begins in the same manner as Frog-iQmore Rag's

: »Bz'chorus, but while the treble.of the latter remains harmonic in

nature for its first four measures, Sweetheart 0' Mine deséends again
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conjunctly in octaves, forming a melodfc unit with the cadential

L

this cadentia] refrain then inspwres a syncopated bass break . ',

* refrain (measures 5-6)."

(measures 7 8) which, strangely, avoids the expected resolution to

the tonic.

Ex. 21. Sweetheart Q' Mine, By, mm. 1-8.

The short-long rhythmic ce11 which permeates o

o

The treb]e«of 82 s consequent phrase cons1sts of an orna--

. mented’ verS1on of Frog 1-more Rag s 32’ measures 9-11 followed by

1,

fa variant of Sweetheart 0 M1ne s B1 cadent1a] nefra1n {measures

/
12- 15) :The bass. cont1nues 1ts syncopated conjunct line (we]l 1aced ’

" with chromatic1sm) through measure 12, preparing for the final con-
trary motion (bass and treble) passage in Bz, wh1ch or1g1naﬂ1y

derives from‘Frogfi~more Rag's A chorus (as well as- B2 and Al ),

35
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X : e
measures 15-16. The‘perfeCt authentic-cadence, which ends the Bz
chorus (on.a I Dom7 ) signélsﬂav;hange of”keylin the upcoming trio

’§Eztion,35‘hera]ded by a treble trii] in the two-measure bridge over

dominant harmony (1n\§

S | . | ]
Ex. 22. (Sweétheart §:jﬁ?;é% 82’ mm. 9-16 & Bridge Passage.

k]

"Thg trio organ chorus is virtually a repetition of the C1 '

chorus in Frog-i-more Rag, and as such, requires no further discussion.
. ' c = L Ny ' ‘

The first four measures of C, are identical (but for,minor . - S

. R - r& , - ’}*‘"”:."” % )

’ ‘é ~ . s N . ‘;,7 :‘m gv
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detail) in both versions. Sweetheart 0' Mine's C,, measures 5-6 |

repeat-and extend the treble melodic cell of C,, measure 1, while

Frog-i-more Rag's corresponding measures follow the trio chorus.

‘Morton's rendition of measures 7-11 ornaments the line; using treble
quavershin conjunction with repeated figures, while retaining the

original contour of the eaflier (i.e. Frog-i-more Rag) version.—This

p characteristic is noted in the breék of measures 15-16, after apn. . . //

identical cadential app?oach of measures 12-14 in both versions.

Ex: 23. Sweetheart 0' Mine, C,, mm. 5-16.

\

Ry y




W% Morton alters the harmonic background'somewhat:‘)7 in his
perpetual motion-type rendition of measures 17-24. Hfs conjunct
trebTé quaverslchange tﬁelshape ofrtbé brfginafrmé1odic line (1n‘

the organ chorus), whi]eTeschgwing syncopation in a melodic recasting
of the harmonic structurg of Cl's_corresponding measuré§738

-

Ex. 24. Sweetheart Q' Mine, C,, mm. 17-24.
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From measure 25 until the final cadence éf measUres 33~34,
"Morton is éontent toutilize the same techniques in both vgffiong,

tc conclude thg/work yith a flurky of .activity capped by;akagéﬁfied;
tag-ending.39 . ' ” o v ;
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IIT. KANSAS CITY STOMP

Well, the Kansas City Stomp didn't come from Kansas City;
I wrote the Kansas City Stomp down on the borders of Mexico,
right near the American border, from near California side,
in a little place called Tia Juana, Mexico. The tune was -
named after a saloon that was ran by a friend of mine (or,
run, rather, by a friend of mine) by the name of Jack Jones,
a very unfortunate gentleman, although he was worth a million
dollars. And he asked me to name the tune after his salo n,
and his saloon was.namsd the Kansas City Bar,l so I named it
the Kansas City Stomp. : -

There exist two recorded solo piano renditions by Morton

\ -
of his Kansas City Stomp, fifteen years apart,s’_A]so available

for comparison-is a sheet music version a5 originally pub]ished'by

Melrose Brothers in Chicago.4

A perfunctdry comparative examination of the forms of the

Various versions yields the fo]]owing:



Chart 2. Form of-Kansas City Stomp.

Key Sheet Music Acoustic Librery of Congress

Intro' Intro - Intro

b . . .
; A A1 - A1
) . A A2 A2
E B B1 Bl.
: B le ,‘BZ
E A A3 A
b c - C o
A 1 1
¢ G G

Intro
el A A
- 4 : o 4

Forma11y, the tWo recordings are Virtua]]y idéhtica]

4

except for the absence of the exact recapitulation of the 1ntro—
 duction in the acoustic vers1on The 51gn1f1cant factor, however,

; is Morton's fina]'return to the A theme in both cases (as opposed /_

to the sheet music), thus comp]et1ng a rondo form. 5

\

The sections .
“areé a]] s1xteen measures in length, 5 d1v1ded symmqgr1ca1]y (8+8) /
‘nothing in the over-all. structure seems extraordinary, hut for . / .
Morton s choice of theme for transformat1on 7 _ ._ |
The introduction is 1mmed1ate]y consp1cuous in both record#ngs,
| Qith its distinctive non-functional harmonic major sevenths )
These major sevenths. (B to 'A) are the more d1squ1et1ng, when con-
s1der1ng that the. very presence of the A natural, the source of the

\
dissonance, - subverts the tonality of Eb

before it is even estab]1syed
(The sheet music does not conta1n this noteworthy e1ement ) In a '
s1m11ar manner, the rhythm of the introduction 1s des1gned to obscure .

the bas1c pulse and meter of.the piece by Jts.repet1t10n of’g.short-



’ .

long rhythmic cell through the first three bars (which might well

be construed as four bars of triple meter),axbefore finally affirming

the naturally stfongvpu1ses on the first and third beats of ‘the

" fourth measure.

Ex. 25. Kansas City Stemﬁ,wlntroduction, acoustic version.

\ ,c" ﬂ"lM'
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Morton rema1ns quite faithful to the sheet musﬂc version of

-,

the A theme in bothypf his record1ngs.9} In each. case, A; and A,
and off-beat répétitidns of melodic patterns.lo.
" In the acoustic version;'Mbrton's-t?eatment~of-fhe A theme
is sjmi]ar.in_its conCebtionAof both}choruses (Ai and'Az). Each
. employs the doup]e-struck\syncopatiOn, treble octaves over stride
| interspersed with wa]king;bass;_and liberal-use”of Strong-beat-béss
chords in additipnifo the customary octaves.
S Aé, measure 1, Morton substitutes an Ap

inAJ, @easufé'l, thusfstfengthening the tonality by replacing

for the A naturélﬂ

N

- form a cohesive Qnif, the latter adding rhythmic complexity via dnA‘



Y
§
{

) A2, measures 2-4‘f111‘1n ‘the unadorned melody of Al's corresponding

42

“+

the‘]atter's secondary dominant (V7/V) with V7 of Eb major.11

measures using an anticipation followed by a mod1f1ed stutter-

step with an inner- voice cambiata Thus, two megsures (Az, ‘ -

measures_3-4)‘have,been filled with an extension of the Al’

measure 3 material, which 1inks measure 3 to meastFe 4 (also binding

thesfirst'four measures into a cohesive unit), instead of relegating

A measure 4 to the status o —anacrusis to the next phrase (measures

/5-8),
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a) Al’ mm. 1-8; b) AZ" .. 1-8,
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" The conjunct wé]king'figure in the bass in its varibus
~guises is an integral stylistic feature, which binds the two A

choruses togéther; Indeed, the conjunct_wa]king bassline permeates

2

\ N
Morton's treatment of this entire section.

I

Ex. 27.. Kansas City Stomp, a) Aps M. 45 b) A, M. 75 ¢) Ay, m. 4

bassline, acoustic version.

a) . .
W
] s b
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Ex. 28. Kansas City Stomp, AZ’ mm. 13-16, acoustic Version> \
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Morton remains close to the sheet music version in his, - \
rend1t1on of the B theme. He uses much the’ same treble line as the | |
‘pr1nted music, relying on repeated notes to establish disp1aced accents
in lieu of real me]odic_1nterest.ﬁ B, measures 7-8 contain an

"interésting yariant of a standard Morton treble break, replete with

two semitonal‘melodﬁt resolutions and a double-struck syncopation.12
Ex. 29. Kansas City Stomp, By, mm. 7-8, acoustic version.
B E v, T !
;-
ELB”-E':—F__._::.‘“ = —=—— =]
_The,next:eight measures (Bl’ measures 9416) prbvide the
'-conseqUent bhrase (almost a-carbon copy) to the‘firstieight mea- v~

..sures but ending (measures 15 16) with a full two- handed break '
’ (le hand with- a common- tone, stomp- or1ented, on- and off beat

- percuss1ve attack

,\ ) ‘ ! -~
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Ex. 30. Kansﬁs‘C1t1 Stomp, Bl’ mm. 15-16, acoustic version.
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32 begins with the’exéeption that proves the ruie. The
Iy treble of méasures 1-4 béars:no'relation to the corresponding
measures of Bl; but.through similar accehtua1 pattérns. (The
harmoniés wou1d have\béeh the same,. were it not for the conspicuods
absence 6f'thaf otherwise ubiquitgﬁs Ab.) An underlying rhythm
~ of measures 174‘13 the shdrt-]ong cell, first appearing in the
introduction. - Morton-executes a break in measufes_3-4, utilizing
his stutteféstep again, in conjuhctioﬁuwith‘its harmonic counter-

part (vacillation between V7/ii and viig/ii).‘

Ex. 31. Kansas City Stomp, B,, mm. 1-4, acoustic version.
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_Bz.'measures 5-6 constitute a repetition of By's corres-
ponding measures, but the break’in measures 7-8 is in the bass
(as opposed to the t#eb1e break in Bl’ measures 7-8),13:wa1king
stepwise down the Eb major scale, until Mqrton's skip of a third

(supertoniq_dowg tp,]fan;.ugﬁfne--thus AVOiding the expected

- T

R
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BZ,EMEé§ures 9-16 rebeat the corresponding measures of

Bi until the“cadence'(measures'14-15); after which Morton inserts

>!a'break in "Tiger"_rhythm15 to-re—in%roduce the ‘A theme (A3) over

i 16 »
the "back-beat" bass.™". . R

Ex. 33. Kansas City Stompj Bz; mm. 15-16, acoustic version.
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There is a curious sidelight to Morton's acoustica]]y
recorded performance of the B1 and 82 choruses: in the stride
bass, he consistent]y-strikes an A natural instead of the expected
G natural, which would natura11y serve as the root of his v /v1
and fifth of his v13/41 harmon{es. 17 | -
’ | . .

- Ex. 34. Kansas City Stomp, Bl’ mm. 1-4, acoustic version.

Morton pares down the A theme to its bare essentials 1n the
18 -

A3 chorus. This technique is, of course, character1st1c of

Morton's stomp choruses where the percussive nature of the thematic y
mater1a1 must necessar11y take precedence over the me]od1c 1yr1ca1
His uncomprom1s1ng (to tonal1ty) perfect fourth back beats render the
) more stark Morton's two— and three note 1nner- and outer -voice pttch
f]uctuations_both on and off the beat. Rhythm1c tension atta1ns ‘
prtmary signiftcance in this chorus. The subtle change 1nvbass

é 14) prov1des added acoustic

voicing toward the. end of A (measures
emphasis to cont1nue bu11d1ng rhythmic/momentum until the cadence.
2In the treb1e, the reso]ut1on to. tonic is ant1c1pated at the end of . L
- Mmeasure 15, so that measure 16 cons sts only of the bass Eb and its |
adJunct perfect fourth back- beatdghd rap1d1y decay1ng treble tonic

tr1ad 419 ' o oy



Ex. 35. Kansas City-Stomp, A3 chorus, acoustic versioh.
0

———————

o - Q;‘(; | ‘ . B . . | i _\‘\. .
. “,Lzéﬁg - . .
) ’ ) )
’ \
. <Ihe Eb maJor harmony, which is tonic to the A and B:

themes, represents dom1nant'to the tr1o theme C. Thus, V of Ab
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major (the harmony of measure 1 of the C theme) requ1res on1y the

‘addition of a D (provided by the trio's key signature) as a bridge

TR

from A3 to C1 Q
The C1 chorus represents a typical organ chorus of a Morton
" stomp, but contrary to Morton's wont, it is the A theme (not |
the trio C theme) which receives the greater portion of his trans-

,
S ’ !
formational technique. The C theme, albeit in the subdominant, : )

. 7
has a distinct’harmonic affinity with A. (The multitude of sim-

ilarffies'precludes the possibility of sheer coincidence.)

o

: . ¢y ' '
Chart 3. Harmonies of A and C themes in Kansas Cif} Stomp.* ' B

measure number
3 4 5 6 7 8
I 1

I 1

o VT 1w
W9 b5, b7 LW T ‘
measure number 21
1 1 13 5f<_14 15 16
1o v R PR
, ' v /i (1Y) g v T
B ALY
) R (vii’/v)

iﬁe tona11t1es of:iﬁe A and C themes are Eb endaAb major,
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_ In fact» Morton might have qpnsidered the C theme to be a
transformationﬂof‘the A theme in and of 1tse1f | o
The C theme begfns with four measures of sustaijed blpck &

\ ~.
chords,. out1in1ng a meTodic curve remin1scent of the b ginn1ng of -

KB
the A theme. The treb]e of measures 5-8 is s1m11ar 1n its restricted
range of me]odL to the Bﬂfheme. The bass of measures 5 and 7
' i
str1des wh11e)that of measures 6 and 8 walks with the character-

1st1c, doub]e-ftruck syncdbated ga1t

¥

l C e . K e

. T ' _ i
Ex. 36. KansaS‘City Stomp, Cl’ mm. 1-8, acoustic versjon.
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) }f-'v | .Ciy measures 9-12 modify measures 1-4, thqs prepar1ng for R

. i . =
«4: . 4

the cadent1a1 formu]a of measures 13- 16. (MeaSure 14 conta1ns a
;break 1n‘quayers on a diminished chord fo]]ow1ng two hammer-ﬁ

chords~ Morton reproduces this break from the pr1nted score )
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. Ex. 37. Kansas City Stomp, Cl’ mm. 13-16, acoustic version. )
' | |
N ) . “‘.\‘.
p :_'_:—_F_ .':-;A = '."_" 5
¢ B we 3
Ju— F—— r“
e
- g
S A e ,
’ ’Kﬂéiné”fsgibtuéily identical to Cl, except for measures
. . .‘8.,‘."/(' & .':, ’.? "‘A ) : . ( . ‘- .
5-8." In thgse four measures (with the upbeat to measure 5),
. Mortonretains the treble F of C, (the major ninth of V° and added v
o sixth“bf‘f“w/+6) as a focal point, while constructing a melodic
Y ‘ o Ly ;
4 Tine within the general range of the F octave, utilizing on- and
off-beat accents (especially C2, measures 7-8). . S w,
‘ . . B _ b
Ex. 38. Kansas City Stomp, CZ; mm. 4-8, acoustic version.
» Q ~ -
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After the perfect authentic cadence in"A” major of.Cz,
f? measures 15-16, Morton simply resumes EP major, without any.prepafétion '

' by .way -of pivot chord, ? He mefe1y asserts a treble Bb octave f 8 k'
) . ¢“( . ‘é)' ' . “5 s . ) ) ’ . : | . T ':*N
o g (cY. Bz,fmeégure'16)Iffﬂbwever, the most noteworthy detail of the ‘" i Vs

) .o o ) : S : R
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A4 chorus 1s Morton s except1ona1 use of a "backward" stride bass

(su1 generis, at 1east in Morton's oeuvre, and in any case, quite bbﬂn

h rqgf) Instead of the norma’ stride from bass octave (or, as in *? gz!i
the present case, bass chord) to m1dd1e reg1ster chord, Morton »iEE&gk.

reverses the process. Over a certain number of measures (in this L

' case, §ix), one's sense ofvnatura11x>strong‘and,weak pu1ses is |

sufficiently undermined to percei?eithe bass.chord as a_strdng

beat (i;e. construed as first or third beat), In measure 6, when .

Mohton re?erts to a normal stfide, the listenkr mey be dnnerved.to

Vnote the subtle deception in the:preVious few measuhes Indeed, o

MoTton s thematic ﬁ&ema] is simplified in order' to maximze the -

rhythmic impact of this unusua] chorus. A R 2N

Ex.. 39. Kansas City Stomp, Cz,‘m. 165 A, mm. 1-8, acoUstjc*Versibn.
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These e%éht meesures ere seeﬁAes a‘dffferent variety bf»
stomp cporus, where the mejor percussive emphasis is on- rather than’
on-and off-beat Melody degenerates 1nto reiterated melodic formulae.
By. measure 9, the bassline begins to follow the somewhat errat1c,
syncopated rhythm of the ‘treble (at t1mes, note -for-note). The
tag-ending begins at measure 12, w1th Morton's short- 1bng rhythm1c

-cell and pitch- formuia tlso noted in the tag- end1ng of erna _;ggg 20 "4

Ek.f40. Kansas City Stomp. A4, mm. 9-18, acoustic version.
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“The Library of Congress version of Kansas City Stomp s

slightly different in 1ts emphasis The trfo theme C and espec1a11y
’thehe B are transformed by Morton to a greater extent.than in the
acoustic version, albeit using the exact same number of choruses.21
Morton appears to use silence as ‘a-more prominent sfructural
element in the first eight measUregﬁﬁ? R“@ The crotchet rest at-
the end of measure 3 (treb]e) sets up a double struck descending
bass break (measure 4) a favorite rhythm1c-melod1c pattern of
Morton's. 22 The treb]e re-enters with another isolated melodic

fragment (set apart by rests), th1s time occasioning a treble break

(measure 6) ut111z1ng trlplets 23 The_rema1nder of the A1 chorus

- proceeds without clean-cut breaks. 24 -

- : j

Ex. 41. Kansas City Stomp, Ai, mm. 1-8, Library of .Congress Versiomﬁﬂ '

\
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‘(of. Al; measure-4, Example 17, aboye) into the treb]e.

.
-
.-

e

- ‘Measures 9-12tpr091de a smoother transition of melodic

.o \ .
ideas by. omitting the ?ests S0 preva]entrin measures 1-8. The f1na1

‘four measures of A1 consist of an un1nterrupted flow of quavers in

the treble, wh1ch necessitates a s]ower-moving bass (in crotchets),

in order to counterbalance “the somewhat frenetic movement in the

upper voice.zs

Ex..42. Kansas City Stomp, A1,~mm. 13-16g Library of Congress ’

version.

Morton syncopates the repeated notes in Aé measure 2 by

ant1c1pat1ng the downbeat Measures 2-3 ut111ze octave displacement.

7

Measure 6 conta1ns an allusion. to the tr1p1ets of the Al’ measure 6

break wh11e'measure 7 ev1nces a melodic pattern found in var1ous

&
'.p]aces throughout the acoust1c vers1on of Kansas City Stomp. (Al’
~ measures 11- 12 AZ’ measures 3-4, 11-12). SeelEx 44. (The "flavor"
fof the camb1ata 1n th1s méasure is also rem1n1scent of The Pear]s,

pass1m,) In measureta, Mbrjﬁn transposes his favor1te bass f1gure

if.,

-

56
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Ex. 43. -Kansas City Stomp, A-2', ‘mm. ‘1-8, Library of Congress =~ =~ '~

version. B e
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- of beat 1, ev1nc1ng no clear harmonic 1mp11cat1ons

s

Ex. 44. Kansas City Stomp, a) Ays m;s71LLTbr§r¥.Of,CODQPESS.versioN;
b) A, m. 11-12, c)-Ay, M. 3-4, d) Ay, mm. 11-12, |
acoustic version. |

5)

" a) - -
. - Je

THT =

The consequent phrase of A2 is Virtua]1y the same as its

A1 counterpart. f L .;1 )

‘Morton's ]ead in. break into B (A2, measure 16) is note-
worthy The break (conJunct bass, rep1ete w1th doub]e struck
syncopat1on and‘ant1c1pated downbeat) begins on the second ha]f

26 "1he odd

L feature occurs*1n the treb]e, with a continuat1on of tonic harmony

“ in gP maJor, ‘where A2 haéﬁﬁust cadenced
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The'vertical'cOmb1natﬁon‘of“theSE”fwo harmopic é1ement5“is,

to be sure, somewhat discordant. The sheet music vexsibn provides

no such interest. -
Ex._4§. Kansas City Stomp, Az, m.“16,'a) Library of Congress
| version; b) sheet music. - “ . B
a) b)
- g (SEE==0
VN el o
. D_bf_—i:ij
| 7h ~ The B, chorus is quité similar to both sheet music and
~ acoustic version, except for‘its'medial break .2 '
P , _— _ o -
.- . . . %

SN

. Ex; 46. Kansas City Stomp, Bl’ mm. 7-8, Library of Congress vef%ion.
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| éi); 1t>fs notpreaoily‘recoon{iaoiei Bé; neasures-l-é‘descendugo |
the lower octave, then refurn by means of implied and real'
po]&phony. As in the acoustic version, Morton anticipates the o
}med1a1 cadence earmarked for measure 7 (by reso]ution at the end

”of measure 6), and then interjects his descend1ng bass. break,

which over]aps the Tead-in to “the consequent phrase. 28 Measure 8.
begins with repeated octaves (with comfortable 1ndex f1nger. perfect
" fifth f111eﬁ? in the the extreme upper range of the piano. The
'melody proceeds downward via rhythmic-melodic sequences (ufilizing -
the_afore-mentioned.tripletS).' The shift in~register-hétween the
anteceuent and consequent phrases of‘é (in conjunction with-the |
latter's tr1p1ets) contr1bute to the 1mpress1on of two dj§t1nct

ha]ves in Morton's rend1t1on of this chorus

{
B, }




- Ex. 47. Kahsas City Stomp, B

“N N " o

2‘fch‘or,us‘, Library of Congress version.
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A3 is an a]most 11tera1 repet1tion of the. prev1ous A

’choruseszg

until the last five measures 642 -16), where the stutter-
step is introduced in Tieu of treble me]odic interest. 30 The bass
\begins to walk heavily (octaves with index-finger“perfect fifths) .
‘until the cadential formula in both hands (A cadences on a 17 \
(major-minor) of Eb major, .wh1ch becomes V7 of the trio theme C

in Ab major.) \

e . . -

e i

Ex. 48. Kansas City Stomp, A3, mm. 12-16, L1brary o Congress

vers 1on
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Cllopens with the same sustained block chords as both -

other versions of Kansas City Stomp (i.e., acoust1c recording”

_.and sheet music). Measures 5-6 of the L1brary of Congress vers1on,

) 'however, reduce even the r1ff-11ke treble of the sheet mus1c to

a Morton stutter step before outlining tonic harmony in measures

# ' . pa—

7-8. o

bad d




Ex. 49. . Kansas® City Stomp. Cl’ mm. 5~8. a) Library of Congress

~version; b) sheet music.
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Measures 9 12 follow the other versions, utilizing sus- _
£§1ned block chords as 1n measures 1-4. Measures 12- 13Lmaintafn
"the melodic out11ne of the other sources but measures 14-15
effect’ a modified Jnver51on (in the'treble) of the corresponding.‘

“measureS'in\thefsheet'music and acoustic recoraihg The break in -
" the latter two versions (measure 14) 1is om1tted in the. Library of
Congress vers1on, as is the d1m1n15hed harmony, ‘the perfect authen-°

»t1c cadence (measures 15-16) remains 1ntact
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Kansas City Stomp, Cl’ mm. 13 16, a) Library of Congress
, version b) sheet musfc
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Susta1ned b1ock chords remain a feature of Cz (measures ‘

o 1 4, 9-12, correspondlng to those of C, 1)- Measures 5-8 fil1 the

.___-fﬂf-——anterval of a'manor seventh (in the sheet music)iwith harmon1Ca11y

condut1oned notes, and extend the '1ine by means of mod1f1ed
sequence,31

*

Measures 12-16 match the correspond1ng measures of

‘Cl a]most note for note, to end the tr1o sect1on
Without the customary br1dge passage, Morton S 1nit1a1
N

.1ntroduction is restated (on V7 of Eb maJor) Ihe f1na1 A chorus

el (A4) fo]1ows (1n«Eb-maJor), conta1n1ng but fercharactEristiCS of
A'fa final stomp chorus.33

_ Measu{es 1-4- evince treble me]ody in con- .
. N L

o w0 Junct quavers, efﬁecting a mod?fied 1nversion of the A theme's first:
C_ o three measures.

Heasure5»6-7.extend measure 5 via repetition'

.
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'»“ % and 1nterva1 augmentat1on.34 Measures 9-12 folﬂow the sheet music -
o - ~ B RN

. o - . extension of the firﬁt)35 ‘end the piece over a similar]y S
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Ex.yR1. Kansas City Stomp, A,, chorus, Library of Congress version.
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- S ) - There .are twp maJor' differences between Morton s two~

S " recordmgs of Kansas City St,omp In ‘the acoustic version, Morton's"
[ "~ - . g . :
. ‘ emphas‘is is on rhythmﬂ: transfor‘matmn of s1m11ar me]od1c matagla] o -

in the Library of Congr‘ess version, he concentrates on melodic =
transformatwn. jfn the ?couspc v_ersion Mor'ton makes use of -

G ' Jndependent walkfng ,bass f1gures té* 'a’“wreater extent than in the

K _ . L1brary of Congre,ss \/erswn, tbe 1a _v;r_‘vers‘ib& however' -evinces.

a mdée pronounced glterest’m fre rovasataon a]ong with

! N .str1de bass. ‘ 5 g,, ~» - u' &,;\ R ;f’y

, o - | . :n’ | Thés"e d1st1ncﬁ1ons are‘@l n%gneans mutuaHy exclusivee, and

1nde3d5;» represent two of Mortﬁn s approacﬁeéd:o the same matérial

EEC

i s .( \ s N .
- e

v TERE each case, th,e balance of structural elements 1s§‘lumes d1f{erent

v \ .-

o

prqp%twns, as Mqrtg& re- 1nterprets w1th f“resh Tns1ght the varaous:;-‘ el

e themes ‘of | the compositwn he named Kansas C1ty Stdrnp oo j & e

o



“perhppp?privately owned--]abeg

performance of The ﬁearls on the L1brary of Congress

' record1ng, but rather an archive
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V. THE PEARLS

EA L@ ' ‘ o
\There was a’very pretty little waitress at the Kansas
City Barl,and I dedicated a new composition to her. This
. swas The Rearls, consisting of several.sections, each one- ) ,
"~ matching the other and contributing to the total effect of -
a beautiful pearl necklace. There are very few pianists,

“if any, that.can- play The Pearls, it being the most dif-. N f 4 ‘lfd
ficult p1ece,gf Jazz p?anb eyer written, except for my" ' .
F1ngerbuster . . , , N - B

- The Pear]s was recorded by Morton more often tMan any

- other of his p1ano so]os except for thg fambu!\{ing Porter Stomp 3\ NG

o

These recordfngs (of The The Pear]s) were madg in 1923 (acoust1c), S IR

1926 (ear]y e?ectr1c), and 1938 (twoqrecordings—-the f1rst for oo

;the Library d? Conq;ess, the second 1n Baltimore for an. obscure-- d\-wﬁﬁ- E

4) Of the four record1ngs, three--
the~acoust1c and both 1938 record1ngs fall undeﬁiour scrut1ny 5,6

The 1923 vers1on affords a 1ook at Morton s sty]e at the he1ght

."-t-'f'ﬁ I

of. h1s technlcaﬁlghpab111€£es the Ba1t1more record1ng, made during

-

the tw111ght of Morten's career, forms an interest1ng comparlson,

by showing us the more compl/;,sonor1t1es and f1eet passagework =

"

"whach ﬁs character1stic of his_ later, rhapsodic sty+ed;' Morton S

N scs 1s more

™ S
1ea5ure1y in pace, sance its purpbse was not that of a commerc1a7 T {ii?

8 Morton played a doubﬂe -length. ° i: 'iffl
vers1on\ 1n which he,had the time to develop the var1ous themes-of -

_th% work at his. Te1sure (the three-odd m1nute record Tength of the

78 r.p. m. side not being a factor w1th whlch to contend 1n his

S

.
. - : e e \
- ‘ ) : . . Ea S ) N
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'approach to structure. ‘ ‘
A superficial ﬁbrmal comparison of the different versions

of The Pear]s ‘can be g]eaned from the fo]10w1ng chart:

‘

Chart 4. _11_ Pear1s Forma] _comparison. o ' T
: ' 1923 = 1938 y ¢ ) 1938 h
__x_ dﬁgig.Mus1c Acoustic Librarx,of Congress Baltimore .
G Intro 1Intro e Intro ~ Intro - . | pa

@‘ ¢ A T A

§§ev hemes. A'ande'are each sixteen measnnes‘1ong / The'bridge
(of four measures) is built upon ai dominant seventh chord, and“i'
; 1eads 1nto the C theme (thirty%two measuresv1n Iength)
| b The throduct1on utl]lzes the ?1rst twgrmeasures ot\kv

with an extens1on 1nto a semi- cadence in 1ts (the 1ntroduct1on s) R

o~ AR

.*s "‘7"". A \&4‘3 St

'#?}Tfi’¢i%ijﬁal thJ d fogrth measures o e ’a : S “f**ﬂf
The A theme 1tse1f 1s 48 measures, d1v1ded by a break on

dOminant harmony 1n measure 8 B is another 8+8 theme, w1th a

:‘:\; L d1m1n1shed seventh break | in measures 13- 18. The C theme is .-



g

- reoap1tu1ation of Av(Az) Just preced1ng the trio theme, C.. The .

"‘,_{

e

L fu11 exposit10n--wh1ch, {ndeed cou]d only" have occurred otherwise

w- -
' b oy e 4 e i v e e ar——— WAL I K NN PR C e i b e o

e A 48T D v 4 ot +

LI'P . . .
Y ) , B . .
: \

1rregu1ar1y structured with 16+8+8 measures, the. 16 of wh1ch is

. ._4“"

asymmetrica]]y proportioned

o

“The acoustic recordti‘ adheres rather c]bSely to the sheet

*

- music, at times digressing to add a few notes, alter the contour dt"'

a line, or outline a harmony in a different manner. In {act, Mgrton

does not even’ repeat the A or B theme before the a]most ?it%ra]

‘ textures are identical to the sheet'm“§1e 1n th1s s1ngu1ar1y S .

unadventungys perfg¥Mance of The Pear1s If the acoustic recordfng -

'nere the only extant version of the~work as played by the composer
gjmseIf his statement con -rn1ng 1ts degree of¢d1ff¥cu1ty10 would
J\

M

appear qu1te 1ud1crousa.,u»t'}the c sectfon as the tnao theme--a]moSt

' ﬁ&
a}ways suScept1b1e to variation per theﬁ!&gragter1st1c Morton tr1o--‘

v

1s sﬁBJected to. a m1n1mum of a]terat1on in th1s earliest of Morton sf”

~
record1ngs of The Pear]s

The two 1938 record1ngs shed an ent1re1y d1fferent 11ght on )

‘the work The L1brary of Congress versxon expands to 1nc1ude

repet1t1ons (by no means ]1tera}) of A and B as in the sheet music,

=

plus no 1ess than five tr:o (C theme) choruses--a14 of th1s by

” v1rtue of Morton 'S 1mmun1ty from the t1me factor (the three-m1nute

-

disc 1ength usua]]y determ1n1ng the 1ength of the compos1t1on) 11

',‘

Th1s un1que s1tuation (1n Mor%bn g exper1ence) resu]ts 1n a

relaxedptsmﬂh aga seeming]y natural sq‘ke&sionj;f themesa each g1ven" .

durxng live pérformance, or ongghp L P dnsc or tape wh1ch were

¢ o
not then‘avaffﬁble for récording ' Morton*sTBaltimore versmon,xon o

70
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A

the other hand manages to comprise the sheet mus1c repet1t1ons

Y

. of A and B (again, got Titera]) and three tr1o (C theme) choruses,
| ‘L‘ ot ;"“aby speed1ng up the tempo and taking advantage of near]y every

moment ava11ab1e on’ the larger twelve- indh p]atter 12 - - S

.' ’ N S S .
‘ Harmonical]y, the A theme‘prdceedsrfrom G fton1c) to Eb

% \."
majogzminor seventh, 13 and repeats the progre551on The harmonies

: then roﬂate arqund tHe . c1rc1e of fifths--v /11, i, V /V V&--A Y
._.6‘*"“ ax.r'v'-

to formﬁa sem1-cadencg at measure 8 L e ﬂ~ ;hi
N Y '

s
>
c_ -

[ ': s v
) 3 4"%' N_" ST
) ‘- s v o ~

73
The eag!s,

y:g“ Harmonic progression e

Am

n«,nv

A _measures 9 16,repeats the entrre progresstdn, addnng thg

e‘u.«

.o . LY
;é? o u’kwﬁhna11ty of a ton1c tr1ad (and authent1c cadence) for good measure

" The Eb maJor—minqr seventh throughout the A theme cond1tlons

L . L
B 1nterest1ng me]odic conf1gurat1ons 14 e,

'

-~ - | V»: The B theme uses - a harmon1c rhythm of one chord change\perr
| o two measures. unti] measure 6y whereupon the harmonwc rhythm suddenly
'%:l' . iacce]erates to’ twe chord-changes pér measure through measure 8 |
N if:ﬁ heasures 9-14 revert to the 7n1tial harmon1c rhythm, giv1ng way to
‘ One chord change per measure at :the perf@ct authent1c cadence of

;;: ;; measures 15-16. The chord progress1on is as fo]Tows -
R m‘ o . o .,v ‘ | . _— : ' E .-.. L

Fe
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Pt -.uﬁ:‘ - Ex. 53. ihg Pearls, B, mm. 1-16: Harmanic progression."
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Themes A and B both ut1112e ‘the str1de bass the C theme

;substitutes a quas1-ost1nato figure and'wa1k1ng bass.

o

Because of" Its obvtp‘%taff1n1t1es w1th the pub11shed ed1t1on‘

K

o

: attent1on : Al’ measures 1-2 are melod1ca11y swmp]if1ed from the

‘:sheet muegc, asayorton uses an almost unadorned broken _harmony . in f'i

R b9

' out11n1ng aE chord then repeat1ng the treb]e an’ octave hlgher

in measure 4, with the doubie struck F.. B is performed almost ‘
’exactly in accordance w1th the corresponding passage in the prlntedym}_

ed1t1on A scrambles the melod;c cont&ﬁg of- the f1rst measure,

ﬂ

'then subst1tutes an E for the “in- th3§sgcond and fourth .
”’measures, whgﬂgiaahang1ng the d1rect1on -of the me]ody from ascend1ng :

.to descend1ng In the corresponding measures of the consequent B

phrase (measures 9- 12), measures 9 and 11 restate.the pub11shed ‘
vers1on, wh11e measures 10 and 12 prov1de st111 d1fferent out1ines
of the E chord S ; ‘////x,, S

In the trio, ‘measures. 8 and 9 1nterpo]ate three chords not

found in the sheet mus1cs 1n order to fill out ths 1mp11£d harmon1es :

N

and m'i ntam rhythm c impetus between phrases . The on]'y .,change 1rr.
. . . -~ . \ i » N ) N . . . .
L T . -v - .A R ) ) . - ‘T :_.- . L. s . R .

a3 - . ST - v

v L. S ~
. ~, . L - ' ) v b\ B . n . . N - .
\v . . N . o e _ o - " -'.‘"\:‘k RN ¢ v

~Morton’ s acoust1c vers1‘ ‘ Pearls is the first to rece1ve our' PR



the bass

displacement of the ostinato figure as pub11shed

n1f1cant

\

an entire
.

%)
-~ me]ody His right hand in the A theme is freer--1n this more

1elsure1y

g

: .g"~,gﬁ-harmony/4n

1y diff:ze'nt view of the work. . 7
Even Mort

1ine (of minor 1mportance, at best) is Morton's octave

These 1nsig-
alerat1ons aside, ‘this Gennett 1923 recording 1s a

well-nigh ‘carbon copy. of the sheet mus

Yverswn of The Pear'ls
The Library of Congress renditio' of The Pearls provides

s introduction inc]udes a bassline counter-

perf nnance--to a]ter the treb1e texture with the4addition

measure 5. Measure 8 proV1des exp11c1t qym1nant harmony

Yo L for t e break (1n the form of a comp]ete V7 in the bass, as opposed

oy
Ex. 54.

ARy - a;)

. P

to t e C octave of the sheet mus1c, wh1ch is harmon1ca]1y amb1g1ous)

[ g

~ The Pear1s Al’ mm. . 5= 8, a) acougtlc Version, b) L1brary
Lo [ of Congress version: T

~

I
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Morton begins the consequent phrase w3th a trill then trun-

cates measure 9 thus reduc1ng the phrase 1engths to_one measure:

';kthe succeeding measures following suit). He balances this effeot

.-(the truncation) by compressing‘heasure 10 of the pub1i$he5'°

vers1on repeat1ng its character1stic tritone in sma]]er note va]ues,

-dhd adding a new fr111 the tremolo. Measure 11 ‘uses a gruppetto
arpeggio (perhaps off-key, but add1ng a nice bit of spark]e,_none-
,theless) and measure 12 -uses sem1tona1 chrqmat1c1sm, both with.and ~
w1thout fingered g]1ssando (most of these latter features ev1nc1ng

e1ements of ornate fﬁguration and - f]our1shes, esgec1a11y characterej

1st1c of Morton' s Tater:style. ‘& Q .

’

of Congress version.

—t

Tl <é . PN
e Wi
© EX. 55 The-}Pear]s, Al’ mm. \9-‘1 ’3 acoust1c vers1on b) L1brar)>;
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. Ex. Sﬁzﬁflgg_Pearls, Ay mn. 1-4;>Library'of Congress version.

,'J'

The gess, utilizing sixchS‘(Al,lmeasure 14) -and tenths,

provides nvesdncrities and mbre'complex’nqic1ngsAin fheyfina1A

fouf,meesures of A,. | ‘ .

@ - The‘A chorus begins with a?trebleJSpdnned tenth (én

" “important element in Morton's ‘treatment of’ the tr1o (C) theme),

..and ‘continues 1n much the same vein as Al’ thus form1ng a two-

' chorus unit, instead_of mere repetﬁt1on (see” AZ' msasure 3 for
the camb1ata appogg1atura A#--struck twice for.,gg?d flavor") 15

| The melodfc line is formulated in terms of his’.igegonic Structure,

. b&nﬂ

escheW1ng the original melqu as.a”po1nt of d ';w‘f._

R

V]

The second half of A2 ut111zes even more trills and tremo—

13-16 proV1de the expected refra1n to br1dge 1nto the B1 chorus via
the‘G dom1nant n1nth chord (Note«also the- cross-rhythm in A2

measure 13 as a consequence %X textura]]y dqsp]aced accents )

~

\\land1, to- the extent of obV1at1ng any me]od1c tenfﬁnc1es Measures f

&
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Ex. 57. ‘The Pearls, A,, mm. 9-16, Library of Congress version.
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In Morton s treatment of the B theme, there are excurs1éns )

even farther afield from the acoust1c ver51on A wa]k1ng bass

rep]aces the strlde bass of the sheet mus1c (and acqgstTC vers1on)
‘for~r1cher harmon1c color and more Qpen texture, it appears in . . ".
tenths-—not broken but s1multaneous1x struck At<t1mes the baSs’.— ]’: j v
" is varied by wa1k1ngg1n sixths (1nstead of tenths) qr by str1d1ng '.‘i*“fﬁwélih
: ;The treb1e 1s the 11ne wh1ch transforms the or191na1 me]ody, while 'wj‘ B
- ratarnlng, for the most part 1ts contours.‘ Ihstead of the two- ’eft¥'(;";;'
. measure r1ff-11ke pattern (acoust1c versionh B measures 1- 2). whlch . o
4::15 repeated a perfquyfourth hlgher, the L1brary of Congress veﬁ?ion ;_'_’-~7n5_
, beglns w1th a dnub]e-struck syncopation, and cont1nues a sem1tone |
«1ower, thus const1tut1ng a s]1ght var1ant of‘the acoust1c ver§1on,
.wh11e reta;ning its quaver~rhythm Measure 2, wh1ch in the acoust1c i
'version (B) - presents a gent]e syncopation, occurs on the L1brary of
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Gongress recording (B-) solidly on the beat. Similarly, measures
X* - ~-3-4 mirror, albeit distortedly, ‘the acoustic version with different
- fil]ings of the original melodic intervals, syncopation, and
; L 'ﬁ"disblaced”accent. )
1\. S . ,. w . | 4,}, N N
" L Ex. 58. " The Pearls, Bl' mm 1 - a) acoustic version, b) Library o
- - ',‘ ‘. G % s . . ‘ ’
L/ INE R . . .
L.g§? ﬂ;§?§? _of Condress version. : ,"st. 4 L
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Ve Measures 5—8 are me]od1ca11y much the. same as'the acoustlc
rtvers1on (with the except1on of mea5ure 6) but Morton s skfl]fu]
» manlpuﬂation of texture and accent creates a compound 12ne, which

;ev1nces at Ieast two. levels of melodic consciouSness replete with

t : o
s subtle’ rhythmic and me1od1c inf]ectfons in his bassaine. :
R - i \ \.\ -

<



Ex. 59. The Pearls, Blf mm. 5-8, a) acoustic yersion. b) Library

of Congfess version. -
a) \
A —r — —— -
T T~ T T
EEREE = e e B e e e My s
Eé&‘ﬁ"::ﬂl_ ,,-:jlf[—‘—:[: = *'5‘i_f.§.jt i S f_':t':éj_':i.' P——
N o VI I AT U
Gife= Sees. e e e e
R e e e e
4 i
b) .
— b J —
/’__“\ \\ \\‘/——‘\ _ .
B . . ._N.‘ — —
f—p—A 1 - e e
/@::':;; S .—417&1_# SRR
™ . . . ,I.___f,r 1\_,___‘.#______' : [ ,“_J——_
,@:':_:{_ :t ‘z‘i_:i = :}—_——5:.?;('_;’ : _____‘f.ﬁ_‘:_j—__::;‘}::;

1

Measures 9-12 comprise an on-the-beat repetition of measures
1-4, by rhythﬁical]y recasting bars 1-2 as bars 9-10, whi]e‘measures
11-12 utilize di§p1aced accent in conjunction with various permutations
of the three treble notes. The diminished seQenth chord break
appears in measures 13-14 as in the sheet music, leading into an
authehtic cadence’ via the melodically simp1ifiéd treble (in double-

struck notes) of measure 15.
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Ex. 60. The Pearls, B,, mm. 9-16, Library of Congress version.
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B, begins in much the same manner as Bl’ but using G instead

2
of F as its pivot. (This circumstance has the effect of providing

the B, chorus with a stronger sense of G major as tonic triad, as

2
opposed to its dual function as dominant seventh--with the F-- of
“the passing C tonic.) A triplet adds some variety to the 82 treble
1ine, but on the whole, the téxtd%e remains unchanged from Bl'
Measures 6-7 comprise note-for-note thé same material as the cor-

responding measures of the preceding chorus (B,), but include a
1

fillip of synéopation.
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Ex. 61. iﬁg Pearls, Bz. mm. 1-8, Library of Congress version.

A fingered glissando leads into measure 9, where the bdss

(‘mbs stgpwise in sixths; the ensuing triplet break i&\measure 10
dtf izes these sixths in the treble range. The treble f$ne of
measures 11-12.reflects the rhythms of the acoustic version, which
in turn give way to the ‘inevitable diminished seventh break of
measures 13;14, this time continuing its (the break's) dowhward
spiral to state fhe melodic cadential formula an octave lower (i.e.,

*,

tenor range).
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A dominant seventh with an infTected (i.e. raised) fifth

finds its expected resolution of the tonic harmony of A3,‘measure 1.
The A3 chorus is harmonically oriented, as noted by the insistence
of the common tone G in upper-register octaves on stronﬁ beats, and

by the riff pattern itself, which pares the theme down to bare_

o harmonictnécessities, over a long. stride bass. (This chorus, not

coincidenta]]y,‘contains a correspondingly 1arge degree of rhythmic -
impetus, which seems to be inversely propbrtiona] to the'conCentrafion
of melody in Morton's éty]e.) Of course, meaéures‘1-4 and 9-12
uti1iz; the riff, whije measure 5-8 and 13-16 return, almost qsza'
refrain, to previous statements of their corresponding measures

(A1 and AZ)’ the waTking bass balancing the rather sparse treble

movement.

o



Ex. 63; dIﬂg‘Pear]s, A3, mm. 1-8, Library of Congress version.
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The introddctionvto the trio theme is identica[ to the
~ acoustic vgrsion e*cept for the treble arpeggios out]ihing the
harmonies in measureé 3-4. X

' G begins with the quasi-ostinato, but in fifths for deeper
acoustic effect A tenor A apbears at the bottom of most of the
w1de spanned treble chords (n1nths and tenths) thus giving the
effect of harmonic complexity when perce1ved as an 1nterna] pedal,
consonant with some chords and dissonant with qthers. The treble
rhythms begin somewha® haltingly at first (measﬁfes 2-5), then drive
Qtowérd the cadehtia] formula at measures 15-16, following the' ' ~

rhythms of Morton's syncopated bass octaves quite closely. (Somehow,

. |
Morton's characteristic rhythms are both surprising and inevitable.)
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Ex. 64; The Pearls, Cl, mm. 1-16, Library of Conéress
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Morton borrqys the mater1als for measure 17 from measure 4,
as we]] as the characteristic rhythm and me10d1c turn from AZ’ measure
3. His me]od1c line flows more smooth]y--w1th few rests--accent1ng

at will, while chording to add Var1ety and part1cu]ar emphasis

every so often among the preponderance of single notes (measures
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| The C2 cﬁorus contrasts treble chord texture with ostinato \h .

. bass, as a continuationAof C1 techn%que, The quasi-break begins a
half-measure earlier (measuré 7), and, following the printed edition,
C2 of the Library of Congress version does not contain the two

~ interpolated seventh chords found in C1 (of the Library of Congress
version)‘_ Measures 9-16 constitute a slightly modified'refraih,
while measure§‘17-32 are quife similar to fhe corresponding section
of Cl. A

Ex. 65. The Pearls, Cp, mm. 1-8, Library/of Congress version.
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The C3 chorus breaks the carefully controlled monbtony of
C1 and C2 by its initial cascading arpeggiated triplets, and sub-

sequent spare texture and rhythmic surprises.. The quas%—brgak
: !
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' appears again as in Cl’ while the interpolated chords of C1 remain

; }absent. (In fact, these 1atter do not recur throughout the remainder
of the piece.) Measure 9 uses a rapid arpeggiated passage in the
‘treble, which then settles down to quaver pace; a turn in measure
- 11 1gads into the medial refrain. Measure‘17 initiates. a lopsided
. rhythmic pattern, entering at the ha]f-ﬁeasure and articipating the
q‘1’1‘v~st beat.lé The final refrain occurs, including énother appearance

of the dominant seventh with rgised fifth in measure 32, heralding

a_new bass pattern at the outset of the next chorus. .

e
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"Ex. 66. The Pearls, Cy, mm. 1-24, Library of Congress version.
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’/;‘ C4 begins with two measures of walking first inversion

(faux bourdon) bass triads HB, changing,.to a stride bass which

continues until the medial refrain, the treble line meanwhile
proceding into the upper register. After two melodic snippets in
the first three measures, Morton initiates a sustained treble

melody in mea%ure &, (Actually, thg treble pares down the melody

to grant maximum effect to the two faux bourdon and subsequent
stride bass .measures,) Morton again uses chords to émphasize the
over-all contour of his melodic ljné; at measure 9, fhe sliding sixths
in quavers provide textural variety. "Measure 11 changes the mel-

odic direction, which measure 12 continues in octaves while

approaching the aforementioned medial refrain.

Ex. 67. The Pearls, C4, mm. 1-4, 9-12, Library of Congress version.
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The ostinato of Cy (ff.)'recurs for two measures (C4,
measures 17 and 18) beneath an accented on- and off- the beat K
treb]e rem1n1scent of- C1 and’ C2, but the stride bass returns, 53
accompanying Morton's treble corruscations (viz., trild, fingeged £ i

glissando, grace note and rippling arpeggios). - o

\A\\\ \_\/

Ex. 68. The Pearls, C4, mm.-17-24, Library’ ofttongreﬁa;wﬁﬁ§1on ."»
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The next eight measures sound the C4 final refrain an

octave higher than the other C .choruses, over broken and unbroken
s

tenth-spread triads in the bass (measures‘26-27) Measures 31-32

evince a treble inverted tonic peda] atop rhythm1ca11y reiterated
|

tenth- spread C chords (triads-with an added sixth--see Cl); the

bass]1ne paces conjunctly from dominant up to tonic in each of

" these two measures.

88
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Ex. 69. Ing:Pearls, C,» mm. 31-32, Library of Congress version.
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The C5 chorus breaks into another stride (in the bass)
beneath another allusion to Ass measure 3, then made reference to
the acoustic version in the treble. (The quasi-break in measure
8 is inverted.) Measure 3 exhibits a characteristic Mortonism
in the bass: an antic%ﬁétion - double-struck after the beaf‘-

and downward walk in octaves, Jelly's trademark.18

W

Ex. 70. The Pearls, C., mm. 1-4, Librar§ of Congress version.

5,

Measures 9-12 constitute a variant of the correspondiﬁg
ures of C4. Measure 13 uses a Habanera bass, measure 14 a

wa g bass in quavers, followed by the medial refrain. The

89
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treb]e of measures 17 19 alludes tgtthe corresponding passage in

the prev1ous “chorus over two measuces of ostinato bass, after

~ which a heavy back-beat bass occurs, thus signifying a "ride-ouf‘

chbrus}

19

overshadows any me]od1c interest.

the treblé ut111zes a pronouh ed rhythm(uhith effective]y

The Pear1$, CS’ mm. 17-24, Library of Co%bress version.’

Ex. 71.
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Morton chooses to retain the general shape of his final

A

refra1n in approaching h1s "tag" ending, which includes on- and

off the-beat tonic treble octaves amidst re]ent]essly dr1v1ng,

repet1t1ve two-and three-note figures, and crotchet bass ogtaves

~

(buttressed by fifths) walking stepwise from tonic" to dominant

three times before the final cademce.

k]

L

a3

~ The 1938 version of IQéﬂPear]s recorded in Baltimore begins
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in a simfﬂgr_manner*to the acoustic version; the stride (bass) is
;"'greserved ahrdughout the ihtroduction, and the melody resembles the
»brinted score. Measure 3 of-the Tntndduction contains an explicit
augmedied Sixth chord (albeit with the treb]e C# as a passing tone),
resoiving to dominant seventh harmony. Measure 4 provides melodic
1nterest (1n the form of a broken dominant seventh) rather than the

.b]ock chord sem1~cadence resolution of the other version. This
OREE ’ . ) 7
... measure also evinces grace notes, a prevalent element of Morton's ®

treatment of the A theme of The Pearls in the Baltimore version.

,Ex.‘72&b‘IQghﬁearis,.introduction, Baltimore version.
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2 A melodac curve of“three notes is recogn1zab]e as the
’gfenlng mot1ve of the A theme (Al’ measure 1). Measure 2 descends
' !u '
’by semf%one, ut1]1z1ng the-grace-note effect. The wide-spaced
‘ treble chond appeared prev1ous]y in the Library of Egngress version.
Measure 3 scramb]es the -ander of notes in the sheet music, while
. L
retaining the basft conten% The broken chord (G-maJor with an
} added s1xth) .forms a descending line in. tr1p1ets and a sparkling
.ﬁ,é'

arpegg1ated f]our1sh spanning two octaves. A f1ngered glissando in

-

Ta

)



measure 4 initiates a repetition of the latter half of measure 2
(published score). Measure 5 extends the'chromatig line from the
previous measure, and rejoins the printed edition at the third beat
(as opposed fo the Library of Congress version's complete neglect
of the entire passage). The Ba]tiﬁore version thus pfovides a more
symmetrical 1ine, an octave higher than Morton's other renditions.
Morton then slides down the octave by>gfadua1 lower voice movement
within stationary'treble chords (measure 7). During this constant
dﬂaver motion in the trep]e-the,bass retains its easy stride, broken
with one measuse of conjuhct harmonic sixths (measuré §), thus
subtly and effectively relieving the monotony of a'harmonic rhythm
6f one chord chaﬁge per bar (not by altering this harmonic rhythm,
buf adding a passing'ﬂérmony and exchanging the stride for a walking
ba;s). A trill at the end of heasure‘S bridges the antecedent

and cdnsequent phrases of the A1 chorus.

.
6‘} .
Ex. 73. The Pearls, Al’ mm. 1-8, Baltimore version.
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Morton exhibits his rhapsodic styTe (in the form of an
arpeggiated flourish) in measure 9, and then returns to the previous
treatment in the following measﬁre;. Méasures 10-12 allude to the.
Library of Congress version, with some recasting (such as length-
eniﬁg notes and extending lines in the treble, and utilizing har-
monic Si§ﬁﬁs to form parallel conjunct counterlines in the bass).
Measures 13-14 are virtually gquiva]ent to measures 5-6 of the
Librafy of Congress version, and measures 15-16 are almost identical

in all versions.

Ex. 74. The Pearls, Ay, mm. 9-12, Baltimore version.

The outset of the A2 chorus bears strong resemb]énce to the

corresponding measure 1 in the Library of Congress version, but

adds a conjunct tenor line for the sake of melodic interest.

Measurg é comprises a me1odic bridge, uti]izing a variety of

| stutter-step to provide'continuity in the treble line. Measures 3-4
bear slight resemblance to tﬁe original theme (which has only its

, ovef;all shape in common with the Baltimore version), but these four

measures (1-4) are recast along the lines of Morton's rhythmic,
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~ .
common-tone repet1t1on sty]e character1st1c of stomp techn1que,-

where melody is either simplified to its basic out11ne or shunned
completely in favor”d? rhf%hmic impetus. ‘(It-is to be noted that

the entire treble line gravitates toward the pivota] note G. fh1s

feature serves to estab11sh a strong tongc before the B theme with o
its harmonic excursions ) The next four measures (5-8) are

musically 1dent1ca1 to the corresponding measures of the Library

of Congress version, including punctus-contra- -punctum contrary '
motion (measure 6), broken A major triad (ﬁeasure 7, bass), and

treble break over the cfose position D dominant seventh (measure 8),

with inner voice conjunct motion beneath a reiterated inverted
R R ] ] .

tonic pedal (measure 7, treble). {

Ex. 75. The Pearls, AZ; mm. 1-8, Baltimore versigh.
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.

Measures 9-12 evince ‘the fami]iaﬁféril1s and tremolos in
Tieu b; a more cohésive ne]qgié struc#d;e, while measures 13-16
repeat the cadential formula of»the-A theme, before proceding to
~the B section. . |

Morfbn's treatment 6f,the B theme is similar in his two
1atter\recordings;-a treble Jine.of'narkowlrahge utilizing the
cambiata-]ikg A# a;d D# (measures 2,3, and 5, fourth beat), and.
a bass walking in unbroken tenths. The trebje of B1 in“the
Baltimdre~version,h%frs a resemblance to the printed and acoustic
versions as,well, Measures 9-12 corréspond c1o§e1y to the Library
of Congress version, but the bass in walking féﬁths renders accents
where it will (three pér bar), irrespective~of naturally 'strong and
weak pulses: in each case, the striking of a bass ténth or octave
eqincides'with the occurrence of a treble chord. Meésures 13-14

provide the expected diminished seventh break, while measures

15-16 effect the authentic cadence.

—
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Ex. 76. The Pearls, B,, mm. 1-12, Baltimore version.
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is performed‘an octeve higher with the same melodic
contours as B (ine]uding the cambiatas). The bass in walking
tenths is back on the beat (four to the bar). Measures 5-8 and
13 16 are v1rtua11y ‘identical to the correspond1ng passages of
Morton s other versions. \ (Measure 5 of the B theme betrays a
more than casua1 resemb]dhce to the open1ng motive of the A theme

Compare also Bl’ measure 5, Ex. 76.)
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Ex. 77. The Pearls, B,, m..5, Baltimore version. . \ .

Measures 9-12 alternate displaced accents wifh fegu]ar

pulses every other bar.

Ex. 78. iﬁg Pearls, B,, mm. 9-12, Baltimore version.

[+

. -
'$HY

ﬂ—The final A chorus (A3) is foreshadowed in the pfevious
measuré'(Bz, measure 16) by a'doub1e-$truck tonic octave,‘which
introduces the on-the-beat éccented treble hammersérokes. ‘Aég‘
measure 1 utilizes the obening motiveiqf the A theme, but in
invers{on: measﬁres 2-4 allude to A,, ‘measure 2 with fhg*addition
of a short-iohg rhythmic germ, a sé]ient'gharactéfistic'of Morton's
terminal s£;mp pattern: N

4
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Measures 518 return to familiar ground-éa)walking bass
leading into the medial semi-cadence in the left hand, and a v
recdgnizable melodic contour in the righf‘hand (A theme medial
cadentia) formula). However, Morton subtly displaceé the rhythmic
pu]se.(measﬁre 7, bass) and adds an inverted quasi-pedal aFop the
inner-voice treble melody, before the guidepost ca?entia1.5reak in

(.
measure 8. : ‘ ,

~

Ex. 80. The Pearls, Ay, mm. 5-8, Baltimore version.
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'Morton's treatment of measures 9-16 is in the same v}q;,as

‘the corresponding measures of A2’ thus effecting a virtual recapitu-

lation in cbntent as well as form.

The four bar dominant seventh chord serves as an 1ntro—

duction to the trio section, which comprises the C theme in C major.

The bassline of the three C choruses in the Baltimore vertion is
identical to that of C1 in the Library of Congress version. The
Baltimore version affords no maJor distinctions among trio choruses,
but rather an almost seam]ess textuse with subtle changes in vo1c1ng,
melodic infTection and full, rich, undu]ating harmonies in the
ireb]e over a monotonous quasi-ostinato bass, which represents an
important e1emeﬁkﬁin the underlying unity of conception of the trio

"
section's three choruses. However, CZ,‘measure 32 initiates a treble

trill on G (an octave higher than the previous cadence), which con-

. o \
tinues through C3, measures 1-2. The latter measure also contains

wide-spanned treble chords as we]]-—rhythm1ca1]y re1terated—-wh1ch,
in turn,<8>ve way to the quasi-cambiata- t1nged melodic germ. The
treble line proceeds downward in quavers doub]ed in s1xths (C
measure 4—-compare‘c4, measure 9, warary of Congress version,

Ex. 67) to the original tessitura, With a-tri11 on the lower treble

F and semi-cadence (measures 7-8).
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Ex. 81. The Pearls, €3, mm. 1-8, §a1t1more version.
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The treb]e)l;;jncascades downward, again doub]ed in

sixths (with a fi7 ote), plunging into the tenor range
(measures 9-11), before restating the medial cadential formula in

measures 13-16.

Ex. 82. The Pearls, C3, mm. 9-12, Baltimore vgréion.
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Measures 17-20 evince a modified (ang simplified) repetition
’ 1o
of measures 1-4. Morton's final flourish (measure 21) yields place

to the accustomed }ina1 refrain, which is (incidentally) modified

- by the characteristic Mortonesque tag-endiqgg consisting‘of repe-

- titions of one or two melodic germs couched in strong and distinctive

rhythmic terms in the treble; the bass, in sixths, walks first upwé;d-

then downward in halting rhythms before the fina] resting place is

¢

reached.

Ex. 83. The Pearls, Cy, mm. 25-32, Baltimore version.
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Morton's Library of Congress version of The Pearls proceeds
in a more relaxed manner than the other versions, using five trio

choruses (as opposed to two and‘three in the acoustic and Baltimore

L4

versions, respectively) to attain its climax, whe}e the walking,

stride, and faux bourdon basses, as well as a multiplicity of

4




treble textures aid in forging a sense of increasing tension.
The Baltimore wversion contrasts mafked]y. with its free-

flowing, relatively uneventful continuity, which belies its faster

pace.

The acoustic version comprises virtually no more and’ no less

than an accurate rendition (with minor d1versidns) of the sheet music.

The Pearls exhibits seyera] subtle organTc ties among its
themes. The most outstanding of these are: 1) the B theme, measure
5 (medial cadential refrain) allusion to the A theme, measure 1, and
2) the quasi-cambiata (or dambiata-appoggiatura) as a ubiquitous

stylistic element--all-pervasive yet never unduly conspicuous.

-~
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V. MAMA 'NITA (MAMANITA)

Jelly Roll Morton composed Mama 'Nita (or Mamanita) sometime’
between 1917 and 1924.1 He named the piece fof Anita Gonzalez,
his mistress2 during his sojourn in thelwestern United States

(particu]ar1y Ca]ifornia)

The ‘composition_ 1tse1f a Jazz tango,4,was recorded by

—

—— R,

Morton three times in his career, each t1me as a p1ano "s0lo.” The

first two discs were waxed only two 4honths apért (Paramount-April

1924,5 Gennett-June 19246--both acoustic recordings), while the
third was recorded under the auspices of the Library of Congress
(in 1938).7

A structural comparison of the three versions of the work (\
follows forthwith:d - .
Chart 5. Form in Morton s Mama 'Nita.- (Maman1ta)

" Paramount Gennett Library of Congress

100

Key™" Mamanita Mamanita Mama ‘Nita
\ Intro Intro ) Intro
, - B A A A
; Ay
c B1 B1 B1 3
EP 22 A 22
AP ¢ ¢ ¢
‘1 1 1
C2 ¢, C2
c By . By By
B3 +coda
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Morton seems to have a predilection for minor tona]ity in
his tango compositions alone 10 In the handfu1 of other pieces,

such as Kansas City Stomps, K1ng Porter Stomp and Shreveport Stomp,

whenever a theme (a]most 1nvariab]y ‘the B theme) begins in m1nor, ‘
the cadence occurs in its relative maJor

" The four measure introfuction is v1rtua11y identlca1 in
each of the three recorded veFsions. Based upon dominant seventh
hannony, the outer voices move con- .uently by semitone in contrary

h+=4
mot1on toward a sem1-cadence ﬁn the fourth measure.

A0S

<«

In each case, A, measure_l is preceded by a double Teading

tone chord (V aug or VII), which resolves tg a second inversion tonic

(qr in the second casé, with an added sixth).m This two-chord pattern

is repeated (the tonic harmony is now on the downbeat of Al’ measure

Oa
1), giving way to a tWo-measure break on the tom’c.11 This par-

ticular break, with its descending arpeggio and ascending broken-
triads, is built into the composition as such, and used by Morton

for the initia] two measures of his A1 chorus in each of his three

. record1ngs of this work (a]] through the A chorus in‘the Library

of Congress vers1on) Thus, 1nstead of utiT1zwng the break as a

12

musical surprise,”“ Morton here incorporates it intovéis'thematic’

structure, ’ . . ) \\i7

Q

104



Y

o . - 105

Ex. 84. .Mamanita, Introduction & Al’ mm. 1-2, Paramount version.
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At thi;)point, the three versions diverge. Our attention,
thereforé, will focus upon each version in turn: Paramount, Gennett;
and finally, Library gf Congress. '

The treble of Al’ measures_3-4 (Parampunt.%ecording) feturns
to the chromaticbconégnct mgtion of £he introduction, while the bass
evince; tango (Habanérd)‘rhythm'for the first time in measure 3.

'-(Habanera bass pattérﬁs perﬂéatg thg work to such an extent that ii

would be pointless to call each instance to the reader's attén;ion,)

The bass of measure 4 doubles the tfeb]e at the interval .of a tenth



< 106

to reiterate the cadence of Al,-measure 1. A treble preak ensues
(Al’ measures 5-6), followed by a two-note pattern inﬂthe treble
(measure J) in sequence with the next measure, to cadejice again

on the tonic (measdfe 9).A The succeeding break has ;ﬁ»affinity td
its predecessor of measures 5-6 (beginning on the samevpitches

an octave lower, and maintaining the interval of a sixth, at least
fér the first three chords), but continues with a;symmgtricgl,

»

harmonically-conceived contour in unbroken quavers (measure 10).

Ex. 85. Mamanita, A,, mm. 3-10, Paramount version.
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Measuresill-12 constitute a repetition of the corrésponding mea-
sures of the antecedent phrase, But resolve fnstead to V7/IV harmony,
which initiates the cadential refrain (measures'13-16) to conclude the
A1 chbrus.14 The treble returns to the upper registér (as in Al’
measu{e 1) and yti]izéé an arpeggio in ﬁeasu?e; 13-14 (also borrowed

from. the first measure), retaining the quaver motion through the

~
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changing tones of measure. 15 and past the authenticvcadence of
measure 16. This resting point proves to be illusory. Morton
immediately modulates to the key of thg B theme; by the end of Al’
measure 16, he has set up an authentic cadence in ¢ minor, which

finds its resb]ﬁ%ion in the next measure,iBl, measure 1. (Morton
consistently adheres to this pattern of modulation in all three
recordings of this piecé, whenever he turns from one theme to anothér.)

[2

Ex. 86. Mamanita, Al’ mm. 13-16, Péramount version.
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The B1 chorus opens with a two-measure phrase in thirds,
uti]iziig conjunct motion. A trill at the end of measure 2 diiineﬁ
“ates the phrase ending and links the preceding phrase with the next .

15

(which happens to be an exact repetition of the former). Measures

o . . ,
5-6 form a sequence, exhibiting minor variants of the melodic cell
at different pitches. The next two measures are frénk]y cadential
in ngture, with treble and bass coinciding rhythmically in conjunct

chromaticism. While the treble retains its inverted pedal (Bl,
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measure 8), the bass walks diatonically stepwise from dominant down

~to tonic.

Ex. 87. Mamanita, Bl? mm. 1-8, Paramount version.
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The consequent phrase repeats the antecedent until measures
15-16, where Morton‘mdhifies the cadence (perfect authentic) to end'

the B1 chorus.16

Ex. 88. Mamanita,'Bl, mm. 15-16, Paramount version. *
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The harmonic mi]iéu of the’next B chorus (BZ) is virtually
identical to that of Bl,'but there is only one:point of melodic
coincidence betweer the two choruses; viz., the semi-cddence of
measure 8. B1 is a riff-type chorus, where harmony is. of pr1mary
interest; BZ’ on the contrary, is éxme10d1ca11y oriented chorus,
wh1ch relegates harmonyuto secondary 1mportapce. Morton's me]odicl
‘line (treble of B ) is stepwise in nature;17‘and decided]y syncopated -

18

in its rhythm. The bass cantinues. in Habanera rhythm quite, 1nde—

pendently of the treb]e 1ntr1cac1es

“Ex. 89. ,Mamanita,vBé, mm. 1-10, Paramount version.
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The treble texture changes from octaves to single notes

" # (Morton interjecting a full dominant seventh chpfd into the treble

of measure 12) 'with the addition of an inner voice to fill oet the

harmohieé.as the final perfect authentic cadehce approaches (measures
19 , _ B N , : :

14-16). Morton immediately modulates back to Eb major, the key of

the A theme.

Ex. 90. Mamanita, By, mm. 11-16, Paramount version.
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| | The bass breaks of the A2 chorus provide all the new
: mater1a1 to be found in this chorus. ‘The rema1nder is borrowed
without alteration from the, A1 chorus The break of A2, measures
')1 2 outlines the tonic triad and then proceeds stepw1se down to the.
vdom1nant (after the double-struck upper tonic octaveB The second ~
break (measure 5-6) inverts the direction of the first, thus

recalling Al’ measure 1 (treb]e)vin augmentation. vThe third and
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"u'finaTﬁbreak of the A2 chotus (meashre 9-10) harkers back to the

first (break of A,--measures 1-2), outlining the tonic triad, making

use of a faQorite Mortonism, the éhort-]ong rhythmic cell, while

/ﬁhtérposing chfomatica]]y raised passing tones between the triadic

memberég Measure 10 expands'theAmajbf'sécond of the preVioué »

measure into a minor third to form a quasi-sequence.

. _.,\

- Ex. 91. Mamanita, A2’ a) mm. 1-2, b) 5-6, c)‘9¥10, Paramount version.
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Morton adds aAminor seventh to the Eb majof harmony of A2,

measure 16, to modulate 1nto Ab maJor -the key of the C theme.

(E harmony is ton1c to Eb major and dom1nant to Ab major.) -

The C1 chorus begins with a~s1m1]ar broken-chorq‘pattern to.

that of Al’ measure 1; et passim (trebTe). There are marked

affinities to the B theme, as well.

The repeated two-measure phrase



(Cl’ measures 1-2, 3-4), also characteristic of the B theﬁe,.and
6tper organic simi]afites bind these two themes togethgr. In fact,
Morton recalls the B1 chorus witg its riff (and chord p}bgression)
in the middle of\the third statement of this two-measure phrase
(Cl, measures 5-6), before returning to the main tonality of the

C theme for the conéeﬁuent.phrase. -0

Ex. 92. Mamanita, Cl, mm. 1-8, Paramount version.
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Measures 9-12 repeat the corresponding measures of the
antecedent phrase, while the final fourlmeaéures of‘C1 recapitulate

the cadential refrain of the A theme (Al’ AZ’ measures 13-16), albeit

in Ab major instead of Eb major.20

The broken-chord pattern of Cl’ measures‘l-z is modified
in the second C chorus. Morton uses only the second half of Cl’
measure 1 and the first_ha1f of Cl’ measure‘z for melodic material

112
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in C2’ measures 1-2.
Ex. 93. Mamanita, a) Cl* mm. 1-2, b) C2, mm. 1-2, Paramount version. ¢
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This two-measure segment is then repeated. Beginning at
P measure 5, however, the C2 chorus recasts the. correspond1nq C1
< .. passage both me]odica]]y and rhythmically, while reta1n1ng the
h " general melodic outline of the C1 chorus, measure for measure. The
"between-tné-cracks" rhythm reappears at CZ’ measure 6, Startjng with

Morton's allusion to the B theme, and continues through measure 11.
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Ex. 94. Mamanita, Cz,kmm. 5-12, Paramount version.
e e e Y
> 2 - ! - 5_ - P -Tm Pt
1 = Clce e e s SN SRyEeTE Eﬁiﬁ
R A e S e S E S R T E
“-qftg oA nde ej__”m“;‘. W cante h q_ — 73 kem
~——————— o .-,,'._.___ - [ S L _— T b :.-,,:
(GRS SIS S Y e B =
Sempre *'Cl(d'—o W basse od Sine

Py .0 Gt gy T Pt ;____.:: —=
"':t_{_—fg_:}.-._*_;_—::_ )T =k ==

The C2 chorus does agree with its predecessor (Cl) in the
. latter portion of the cadential refrain (second half of measure 14
untii the authentic‘cadence),=whereupon Morton modu]étes back to

¢ minor, the key of the B themé; for the final chorus.

Ex. 95. Mamanita, C, mm. 13-16, Paramount version:,

O HE‘{EE‘F—
e o i e O S

114

M S i ok




O | . 115

The antecedent phrase of B3 alters the basic riff-pattern but
little. 83,~measures 9-12, however, recast the riff, using the broken
chords of tonic and dominant (with the addition of a few pass1ng tones

in the harmon1c minor) as a descenting melodic line.

Ex. 96. Mamanita, B,, mm. 9-12, Paramount version. o
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Tbe next four measures (13-16) restate the corresponding
measures of the B1 chorus. B3, measure 17, with its authentic cadence
appears to confirm the tonality of c minor, but Morton then adds a

perfect authent1c cadence thIS t1me 1n Eb major, to end the-

‘ Paramount recording of Mamanita.

Ex. 97. Mamanita, B3, mm. 16-18, Paramount version.
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The Gennett recording is considered (if at all) by commen-

21

tators as the "other" recording. Waxed a scant two months after

the Paramount version,22

the Gennett disc derives much of its material
from that earlier recording.‘ Be that as it mayb. ..

The introduction and entire A1 chorus of the Gennett version
are taken bodily from the Paramount version. The break of Al’
measures 5-6, although not an exact'repetition of the corresponding'
Paramount break, is strongly remimiscent of the latter. Even tﬁe
high-register, solo-treble break of measures 9-10 is an octave-
displaced variant of its Paramount counterpart.

Morton omits the Paramount trills in By» measures 2 and 10
(Gennept), but adds one at measure 12. (This factor is no doubt,
of»]ittie significancé, but does change the contour of the B1 chorus
in the perception of even a casual listener,) B8, measure 16,

"after cadencing in ¢ minor (perfect authentic), reproduces the mod-
ulation in Paramount's 32’ meaéure 16 (Morton playing but one B
chorus in the Genﬁeft,version, before returning to hié A theme) into
Eb major, the key of the A theme.

The first four measures of the Az_chorUS are almost a carbon’
copy of the previous recérding. Measures 5-8, however, evince

_'a variant broken-chord break, utilizing the'short-]ong rhythmic cell

(of which Morton is so fond). A middle-register treble V//V con-

figuration follows, leading into a contrary-motion passage

(measure  8), which recalls the introduction. o,

L
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Ex. 98. Mamanita, A2, mm. 5-8, Gennett version.

The consequent phrase of A2, aside from the bass break

variant (measures 9-10) of Paramount's corresponding passage,

restates the Paramount version almost note for note. AZ’ measure

16, after the authentic cadence, modulates to Ab major, the key of

the C theme.

In the C1 chorus once again, only minor details have been ]

ey b

a]tefed; Cl’ measures 7-8\Ei;i a somewhat different configuration
from the earlier recording, bus the contour remains substantially w
‘the same. Cl’ measuﬁes 15-16 evince an extra treble voice for
additional sonority at the cadence.

The C2 chorus effers the first true divergehce }rom the °
Paramount recording. Only the first five treble notes of CI; mehsureb

1 are used to prov1de a contour for the corresponding C2 measure. : j

-

&

(Even then Morton:changes the G to an Ab, thus, in effect altering
the initial harmony from I7 in the former to I +6 in the latter.)

For the first time, Habanera bass replaces walking crotchets for

Caai

this measure (and other corresponding measures). C2’ measure 3

simplifies the contour of the first measure and recasts its'rhythmic




| emphasisf Measure 5 offers yet another version of the measure 1.

———— ke g1 e

pattern. (Measures 2, 4 and 6-8 remain unchanged from the'C1

chorus.) The pattern of measure 1 continues to be transformed in the

SV S,

C2 conséquent phrase. In measure 9 (including the upbeat from the

: 4
previous measure), the contour begins to take on characteristics of

ERRS e S

Paramount's C,, measure 1; this total transformation is a fait

accompli by C2, measure 11 (of ‘the Gennett version)i

i 4
»

Ex. 9. Mamanita, a) C;, m. 1, b) Cpo M. 1, €) Cppm. 3, d) C

PR S N SIS
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m. 5, e) Cé; mm. 8-9, f) Cys m. 11, Gennett version. b
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The cadential refrain (CZ’ measures 13-16) remains intbctE
Morton modulates bitck to ¢ minor, the key of the B theme.
The 82 chorus is an almost exact repetition of Bl, with the . 3

addition of a mordent or two. In the final (B3) chorus, however,

Morton effects the "between-the-crac’ " rhythh, not previously in ﬂ &i
. ¢ £y
. v 3
% .
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evidence (on the Gennett recording). The melody of the B3 chords,H'
although influenced to some extent by Paramount's B3, measures—
9-12, is freely invented, having no thematié tonnectfon with the
pther (r}ff-oriénfed) B ;horuses. ThQAcqnsequent phrase qf B3 is
similar .in nature agd contour to 1ts»anteﬁedent_counterparf, both

of which utilize high1§ sthobated melodic lines in treb]e\pctaves.
The final three-and-a-half measures>of this chorus: (and the com- |
v posifion itself) are identical to Morton's earlier (Paramount)

b

version, complete with final perfect authentic-cadence in E- major.

("4
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‘Whenever the composition, Mama 'Nita (Mamanita). is mentioned

by record critics, almost 1nvar1ab1y the Library of Congress version
is placed in the forefront ° This is the lengthiest of the three
versions, dwsp1ay1ng a more florid style than the two acoustically
recorded discs. As is the case with the other Library of Congress =
recordings,24 the more relaxed atmosphere of the recording sessions
and freedom from the three-minute 1imit (imposed by technical
limitations of the commereiajly operated studios) are reflected in
Morton's generally slower tempi and more expansive structures in his
performanees.zs‘ ,
| As stated above, the various versions contain well-nigh
tdenticai introductions. Morton alters his. voicing of the dom1nant
seventh chord in the fourth measure (p]ac1ng the fifth of the chord
at the bottom, and an interval of a s1xth in his Teft hand). In
this same measure (as we11 as the next, Al’ measure 1), the'tonic
triad of the acoust1c versions becomes a ton1c tr1ad with an added
" sixth (in the Library of Congress vers1on).

Al’ measure 3 is s1mp11f1ed from the previous versions, while
Morton s treb]e anticipates the cadence of measures 4- 5 (Mama 'Nita N1ta
version). The break at measures 5-6 is identica] to the previous

break of .measures 1 2 which once’ again recurs in measure 9-10. The

-

final two measures of the Al antecedent phrase const1tute an octave-:’
d1sp1aced variant of"the corresponding passage in both acoustic ~
recordings. Morton's treb]ekgnticipates two more cadences (Al,

measures 12-13 and Al; measure 16-A,, measure 1), but’ otherwise

the opening‘(Al) chorus is identical to its acoustical predecessors,

4
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being purely expository (rather than.improvisatbry) in nature,

~The Library of Congress‘reéording is the only one which Frim
contains a secaﬁd A chgrus before the first appearance of the B |
thehe.?ei The Azjchorusvbegins_with_what appears, at the outset, to
be another regetition of the break at A,, measures 1-2. This mel-
odic contour provides continuity from the first tovthé second A
chorus. ‘A2, measure 2, however, follows the downward trend of the-

previous measure, adding the upper octave to the single-note treble.

line. The next break (AZ’ maasures 5-6) features Morton's first

" true departure from the érpeggio tonfiguration of Al’ measures

et e,

1-2. The harmony of tonic triad with added sixth is here realized

by means of a tortuBus single melodic line in the lower treble

register, utilizing modified sequence. Morton provides solo treble

.chords to léad iﬁto;thé next two-measure segmént (A2, medsures 7-8).
A‘degcénding'chromaticllihe is introduced into measure 7, which flows
smoothly into the s@éﬁeeding measu?e, a variant o% Al’ measure 8.
The first twb measures of the A2 consequeni phrase (measuneslg—lo)'

exhibit sti]l'another treble Qreak, which inverts the contour of

:':‘~the previous A2 breék (measures 5-6).

-
-




Ex. 101. Mama 'Nité, A2’ mm. 1-10, Library of Congrese version.
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- The rema1nder of the A2 chorus proceeds without s1gn1f1cant

variation modu]atlng into c minor, in accordance with both acoust1c

: ,vers1ons, for the f1rst two B chorases

The B1 chorus contains’ 11tt1e more than a simple statement )

of the B theme, in a s1m11ar mander to ‘the Altchorus | The only note-

worthy e]ement here wou]d be the bass conjunct chromat1c1sm, espe-
cially prom1nent in Bl’ measgheshlg-lsn

" The B, chorus utilizes the‘harmonicfbackground of the B _ -

: 2
theme,'but eschews the riff-oriented treble -in favor of a freely-
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‘invented melody. BZ’ measure 1 simp]ifies”the corresponding riff

of B1 (to the po1nt of nu111f1cat1on), and then inverts the major-
third to form a minor sixth (G to E ) Morton then descends the

G dom1nant'n1nth chord to fill the similarly inverted interval

(F to D) of the next measure,_z7 "B,, measures 3-4 continue the ' e

downWard trend of melody, while the next two measures retain a con-

~ junct contour (Eb-D—C) to flow uninterruptedly (via bass conjunct

. . . 2
chromaticism) into the perfect authentic cadence of measures 8-9. 8
Ex. 102. Mama ‘Nita, Bo, mm. 1-8, Library of Congress version.
1
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The consequent phrase of the B2 ‘chorus 1ncorporates a
gruggett as a v5f1ant to its antecedent " The chromat1c stepwise

passage’ (BZ’ measures 10-11) adds 1ntens1ty via the uncertain

rhythmic nature of this gruppetto, which neither begins nor ends on
an explicit pulse. The melodic Cdntour of the Tatteripa1f of B,

.
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(measures 9-16) remains much the same, therefore, as measure 1-8, but

with different-rhythmic and melodic emphasis. (Compare measures 3-7

withAmeasures 11-14.)-‘Mortoh modulates back to Eb major in measure

16 for his final A theme statement.

-

Ex. 103. Mama 'Nita, B,» mm. 9-16,'E{§rary.of Congress version.
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The A3 chorus - opens (measures 1-2) with a repetition of the

break in A2, measures 9 10, d1sp1aced by one beat. The next two -

~'measures of A3 const1tutefa variant of A2, measures 7-8. The upper -

‘negister.break of A3; measures 5-6 consists of new materia] (vagdely

\

presaging Cl’ measure 1) in a similar vo1c1ng pattern to the break

_of A2, measures 5- 6 (ie., sTng]e notes to solo treb1e chords) The,

f0110w1ng two measures (A3, measures 7- 8) out11ne themr respect1ve
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harmonies, using wide-spanned treble tenths (measure 7) and

ninths (measure 8).

Ex. 104. Mama 'Nita, A

3> mm. 1-8, Library of Congress version.
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The broken-chord break of measures 9 lof(tonic triad with
added s1xth) Teads 1nto yet a d1fferent treble conf1gurat1on of the

V./V harmony (measure 11), wh1ch proceeds (by way of the c1rc1e of

fifths) toward the expected-—a]be1t octave dlsplaced—-cadent1a1

refrain of A3, measures 13-16. In A3, melsure 16, Morton modu1ates-.

to Ab maJor, ‘the key of the C theme, using dominant seventh

: A
harmony : ' S

\
. :
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Ex. 105. Mama 'Nita, A3, mm. 9-16, Library of Congress version.
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The C1 chorus is another purely expository chorus, thus
requiring no further comment: It follows the~€T~ehoruses in*both -of

29, 3¢

the acoustic versions with 1i§§lgﬂdeviation.

Ex. 106. Mama 'Nita, Cl; mm. 1-4, Library of Congress version..:
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Morton begins- his C2 chorus in the same vein as the previous

chorus. In fact, aside from a minor alteration in-measure 2, Morton's
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first real departure (from Cl) occurs at measures 6-7, where he
substitutes a Stepwise melodic arch-tinged with chromaticism for the
allusion to the B1 riff. This arch is an_exﬁansion of the treble
contour of measure 5. The next two measures (8-9) are also styled
to a large extent upon measure 6, different harmonic underpinnings
notwithstanding. Measure 11 is a simplification of measure 1, while

measure 12 provides a variant of measure 4. (measure 2 being a

variant in its own right).

PR

>~

Ex. 107. Mama 'Nita, C,, mm. 5-12, Library of Congress version.
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A,slight]y'é1tered'cadentia] refrain follows (meésurés 13—16),

modulating in'Cz, measure 16, back to ¢ minof, the key of the B theme.
’iThe greater portion of the B3 chorus (measures 1-12, but

especially 9-12)'recg1ls quite vividly the corresponding passage in
] 31

the 82 éhorus;-the remainder of the B3 proper (measures 13716)

A

<
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consists of florid broken-chord figuration and fingered glissandi.

\

|
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Ex. 108. Mama JNita,lB3; mm 1-16, Library of Congress version.
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As for the coda-like passage (fina]feight measures of the
composition), the chromatic descent .is borrowed from BB’ measures
10-11, while the treble of measure 19 anticipates that of’%masure 21.32

83, measures 20-22 d¢rive from measures 13-15, while the final two

S -

measures (83; measures 23-24) reiterate in compressed form the
cadence of measures 21-23 downbeat. 33 Morton concludes the Library ‘ﬁ
of Congress version fn c minor, without the mediant degree in his

tonic chord, 3%

Ex. 109. Mama 'Nita, 83, mm. 17-24, Library of Congress verﬁion.
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) *VI. CONCLUSION

-

Many of the tunes here which represent recordings of 1923
and 1924, afford interesting contrast with the far different
versions of the same tunes recorded in the Library of Congress
series and other late 1930's recordings. There is far greater ‘ < i
vigor and range to the Jelly of these earlier years, but. ‘
perhaps not the complexity, particularly in harmony.l

e % -

In some respects these early.solos of 1923-6 may impress
us differently than the later recordings I have used as a
basis for some of this discussion of Morton's piano and style.
There is a rhythmic vigour and optimism in Morton's 1923 work
that the later versions do not have. And in several of them
there is a decided rhythmic affinity to ragtime which Morton's
music was otherwise breaking away from.

The foregoing statements by two noted Jazz cr1tics are accurate
genera11zat1ons concerning the maJor d1fferences between Morton's g i
~early and late piano solos. Morton s basic §§§1e remained constant | ‘

from his first to his final recordings.

Concehningvthe specific recordings examined in this thesis, the
latter three compositions are.seen from the.dual perspective of early
(1923-24) and Tate (1938) performances. | : a A . . f

The ear11er version of Kansas Clty Stomp proceeds with pr1mary

emphasis upon rhythm. The A_theme 15 treated w1th e "back-beat" bass
in the A3 chorus, signifying a rhythmic climax usually reserVed for

. | - ) \ v .
the final chorus. AA»begins with the "backward stride" bass, causing,

a momentary rhythmic disorientation in the listener, 8nd ends with a

Sk e B i 2 om

2 familiar "r1de out" pattern, featuring the short long rhythmic ce11

The later version features the me]od1c aspect to a greater extent.

—n

i i

~Morton s B2 chorus is given an 1ndependept me]ody, in contrast to the

131 >
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~f ) .
the B, riff-trebTe. Morton waits for the A, chorus befdre effecting

hjs moto perpetuo recést1ng of the A theme's antecedent phrase.”
' The three versions of The Pearls offer widely contrastiﬁg

viéws of the work. The acdbstic version reproduces. the written score

(with but minor deviaiions), thereby exhibiting little of Mortoq's

improvizational and organ1zationa1 skills. The Library of Congregs

version, at its leisurely tempo utilizes a variety of bass1ines and

textures (especially in the trio) to build momentum until the final

bar. The Baltimore version, on the contrary, proceeds at a quicker

pace, but evinces a uniformity in its trio (due, %n no small part, to
. the quasi-gstinato bass, which pervades the entire trio) to flaw

almost effort]ess]y to its conclusion. " ' #

The three recordings of Mama 'N1ta (Mamanita) include two

adaptatjons of the "Spanish tinge". In both acoustic recordings,
Morton uses a marcato touch and "between»the—cfacks; ﬁhythm; thus
infdsing the work with rhythmic vitality. On the Library of Congress
re;ofding, however, Morton ]igﬂtens his touch soﬁewhg;, to provide a C)
rhapsodic treble Tine, indicative of his late period. This last
element is perhaps the -ne outstanding change in Morton's éty1e, at

o oleast-from the middle of his career (Gennett recordings) to the very -
end, i.e., the more florid treble. < | ‘

HiT]iams3 however, tﬁuéhes upon the chénge of atfitude wﬁiah was

primaril resansible for~tﬁe diJTerences Morton's loss of opt1m1sm
in the time span between the acoust1c and Library of Congress

: { recordings. - o . "

Ddring~£h§‘ear1y twenties, when Morton waxed the Gennett and |
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,

Vocaliqn piano solos (1923-26), he could look back upon his adven-

turous, itinerant youth with satisfaction, and ahead to an a]moét

limitless expanse o% musi;a1‘gPportunity and easy money. nHis.great

popularity as bandleader, arfangervand piano soloist with his Red

Hot Peppers, one of Victor's top jazz recording groups, testifies to
~ " the sucéess which Téy ahead. Then the Great Depression intervened 'and

slo&iy eroded Morton's confidence in his future.

By May 1938 (fifteen years after his initial recording ;uccess),
Morton's youth and optimism had left Him. With a bleak and unéertain
future before hih, M§rton cqu]d“oniy hope to fecapturé tﬁe'greaf

triumphs of yesteryear, both real and imagined (frequently a mixture

. of the two--in various proportions). fig?_b
Thie Library of Congress sessiofis are much more than an extended,

" series of solo piano and piano-vocal performances. They represent, fn
a ;ea1 sense, Morton's Last wilT'aha festameﬁt to posterity. If his
early recollections include a degree of exaggeration and self-aggran- ‘
dizemént, if his 1anguage is tinged with "pd}ple", }f'his'piano-playihg',
/is‘q bit ostentatious, this is the way he wanted to-be remembered, the
Qay things should have been.’ .

- It was only after the long years of the Great Depression that’ .
Morton's horiz&ns'would expand beyond his-own pérsoﬁa1npopu]arity ana
’fiqéncia1 success, to his'artistfc'integrity‘as the creator and sole
true pUrveyor'of jézz music. This véry consciousness (of the nature
of his beduest) makes Morton's Library of Congress recordings indispen- ”

A sible to.a complete underéﬁanding of Ferdinand Joseph Morton as

musician, histokian and personality, and of the origins and development

x\}‘i_‘x,:



of jazz music as a whole.

" Born in 1885 . . .-Jelly Roll is the true connecting 1ink
between ragtime and jazz. No one need ever speculate again
« on how the Negro in America transformed white music into black:
- he can hear Morton play the celebrated transformation of an old
French quadrille into Tiger Rag on the Circle documentaries
[Library of Congress recordings]. The introduction, the waltz,:
- and the "mazooka" are shown metamorphosing into the syncopated
strains that everyone knows so well. Nor is erudite musical
analysis needed to differentiate ragtime from jazz when one has
heard him play -the Maple Leaf [Ragl‘in the authentic St. Louis
manner and then follow with his owh complex stomped ‘version
"along the lines of jazz creation".3

y _
Morton thus occupies a central position in the history of

.early jazz. It is uncanny that such a major figure left no-mustical

successors. There are three main contributing factors to tHis

phenomenon.

First, Morton's personality was a strident one. He had a sure
sense of his own worth qu wasn't afraid to tell anyone about it.
This came off as arrogance and self-aggrandizement. For this reason,

Morton made -few friends dand many enemies. As a rule, musicians made

~a conscious effort not to be fﬁfiuenéed by Morton, regardless of his

oY : -
talent. - \ v _ s

. . » ’ ? .
Second, his best work was outdated before the recordings were

/

evenvréleased. The Red Hot Peppers' recordings (1926-30) were out-

moded by:Louis Armstrdng, as the great soloist replaced New Orleans- -

style polyphony in the vanguard of popular jazz thinking. In terms

" of solo pidno, Earl,Hines apd‘Fats.ua11ervwere at the forefront of

the newygeneration of jaZZ;pidﬁists during the late twenties. Hines's

stylistic innovatibns'and'wa11er's perﬁona] magnetism left no room for
Mqrtdﬁ'sso1&-timg’stdmps and abrasive personality. |
Third--and perhaps_mpstfimp%{taﬁt;-Morton's\sty1e’(both solo
\‘ | . . ‘
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and ensemble) ‘was a finished product in and of itself. His peréon-
. "ality had so infused his music, that {ts evolution was impossible
outsfdgf'. Morton's hands. His style grew out of ragtime and blues,

came to full fruition, then, at Morton's death, went to the gravé

“with him.
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FOOTNOTES TO PREFACE

/ X
1. To many jazz musicians, "totally arranged jazz" may be a
contradiction in terms; to Morton, however, arranged jazz was not
only possible, but often desirable. See Alan Lomax, Mister Jelly
Roll: The Fortunes of Jelly Roll Morton, New Orleans Creole and .
"Inventor of Jazz", 2hd ed. (Berkeley and Los Angeles: University
of California, 1973), pp. 147, 149. ' : (

<« .
2. According to Richard Hadlock, Jazz Masters of the Twenties
(New York: Macmillan Publishing Co., 1965; Collier Books, Macmillan
Publishing Co.} 1974), p. 155, Thomas "Fats" Waller recorded two
Bach fugues, first as written, then as jazz; Victor, however,
never released them. - ' T

" 3. John S. Wilson, review of the phonodisc, Piano Music of
Ferdinand "Jelly Roll" Morton, played by James Dapogny,
~Smithsonian-N 003, High FidETﬁty 26 (October 1976): 141-42. .

4., Op. cit. - \
5. Ibid., p. 266. . - .
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FOOTNOTES TO BIOGRAPHY AND. STYLISTIC OVERVIEW

1. Excerpt from. Morton's (presumably) unpublished autobiography
as quoted in Lomax, pp. 238-39. v

2. Ferdinand Joseph Morton, Saga of Mister Jelly Lord, interviewed
by Alan Lomax, ed. Harriet Janis, notes by Rudi Blesh, 12 albums -

- consisting of 45 discs (i.e. 90 sides) @ r.p.m. (New York:
Circle Records, 1947--but recorded in May-July 1938), (Hereafter
cited as Saga), 1 (Jazz Started in New Orleans): Boyhoad%ﬁemories,
Circle JM 7. -

3. Ibid., 1: Ancestry and Boyhood, Boy at the Piano, Circle JM 5-6.

4. 1Ibid., 1: Boyhood Memories, Circle JM 7.

5. Morton, excerpt from a perSona] letter to Roy Carew (presum-
ably late 1930s) as reproduced in a photograph in Orrin Keepnews
and Bill Grauer, Jr., A Pictorial History gf_gaziiaPeo le and

- Places from New Orleans to Modern Jazz, new rev. ed. y Orrin
~ Keepnews (New York: Crown PubTishers, 1966), p. 60. - ‘

6. Morton, Saga, 9 (Alabama Bouﬁd): Alabama Bound (part 1),
“ircle JM 67. - ) - . o

7. Ibid., 9: Alabama Bound (concluded), Circle JM 68.

8. Ibid., 9: Alabama Bound (part 1), Circle JM 67.
>J9. Ibid., 9: Alabama Bound (concluded), Circle JM 68.

10. Lomax, p. 130. o c ‘(’
11. .Ibid., p.i141. - - C
12. Willie "the Lion" Smith with Georgé’Hoefer,'Music oh My Mind:

The-Memoirs‘of‘gg_American Pianist, Foreword by Duke ET11ington,
(London: MacGibbon & Kee, 1965); p. 53. | -

13. Lomax, p. 149. . o . i
14, Ibid., p. 150. | |
* . ’
15, Ibid., p. 159.
9 .
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FOOTNOTES lg_ BIOGRAPHY AND STYLISTIC OVERVIEW (CONT.)
— .

'16. Ibid., pp. 159-76. N | Uy
7. Ibid., p. 190. | A
18. Ibid., pp. 301-2.

- 19. 'Mary Ellen Hood and Helen M, F11nt,'"The Life and Times of
'Jelly Roll' Mortor introductory essay in the fo11o, "Jelly Rol1l1"
Morton: The Or1g1na1 Mr. Jazz (New York: Edwin H. Morris 0.,
n.d.), no page number. ,

20. 'Smith with Hoefer, pp. 211-12.
21! Lomax, pp. 230-35.
22. 1Ibid., pp. 236-37.
23. Ibid., pp. 239-42, 307-12.
4. 1Ibid., pp. 245-46, 249-50, 312, 317-18.
25; ,Ibid., pp. 261, 318.
26, Ibid., p. 6. N
27. Rudi Blesh, Shining Trumpets, 2nd ed. ,‘rev and en] (New York:

Alfred A. Knopf 1958; repr1nt ed., New York: Da Capo Press, 1976),
: pp._191 95. : ‘ '

28. ‘Lomax, p. 6.
- 29@ Ibid., pp. 15-16.
30. * Ibid:, p. 6.

3L Ibid. ,_p.166.
3. Ibid., p. 6.

- 33, Morton Saga, 11 (In New 0r1eans) The Marching Bands, Circle
- M. 79, . : .

34, Lomax, pp. 15 16.

35. New Orleans Creoles, as a rule, were educated tradsmen who
took up music as a sideline, while the blacks (who could claim the
blues as their very own) were*]arge]y illiterate offspring of
recently freed-slaves, working as unskilled day-1aborers Morton
considered the blues to be "Tow down, il]xterate" music. 1Ibid.,
pp 67-109, 241 : : .




FOOTNOTES TO BIOGRAPHY AND FTYLISTIC OVERVIEWN(CONT.)

36. As a "professor"”, however, Morton played and sang the blues by
the hour, because this was the music the prostitutes 1ike to- hear.
He was t0o astute a businessman to\eschew the blues completely.
Ibid., pp. 104-5, 108. :

37. An outstanding recording in this regard being Mamie's Blues

. (219 Blues) on Ferdinand Joseph Morton, Jelly Roll Morton: New Orleans
Memories and Last Band Dates (The Commodore Years) Atlantic SD2-308
(New York: AtTantic Recording Corporation, 1973.)

. i ) N\ -
38. See Morton, excerpt from personal letter to Roy Carew (op.
cit.), as reproduced above, p.-2.

39. To such an extent that Rudi Blesh and Harriet Janis call his
music "ragtime-jazz piano". They A1l Played Ragtime. 4th ed.
(New York: Oak Publications, I971; London: Music Sales Ltd., 1971.)

40._.1bjd., p. 185.

4. The prevailing winds carried musicians first north to Chicago
(ca..1910-20) then east to New York (ca. 1925-28). Most Harlem-
ragtime practitioners were content to remain on the East Coast,
which had become, by the late twenties, the Mecca of the entire
music industry. The first Harlem. ragtime works published were -
Luckey Roberts's Junk Man Rag and Pork and Beans, both in 1913.
Ibid.,-p. 293. - ) o . . .

[ Y

42. The first Missouri (or classic) rag published was Mississippi Rag
by William H. Krell, a white bandleader, in 1897; Harlem Rag

byTom Turpin was the fikst Missouri rag published that was written

by a hlack man (later in 1897). Ibid., pp. 42, 101. 4

]

- 43\ Published in 1899. ‘Ibid., p. 280.. o
,44{' Lowmax, p. 62, quoting Morton on the'Library of Congress recbrdihgs.

45. Ibid., p. 66, quoting Mortbn on the Library 0f Congre$S recordings.

. \' ' . N - .
46. 1bid., pp. 62-63, quoting Morton on the Library of Congress
recordings. . _ : _

47. Conceptually, there is a vast difference between "ragged" perfor-
mances of popular tunes and sheet music composed as ragtime. The one
term, "ragtime", has historically sufficed for both. William J% Shafer
and Johannes \Riedel, The Art of Ragtime (Baton Rouge: University of
Lousiana Press, 1973), p. 178, 178n.
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FOOTNOTES TO BIOGRAPHY AND STYLISTIC OVERVIEW (CONf\)
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4

48. Lomax, pp. 148-49. o B o
49. ' Morton, Saga 3 (Jazz Is Strictly Mdsic):'Maple Leaf Rag

50. Published in Blesh and Janis, between pp. 50 and 51.

51. The more lyrical trio section, usually in subdominant, is char-
acteristic of many genres of multi-strain works with regular phrase
structure, including marches, minuets and scherzi. Works such as-
these (with decided emphasis on the former) could be heard at band -
concerts during the latter part of the nineteenth century.

Bands such as Patrick Gilmore's and later John Philip Sousa’
gained national and international reputations playing marches and
band transcriptions of 1ight classics on widely-publicized tours. \
These concerts were well-attended (to say the least), and formed an \
integral part of the cultural life of the typical American community.
(Compare Ibid., pp. 73-74.) - :

here is a good- possibility, then, that the subdominant trio in
ragtime traces back to such roots. In any case, it is no coincidence
that the tempo marking on Maple Leaf Rag reads "Tempo di Marcia", '
numerous other rags bearing the same tempo indication or "slow march
- tempo". Marches and 1ight classics had been "ragged" for years before

the first ragtime score was pub¥ished; the march constitutes perhaps
the major precursor of ragtime music per se. ‘ .

52. 'See:Scott Joplin, The School gj;Ragtimef-Six ExerbiSes for Piano, .

as published in Blesh and Janis, pp. 141-45. ° _ ,

53. Compare Morton's statémént, above, contrasting ragtime and jazz.
“Ragtime is a certain type of syncopation and only certain tunes .can
be played in that idea." . S A :

‘ - 54. Hyena Stomp, a rare mono-themafit Mbrton composition, prpVides\
an excellent example of Morton's techniques of variation as applies

- to a single theme. See Martin Williams, The Jazz Tradition {New York:f'

Oxford University Press, 1970, New American Library (A Mentor Book),-

1971), pp. 34-36, for a discussion of Morton's Library of Congrgess

~ performance of this piece, as released on Morton, Saga 1 (Jazz = - -
Started in New Orleans): Hyena Stomp, Circle JM 8.7 ‘ -

- 55, .. Except fbr “Spanish tinge".vSee V. Mama 'Nita (Mamanita), below.
S ' : S T . ‘

56. Morton's blue$ compositions are of the tWe1ve-bar variety, and.
many of his trio sections (thz-works) consist of thirty-two-bar .
themes, e.g., The Pearls. See IV. :The Pearls, below.

-
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FOOTNOTES JO BIOGRAPHY AND STYLISTIC OVERVIEW (CONT.)

~ 57. Morton's rhythmic stylé, although outwardly similar to ragtime
in its syncopations, etc., owes a debt to the more fluid rhythmic
conception of the blues. Thus, there exists an element in Morton's
performance that has no counterpart in Missouri ragtime. Herein lies
-a-major divergence between the two styles. - - i '

58. I. e., "anticipated downbeats and the octave runs of four
sixteenth-notes". "Jelly Roll Morton," in.Jazz Panorama from the
‘Pages of "The Jazz Review", ed. Martin Williams {New York: The,
Macmi1Tan Company, Collier Books, 1964), pp. 31-32. But see Ex.
~27b, c. below. L ' ‘ ' _

59, 'Op. cit., p. 34. Lomax traces this phrasing back to Morton's
trombone-playing father. : ' _ .

'60. Williams, The Jazz Tradition, p. 36.

61. See Appendix IA. Morton on Riffs and Breaks, below. - \

" 62. Ibid.

~ N v o o . ‘ .
+ 63. An alternation of two pitches, usually a semitone apart. See
- Ex. 48, below. ‘ i : S

v

" 64. See V. Mama 'Nita (Mamanita) and Appendix IB. Morton on
Spanish Tinge (Mortoﬁ1§ term for the Habanera bass), below.

- 65. "See IV. The Pearls, below.

66. Tag-ending, consfsting of the afore-mentioned short-long )
rhythmic in cdnjunction with an extevsion of stutter-step technique.

-67. See iII. Kan;as City Stomp, bélow.

68. Slow-moving block. chords for an "organ-ltke" sonority.. .

" 69. See II. Frog-i-more Rag (Sweethear: QL.Mine),.below.

70. See also William Russell, "Jelly Roll Morton and the Frog-i-more:
* Rag," in The Art bf Jazz: Essays on the Nature and Development of :

Jazz,-ed. Martin Williams (New York: Oxford University Press, 1959), -
“p. 33ff. S S RS _— R

- 71~ See Exx. 63 and 51, below, respeétive]yﬁ

~ - /
N
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FOOTNOTES TO BIOGRAPHY AND STYLISTIC OVERVIEW (CONT.)

”

72. "You have the finest 1deés_from the greatest operas,'§ymphonie§

and overtures in jazz .music. There is nothing finer than jazz music
because 1t comes from everything of the finest class music." -
Lomax, p. 66, quoting Morton on the Library of Congress recordings.
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'FOOTNOTES TO FROG-I-MORE RAG

1., William Russell, "Jelly Roll Morton and the Frog-i-more Rag",
in The Art of Jazz: Essays on the Nature and Development of Jazz,

ed. Martin T. Williams (New York: Oxford University Press, 1959),
p. 38. ' '

2. This is according to Roy Carew, Morton's musical executor.
(See Lomax, @. 292.) But from Russell, p. 33, and Lomax, p. 290,
the work- was composed and/or written down ca. 1917-18. According
to Carew (Lomax, p. 292), Frog-i-more Rag was copyrighted by
"Fred [sic] Morton, Los AngeTes™.

3. Russell, p. 34. David A. Jasen and Trebor Jay Tichenor render
it as "Froggy Moore" .in Rags and Ragtime: A Musical History (New .

York: Seabury Press (A Continulm Book), 1978), p. 255. Lomax,

P. 290, renders it as "Frog-i-more".

4. Russell, p. 35. The sheet music is published (with lyrics)
in [Morton], Just Jazz, Blues and Stomps (New.York: Charles -
Hansen Educational Music & Books, n.d.), pp. 55-57, and (without
lyrics) in "Jelly Rol1" Morton: The Original Mr. Jazz, (op. cit.),
Pp. 6-7, the latter version using the title, Frog-i-more (Pre-

~ viopsly Known As Sweetheart 0' mine and Froggie Moore) [sic].

In:1923, the Spikes Brothers copyrighted a part of Frog~i-more
Rag.with lyrics, using the title “Froggx Moore". (See Lomax,

- PP. 292-93.) Unfortunately; this version was not available for

comparison.

‘5. Brian Rust, Jazz Records, 1897-1942, 4th rev. and enl. ed.,

‘2 vol. (New RocheTle, N.Y.: ArTington House Publishers, 1978),

2: 1100 (continuous pagination).

v

6. The master of one of the two recordings was rejected, while
‘the other recording was only rediscovered when a test pressing

was found in a Chicago junk shop in 1940. (See Russell, p. 33.)
It is, however, not certain as to which recording -this was.
Keepnews, in his discographical notes to Jelly Roll Morton

. 1923/24, 2 discs, Milestone M-47018 (BerkeTey: Milestone Records,

1974], believes .it to be the Gennett; Rust is convinced it is
the Rialto. In any case, the extant acoustic recording has been
reissued-on Milestone M-47018, op. cit. S

. - 3

N
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FOOTNOTES TO FROG-I-MORE RAG (CONT.)

7. Russell, p. 35; -Rust, 2:1101; Jasen, discographical notes
to Piano Ragtime of the Teens, Twenties & Thirties, Herwin 402
(Glen Cove, N.Y.: Herwin Records, n.d.). Jasen and Tichenor,’

p. 255, report that Mike Montgomery's research yields evidence
that Morton appropriqted the opening section (presumably of
Frog-i-more Rag--i.e., the 1924 recorded version, and not the
1926 recorded version with the title, Sweetheart Q' Mine) from
Moore himself, who was not merely a contortionist, but a pianist-
contortionist. This circumstance, if true, may explain the
different first theme and title of the 1926 Vocalion recording.
(The latter recording has’' been reissued on Herwin 402, op. cit.)
This recording utilizes the same B and C themes as the other
extant Morton version, asJssdde.as the first recording of the work
B4 on the Gennett label--1923),

¢ -King Oliver recording has
”gEAd K1n 011ver, M11estone M-47017,

2 discs (Berkely:
pross1b&f record1ng of Frog-i-more
ti

8. Lomax, p. 302, g
_corrobo 1on exists.

Rag on th1s same date buj;4

- 9. Th1s is Morton's. spel]ing on the ho]ograph See Russell,

p. 35 and Lomax, p. 289, the latter of which reproduces the
"organ" chorus (b]ock chords),C1 in facsimile.

10. Jasen and Tichenor, p. 255: Jasen, op. cit.; [Morton],

Just Jazz, Blues and Stomps, p. 55 (citing best-known recordings);
"JeTly Rol1™ Morton: The Original Mr. Jazz, p. 6. 0 :

11. Measyres 25=30 were omitted_most Tikely because Morton's

- piano was tp follow the vocal line here. According to Hood and
' F]lnt, op.

it., "Some of the music was in Jelly Roll's

rm, with his own notations--some in pencil, some in
pages cons1sted of only a few phrases, with his

s such as 'no good' or 'try this'."

12. Aswprev1ously stated (footnote 7) the A themes.of these
two versions are tota11y different. It is only for the sake of
form that both themes are thus designated.

13. Russell, p. 35, and the copyr1ght dates of 1918 and 1926 respec-
tively for the titles Frog-i-more Rag and Sweetheart 0' Mine
(Lomax, pp. 292-93) offer circumstantial evidence to support
this supposition. See also footnote 7, above, concerning the
first recording of the work. As per footnote~9, above, it is

~ unfortunate that only the trio organ chorus was available in fac-

simile (Lomax, p. 289).. The complete holograph would provide
proof as to which A theme was the earlier conceived.

\




FOOTNOTES TO FROG-I-MORE RAG (CONT.)

14. See Morton's discussion Eoncerning Gifrsn and "breaks" <:,¢,

as transcribed in Appendix IA, below.

15. Russell, p. 36, seems to imply that the curious effect is
somehow due to the "extended introduction" nature of the series
- of major-minor sevenths which open the A chorus A, measures 1-4).

16. The "stuttek-steph consists of two pitches (or chords) .
which alternate, usually in conjunction with a short-long.
rhythmic cell. See Ex. 48, below.

17. The cadence of measures 6-7 is noteworthy, since Morton's
right hang (thus the entire treble) drops out of the texture

- when thé®tonic is stated in the bass, thus setting up the
expectation of just such a treble break (measures 7-8).

18. The major characteristic of "stomp" is a pronounced

rhythmic momentum which, in many cases, all but nullifies melodic

interest. Morton's compositions called "stomps" utilize such

passages as climaxes, but these passages are by no means 1limited

The stutter-step and
Morton comments:

to such compositions.

_ Cf. Exx. 48, 63.
"stomp" sound are not myutually exclusive.
'. . . Of course, I tell

- what the name 'stomp''mean, myself. !
meaning, only that people would stomp their feet, and I decided

that the name 'stomp' would be fitted for it .

King Porter Stomp, Circle dM 23).

19. Yet another root
its absence.

you the fact about it, I don't know

There really wasn't any

it
.

Saga, 3

position tonic triad is conspicuous in

20. It is to.be recalled that the‘trio theme is the only one
which 1ies in common with all the versijons of this work.

21. The fingered glissando and downward leap which follow this
trill recall measure 2 of the tntroduction. Cf. the bridge
passage in Morton's recording.of Mister Joe, reissued on New
Orleans Memories and Last Band Dates (The Commodore Years),

2 discs, Atlantic SD2-308 (New York: AtTantic Recording Corp., .

1973).

22. As is usually the case with Mortonﬁs organ choruses, right
and left hands coincide to effect block chords.

.\\\ |

¥
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FOOTNOTES T0 FROG-I-MORE RAG (CONT.) '

23. "2 . . but I find that the slow tunes did more in the develop-

ment of jazz--that is, the medium-slow tunes--than any other

thing, due to the fact thatmgou wouTd”always have time to hit a

note twice, when ordinarily you would only hit it once, and that
ive it a very good flavor." Morton, Saga, 3: Discourse on Jazz -

?part 1), Circle JM 17. ‘ >

24. Two salient effects of this passage (measures 31-32) are the
aforementioned "double-~struck” element and the short-long rhythmic
cell, the latter of which is often used by Morton at tag-endings
(e.g. Ex. 51, below) and the climactic moments. These devices are
indeed characteristic Mortonisms, permeating his entire oeuvre.

25.  Russell, p. 37.

26. See Morton's discussion on "riffs" and "breaks" as transcribed
in Appendix IA, below. ‘ - ' J
27. The "stop-timé" effect makes maximum use of rests, while sus-
pending the explicit pulse. This usually takes the form of strong-
beat black chords, which form a vacuum'of silence in their absence.
An-entire chorus cag use this effect to great advantage by adding
breaks (usually solo treble or bass) between the strongsbeat chords.
During dances, this effect was ‘used so that the dancers’. feet ,
- could be heard. See Scotf .Joplin, Stoptime Rag, in The Collected
Works of Scott Joplin, ed. Vera Brodsky Lawrence, editorial consul-
tant Richard Jackson, Introduction, "Scott Joplil: Black-American
Classicist", by Rudi Blesh, 2 vol. (New York: New York‘P-u_b_Hg>
Library, 1971), 1°(Works for ‘Piano):215-19.. Also see Jasen and
Tichenor, p. 99. , Sy ° .

28. In this way, the left thumb partakes of the melodic stutter-step
while -the 1ittle finger maintains a pedal tone of G, the temporary
key center, : '

29, See.discuSsion‘be1ow.

'38? The A theme of the Vocalion reécording does not appear in any’
other of Morton's music under the. titles Frog-i-more Rag or:

Sweetheart 0' Mine. (Fro Moore’ was unavailable for comparison.
See footnote 4, above.) L S

31. Since the Sweetheart Q' Mine recording is the'later one, one

may assume that the B theme (present in both Frog-i-more Rag and ,
Sweetheart 0' Mine) antedates the A theme of Sweetheart ijﬂﬁne.

Ty e . . . . \
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FOOTNOTES TO FROG-I-MORE RAG (CONT.)

-

e “‘

32. Morton rarely plays a break which does not utilize the harmonic
background of the chord immediately preceding it. Moreover, this
break appears to recail the melodic line of the Introduction, . , S

~ measure 3. Cf. Ex. 15, above. (Most breaks have absolutely no o F
thematic connection with the rest of the piece; in Morton's eyes,
breaks are "musical surprises".) See Appendix IA, below.

IS

N T

-
Y

e i

*33. The Pearls, C,, Library of Congress version quotes this treble
passage note for ngte (albeit transposed) some thirteen years later.
Cf. Ex. 66, beloy. : :

e

v 34. It is recalled that Morton claims to have transformed a French
quadrille, La Marseillaise (not the national anthem), into Tiger : g
Rag. ' (Morton, Saga, 1: Tiger Rag, Circle 1.) For other opinions
concerning the history of Tiger Rag, compare Marshall W. Stearns,
‘The Story of Jazz, with expanded bibliography and syllabus (New
York: Oxford University Press, 1956, 1970), pp..73-74, and

RIS

- Samuel Chuarters, Jazz: New Orleans 1885-1963 (New York: Oak .
_Publications, 1963}, p. 24. : R -
35. As 23E§d praviously (Chart 1f'p.Ls'), the A thﬁpe‘does not return L
. after the# choruses. ' : ™ . :
¢, .~ 36. The treble g]isSando‘fo]]dwed by the leap of a major ninth
S& -~ downward, which constitutes a salient feature of the bridge
i passage of Frog-i-more Rag, is conspicuously absent here.
' 7

37, In measure 29, Morton substitutes V' for vii//v, and in
775

measures. 23-24, V//ii, ii for V//IV, 1v.

»s,%f/;38.;;ﬁf6 -more Rag, Cy, measures 17-24 constitute a melodic
- riatlops: being essentially a rhythmic and melodic ornamentation

Jodic line. :
A

L{f., is highly recomﬁended for its~background
311y on the recording of Frog-irmore Rag.
P . - e

\J'
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FOOTNOTES TO KANSAS CITY STOMP

(=]

1. This is the same place at which Morton dedicated The Pearls
to a "pretty little waitress". Lomax, p. 173. Also see the :
discussion of The Pearls, below. A o

.,

2. Morton, Saga, 3: Kansas City Stomp, Circle JM 18-19.

. \ ) ‘
3. The acoustic version was recorded’ in 1923 for the Gennett label.
It has since been reissued on Milestone M-37018, op. c¢it. The

 -oe1ectric version was recorded in 1938 under the auspices of the

\

- i 3 148 -

Archive of Ameritan-Fo1kson§qof the Library of Congress. This
latter version was commerci¥ly released on Morton, Saga, 3:

Kansas City Stomp, Circle JM 18-19, and reissued on Mr. Jelly Lord:
JeTTy RoTT Morton Plays His Qyn Compositions from the Celebrated .
Library of Congress Recordings, RLP 12-132 (New York: Riverside
Records, 1960). Morton's recording of the composition with the Red
Hot Peppers (1928) has been reissued on Jelly Roll Morton and His
Red Hot Peppers, Vol. 4 (Black & White vol. 48) RCA Victor 741.040
(Paris: RCE Records, 1972). : \

4. Kansas City Stomp was published in 1923. Mortop composed the

piece in 1919, the same .year he wrote The Pearls. [®max, pp. 173, -
293. The sheet music is available in "Jelly Rol1" Morton: Blues, Jp‘

Stomps and Ragtime (Jazz Giemts).(New York: Charles Hansen
Educational Music & Books, Edwin H. Morris & Co., n.d.), pp. 10-11,
and in [Morton], Just Jazz, Blues and Stomps, pp. 28-29. (Note the
inconsistent usage of the plural form "stomps". The work will be
cited in this thesis as "Kansas City Stomp" only.)

P

5. Morton's acoustic- and piano roll versions ofyGrandpa's Spells .
share this characteristic, but not the sheet music. The acoustic
recording is-available on Milestone M-47018, op! cit.; the piano
roll on Jelly Rall Morton 1924-6: Blues and Stomps from Rare Piano
Rolls, Biograph BLP=I004Q (Brooklyn: Biograph Records, 1970); the :
~sEeet/music in "Jelly Roll" Morton: Blues, Stomps and Ragtime,
'PP"42-45 and [Morton], Just Jazz, Blues and Stomps, pp. 16-19, ~

. . . e
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N x"%l See discussion below. -

13. See’Ex. 29. S Sy
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FOOTNOTES TO KANSAS CITY STOMP (CONT.) e

-

6. Martin Williams, The Jazz Tradition (New York: Oxford

University Press, 1970, New American Library (A Mentor Book), :
1971), p. 34, says that " . . . C is an unusual Twelve-bar melody
With a double break at bar one and at bar seven, macing two six- -

" bar units". The sheet music, however, bears no indication of

- this, but rather, evinces a sixteen-bar superstructure without

- formal eccentricities.
- Ragtime, p. 11 and %Mortoq], Just Jazz, BTues and Stomps, p. 29.

See "Jelly'Rol1" Morton: Blues, Stomp: and

3

L \8., Compare/Jop]in;ljbeéhenéfkﬂ'Caﬁcert Waltz, Int¥Pduction, ff.,

e r"‘“:ﬁf

VA TEEE L,

. skdye - &
& M R
13 A

in The Collected-Works ofsScott Joplin, 1:113-19.- Also see Jasen
anq_chhenq)r;.ffp. 2&, ST .

-

‘9.:”Tﬁi§,i§J§9n§$§ieﬁf wjth Morton's prﬁctice of stating a theme

first in gmost uradorned-fashion. Compare Morton's 1929 Victor
recording’ef Pep-with the Library of Condress vérsion of the same
composition.. T ésé two recordings are available on the respective .
albums: Jelly:RS11 Morton and His Orchestra/Piano Solos (1928-1929),
Vol;,§_(BF§cE,&:White vol. 62) RCA 741.054 (Paris: RCA Records, -
1972) and Morton, Saga, 6 (The Jazz Piano Soloist): Pep, Circle JM
43.. In the Tatter version, he adds an organ chorus at the beginning
before stating the actual melody as in the A1 chorus of the Victor
recording. )

10. See transcriptions of both recordings in Appendix II, below,
as well as the discussion in:this chapter,* concerning the Al and

Az choruses of both recorded versions. - o
11. Thé A natural o%ﬁAi, meP;ure 1is prépéred_by Morton's to
dissonant A natural in the Introduction. ‘

B \)" Rl
12. Cf. Ex. 46, below, as well as Tiger Rag (Morton, Saga, 1:

Tiger-Rag, Circle'JM 1-2) for Morton's standard version of this /
- break. - : ‘ .

’\—-’x\ . ) i , . e _

4 =3
4

3 v_3< \‘

. o , I R
14. See corresponding #easures o% the 'Library of Congress version
of Kansas Citylstomp, Bx. 21, below. _

15. See Tiger E_QQ'DZ’("" er") chorus on Morton, Saga, 1: Tiger
Rag, Circle d 17, .2 % | 0% o0 forten Seae, 111
. 9_‘ 2,00 0 Y -

16. This® back-beat bass constitutes a rare exception to Morton's

a friderout".chorus.

_general placement of this specialized effect. ;A3 is obvious]y‘not

/
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Compare, however, Guy Waterman, "Jelly Roll Morton', in Jazz

" {New York: Macmillan Co., Crowell-Collier Press, 1964; Collier a : } 7

IS

'was just something Jelly had in his fingers, that he happened to
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FOOTNOTES TO KANSAS CITY STOMP (CONT.)

17. This peculiarity could easily be construed as an errorf

Panorama from the Pages of "Jazz Review", ed. Martin WilTiams /7

Books, 1964), pp. 37-38, in his discussion of The Naked Dance . rauf :
(Morton, New Orleans Memories and Last Band Dates, Atlantic ,f'@?f bi
soz-s&), where, according to Watermen, ™ ., . . consistently in the .. ,’)‘ny‘ki o
A fla®eechoruses in The Naked Danc: 11y hits the seventh (a third _.,j-,.( %

inversion, if you will) of the dominant, when the ear would expect

(and J. Lawrence Cook notates) the root of the” chord. . . In the

five choruses which follow this, all in A flat, the note D flat i
constantly substitutes for E f]at. I know of no explanation of &
this in terms of the musical effect it creates. More likely it ' e

go a note too low every time, but, since the D flat is in the N .
chord, he felt no great compulsion to correct the error. At least S
this is my guess." But listen to Morton's recollection of Buddy

Carter's style on Morton, Saga, 7 (Everyone Had His Own Style):

Buddy Carter, Circle JM 52, where after repeatedly striking the

"seventh (third inversion, if you w111) of the dominant", Morton = - | g
queries, "Remember that bass?" It is my guess that after hitting

. several E flats (in Nakgd Dance), Morton decided to use a "Buddy -~ ,Eiv_ ‘1‘

Carter-style" bass, an&™he occasional subsequent E flat -con-

" 18. _The A natural, or1g1na11y a downbeat, is now re]egated to the

.19. " Cf. the medial cadence in By, measure 6, whiéﬁ*also contains o _;

21, See Chart 2. The difference in length between the two versions o
* is attributed solely to Morton's recapitulation of the Introduction ' _

stitutes an error on Morton's part. But, back to the quest1on at Yy g
hand (Ex. 34), \the author does not wish to question Morton's _ ’. 9
musical logic, but rather to leave open the poss1b111ty of error >

‘as opposed to design.

T © v

status of an upbeat Tower aux1111ary

an anticipated tonic treble note, serving, however, .as the entire:
cadential resolution (the bass having dropped out of the textug'e .
after its™dominant seventh in measure 6, beat 4), thus Teaving

a.vacuum on the downbeat of measure 7, just before thedass break. "
See Appendix II. For an’even more unusual cadent1a1 point, cf. ' 4
Sweetheart 0' Mine, Ex. 21, above, wh1ch avoids tonic reso]utlon 4
altogether. . . : o ' {

20. Cf. the ending of Hyena Stomp on Morton, Saga, 1: Hyena Stomp, _
Circle JM 8. 1In the present case (Kansas City Stomp), ton1c is . i
indeed tonic. = ;

- *

before the A4 chorus iA-the Library of Congress version.
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FOOTNOTES TO KANSAS CITY STOMP (CONT.)

22. This is an Unsyncopated variant of what Waterman terms
fqe11y's trademark". "Jelly Roll Morton", op. cit., pp. 31-32. «~

23. An 1nterest1ng element of this chorus is Morton's rhythmic
reshaping of the sequential pattern of measures 2-3, 4-5, and
6-7, especially measures 3,5, and 7, where he repeats the first
two notes, playing on-beat quavers (measure 3), follows the sheet
music's syncopation (measure 5), and intensifies the latter by
displacing the cell with a crotchet rest on the downbeat, and

double- str1k1ng the syncopation.’

24. The key word here is "c]ean" or "c]ean cut". (See Appendix IA
for Morton's comments on breaks.) Measures 12 af¥ 16 contain bass-

“lines which Morton has’ used previously on several occasions for.

solo breaks; the nature of the treble line, however, nullifies the -
poss1b111ty of breaks 1n these two partfcu]ar instances. P ,
tF . BT

25.° The 1923 version ut111zes a. conJunct melodically oriented RERR PR

walking bass in conjunction with the more relaxed treble rendition. o
(See above. ) N A

26. Cf. Ex. 28, above. - - ' ’ _
s

27. Cf. Tiger Rag, on Morton, " Saga. 1: Tiger Rag, C1rc1e JM 1-2,.
along with the corresponding break in the acoust1c version of

Kansas City Stomp, Ex. 29, above

'28. Cf. correspond1ng break in the acoustic vers1on, Ex 32]?

above, ]
29. -In cOntradistinction to the‘adoustic version of Kansas Ci! -

1 Stbmg's A chorus, with its back-beat bass and treble stomp effects.

" 30. At this po1nt the master disc is changed, and Morton plays

a different version of A3, measurgs 13-16 to Tead into the trio.
(See Appendix II:for th1s a]ternate version.)

31. The last four quavers of measure 8 (treb]e) perhaps coin-
cidentally, match the interval’ pattern of the flrst four quavers
of measure 5 (albeit tonally).

32. As a rule, Morton's modulatiohs are carefully prepared. In this

. case, however, he simply assumes the new key without preparation.

33. Which have been duly nated in the d1scuss1on of the 1923

,.

version of Kansas City Stqmp, ) L

N ) !

v - '
.
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FOOTNOTES TO KANSAS CITY STOMP (CONT.)

34. Cf. A3, measure 11, et paséim. R | \

35.. Cf. Hyena Stomp, on Motton; Saga, : Hyena Stomp, Circle JM 8,
1ty S

and the acoustic version of Kansas tomp, Ex. 40, above, for
similar "ride-out" patterns.
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FOOTNOTES TO THE PEARLS

1. 1In'Tia Juana, Mexico. See discussion of Kansas City Stomp.
’ : \

2. Lomax, p. 173, paraphrasing a Morton ﬁdnologue on the Library
of Congress recordings. ‘ . =

3. Morton recorded King Porter Stomp seven times as a piano solo" - -
(including once with traps and once as a piano roll): The Pearls -
four times. Rust, 2:1099, 1101, 1105-8, and Biograph BLP-1004q.

4. Lomax, p. 312.

5. The acoustic version is available on Milestone M-47018; Library
of Congress version on Riverside RLP 12-132, as well as Morton,
Sa?a, 6: The Pearls, Circle JM 41-42; Baltipore version on Jelly
Roll Morton 1938, 1940, Almanac.QSR 2424 (np.: Almanac Record Co.,
n.d.). The sheét muSic may be found in "Jelly Rol1" Morton: Blues,
Stomps and Ragtime, pp. 22-23.-

T

6. The 1926 Vocalion version was not available for the author's
perusal. N ' o -

7. Note also that both of these recordQHgs are @ 78 r.p.m., but : ;
the acoustic version has a 10" diameter (ca. three minutes), while®

the Baltimore recording has a 12" diameter . four minutes).
See Lomax, p. 312. ? - W | R o 3

- 8. Alan Lomax produced Saga of Mr. Je]ly‘Loﬁz under the auspices . S
of - the Archive of American Folksong of the Library of Congress..' ~ = =, 1

‘See Lomax, pp. 239, 307. _ . , f
9. Lomax used as many wax acetate discs as necessary,to record . ~ . :
any -given work or.discussion. Some monologues extend over several ‘ 1
discs, as do some compositions. Lomax, p. 307-12. N o
10. See Morton's statement at the'beginning of this discussion of. R
The Pearls. - - o T T
11. 'Sé'e footriote 9, above. . ‘ & - _ L &

12. See footnote 7, above. o ' , -

- Lo

1
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N weer WEOR ST VI et ) e Tamanies  d e ke s 2 o e

.

y 13 But funct1on1ng as a “German" augmented s1xth chord. Cf.
State and Madison's A theme, on Morton, Saga, 10 (The Jazz Piano

Sololst): State and Madison, Circle JM 70, which utilizes’ this

’ éhord~wn a s1mi1ar fash1on '

14.- Also listen to the cornet solo of the Réd Hot Peppers version
of 1927 reissued on RCA Victor 741.040 .

15. See footnofe.23 to the discussion on Frog-i-more Rag, above.

- 16. Cf. C3, measures '17-20 with Sweetheart 0' Mine, As, ‘measures
1-4 (Ex. 17, above). The later version (The Pearls) is but'a
transposition of the earlier (Sweetheart _T—M ne) treble passage.
17. This 1s quite an exceptional pract1ce

~

18. Waterman, "Je11y Rol1l Morton", pp. i31- 32

19. TH!S is. common pract1ce in Morton's p1ano Wbrks, as well as
- the Red Hot Peppers' record1ngs ,wrere the back‘peat is played .

by Morton's drummer. \. : - B
: SRR - - «
o | 3 e
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" on Milestone 4701 18. ATthough this title is an obvious m15pr1nt

1; Lomax, ppP. 159 162, 179 for the former date, Morton s arr1va1
_in California. Rust, 2:1100 for the latter date, Morton's f1rst
recording of Mamanita. - . m\

42+ "Mama 'N1ta" or "Mamanita" is an elision of "Mama Anita".
Lomax, gy 177.  Williams, Jetly Roll Morton, Kings of Jazz series
_ (London:" Cassel &.Co., 1962, New York: A. S. Barnes & Co. (A
Perpetua Book), 1963), p.-:H4, renders the name of the work-as
"Mama Anita" as well. (This Tlast version of the name agrees with.
no“dther sources. ) The term "mama" refers to a mistress.

3. California served as Morton's home base from 1917 until 1922 ' - 1\?§;
when he 1eft for Ch1cago . Lomax, pp. 159-78. oo T

4.~ The work was copyr1ghted in 1949 by Morton s estate as ih%ma
Nita (tango)" Lomax, p. 296.

5. Listed as- "Maman1ta" in Rust 2 1100, and Keepnews, notes on
Milestone M-47018. The record1ng has been re1ssued on M11estone
- M-47018. A , -

6. Listed as "Mamam1ta" [sic], ibid. (both sources), and reissued ‘

"Williams, Jelly Roll Morton, pp. 43, 54, uses this name in referring -
+ to the work A variant of th1s errgneous title (viz., "Mama Mita")
appears on the disc, Jelly Roll Morton, Archive of Fo1k &% Jazz
Mu51c, FS-267 (Los Angeles: Everest Records, n.d. ), referring tya

" piano roll (which had been transferred onto disc in 1924), pro y
known as "Midnight Mama",| an entirely different Morton compositfon.
This latter composition is ava11ab1e on disc under its own name.on

~ Biograph BLP-~ 1004Q

2: 1106, and available on Morton,
Circle JM 25, as well as

7. Listed as "Mama 'Nita" in Rust

Saga, 4 (Sf anish 'n s Mama 'Nita/
R1vers1de RLP 12-132.°

~ 8. This structure (ABACB) is an anoma]y inMorton's oeuvre, but

appears common in the compositions of "classic' ragtime, me, such- as
those of Joseph Lamb and espec1a11y James Scott.

Although the B3 choruses of both acoustic record1ngs are in c
m1nor, the f1na1 cadences of these versions are in E flat major.

&

| %15

FOOTNOTES TO MAMANITA -
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FOOTNOTES TO MAMANITA (CONT.)

\

v -

10. New Orleans Bump is an exception that proves the rule. This
composition 1is entire]y in. e minor.. Morton and the Red Hot Peppers

‘recorded the number in 1929 for Victor. It has been reissued

on Jelly Roll Morton and His Orchestra, Red Hot Peppers, Trio, with

" Wilton Crawley and Lizzie Miles 1929, Vol . 6 (Black & White vol. 72)

RCA 741.070 (Paris: RCA Records, 1972).
11. Tonic triad w/ added sixth. ) S -

12. See MOEton's comments on bréaks in Appendix IA, below.

(f’!'
13. Morton refers to th1s rhythm as the “Span1sh tinge". See
Appendix IB for h1s entire discussion.

14, Th1s passage is codetta 11ke in nature.

15. Morton uses the raised s1xth (A natura]) for purely pianistic

reasons.

16. It is interesting to note the way‘measure 8 finds its counter-
part in measure 16. In the former, Morton's treble reiterates
dominant pedal; in the latter, tonic peda] In the former, the
bass walks down from dom1nant to tonic; in the 1atter, up . from

dom1nant to ton1c

17. Morton ut111zes the harmonic form of minor a]most exc]us1ve1y

18. Morton utilizes this "between the cracks" rhythm1c effect to
similar advantage to his 1923 Gennett solo piano recording of
ew Orleans Joys. This recording has been reissued on Milestone
018. See Gunther Schuller's remarks concerning this recording in
Early Jazz: Its Roots and Development (New York: Oxford.University
Press, 1968), pp. 172-73. (This is the same piece as New Orleans
Blues, on Morton, Saga, 4: New Orleans Blues, Circle JM 27, but the
?ormer version excaeds the latter in po]yrhythmlc 1ntr1cac1es ) oy

A‘J

19. The cadence itself, however, consists on]y of a dom1nant w1th - *

‘open fifth resolving to a tonic octave

20. See N1]11ams, Jel]y Roll Morton, po 43-44. Even more
str1k1ng is ‘the € theme's resemblance to the A theme of Morton's
Pretty Lil, as recorded by Morton and his Red Hot Peppers. in 1929
for Victor (and reissued on RCA 741. 054) These two themes -are

hﬁrmon1ca11y identical. \ o e

21, Williams, Je]l Roll Morton, po’/zg:;4,'54,‘and Max Harrjson, -

A Jazz Retrospe Newton Abbot, Eng.: David & Charles, 1976,
New York: Crescendo Pub11sh1ng, 1976), P- 131. :
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. FOOTNOTES TO MAMANITA (CONT.)

22. See discussien above.
[

23. See di&cussion,ébove.

24. See discussions of The Pear]S and Kansas City Stomp, above.

25. Hafrison, p. 131.
26. See Chart 5, above.

27. B2, measures 1-3 may also be seen.as a melodic réndition in
augmentation of the original three-note riff cell as played in
paraltel thirds. Cf. Bys measure 1, Paramount version, Ex. 87,

above,

28. Compare the other mon-riff B choruses in both acoustic
recordings for similarities in treble line.
C\ . “

29. The opening ‘chorus of each of Morton's themes states the

unadorned thematic material in no uncertain terms..

30. Cj, measure 1, appears to\£e in error, as the .melodic contour

changes slightly to accommodate this circumstance.”: Morton probably

began this chorus on the wrong note of the A flat major triad, then
covered his mistake as best he could. For confirmation of this A
hypothesis, compare the rest- of the C1 chorus. . Sy

.31. See discussion below. -This final passage is seen as a coda-
like extension of the 83 chorus. o R

32. The final eight meaéures are. numbered B3, measures 17-24.
See footnote 31, above. o

33. This extension seemsﬂa]mospéigcked~on. It is possible that
Morton discovered (at the end off 3, Mmeasure 16) that there was
extra time remaining on the wax acétate dis¢, and decided to fill
it in with fapciful, virtuosic figu~ations to exhibit his keyboard
prowess. ./ -

P e ) )
k)

. 34. Compare the final cadences of the two acoustic versions,
Exx. 97, 100, above. See also. footnote 9, above.
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FOOTNOTES TO CONCLUSION
I. Waterman, review of Jelly Rol1 Morton, The Library of Congess
Recordings (12 Vol.) Riverside RLP 9001-12, and JeTTy RoT1 Morton,
Class¥c PTano Solos (1923-24) Riverside RLP 12-111, The Jazz Review .
1 (November 1958):39. , ‘ ;
2. Williams, Jelly Roll Morton, p. 53. a
3. Blesh and Janis, p. 176. ‘ = f
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MORTON ON . BREAKS" AND "RIFFS"

Well, of course, my theory>¥§'tb Never dischord the harmdny.
Always- have the melody going some kind of a way,'and, of course,

your background would always be with ‘perfe
fs known today [1938] as "riffs", mean I
,speak1ng as

QUPES

harmony, wi
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That would- be a- r1ff against a me]ody For an instance,»
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) . } That s what's called a "riff". Of course, a riff is some-
~th1ng that gives any orchestra a great background and the
il “23 n idea of p]aying Jjazz, there's no jazz.piano player can
er rea]ly p]ay Jazz unless they try to g1ve the 1m1tat1on o
of a. band S L. ' .
~~ \t N

You may notice that in playing jazz, the*“breaks“ are. one
of ithe most essential thin s that you can ever do in jazz. '
"~ Without bireaks, and withokR "clean" breaks, without beautiful:
aideas in breaks, you don t need to even think ‘about do1ng -any- 4§§k
thing e1se, if you can't have a decent break, you haven't S

. got a jazz band, or you can't even p]ay Jazz . o o .
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[Darktown] Strutters Ball} ‘ R
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*. I made those bréqks kind of clean]ibecauSe.the fact of it~
" is, everybody knows this tune, and they know how it's played, . 5
and ‘they'11 know where the break come in. - ~ : . .- i
‘ Without a break,  you-have rothing. - Even .if a tune haven't
@ break in it, it s always necessary to arrange some kind
~of a spot to make a break, becayse without bréak, as I said
before, you haven't got jazz, #d. at(?) yoy ccurate, tempos
$ with 'your backgrouypds of your s5m s 'called "riffs'
today. (0f course, that happepfif@¥e a musTH term--_ ..\ .

@

. i,

N Mriffs™). L. SR |
.. No, no, there's a differencéietween breaks and riffs. A .
Jriff" is a background. A "riff"{s what you would eall the . . ‘ _\
Q“fouhdatﬁon“, as like you would walk on, something that's _ B ’ k
"standard", and a "break" is something that you "break", when = . Ce s
. you “make the break", that means all the band "break", but S
maybe one, two, or three instruments; it depends upon how the
combination is arranged, and as the band "breaks", you have-a
set given time, possibly two bars to "make your.break".?2 , .
y A break, itself, is like a musical surprise which didn't . BRI
~come in until.I originated the idea of jazt®as™ 4% yoy. . . ACREE
» We New:Orleans musicians were always Toeking for novelty - ~
effects to attract-the public, and many of the most. important
“things .in jazz originated in some guy's crazy idea that we
~rtried out for a laugh or just to surprise.the folks.3 &
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4 B. MORTON Qﬂ_"SPANISH TINGE" ~

_k;;'\ ' / As I K:J . before said, maybe you?may be able -to notice
.07 % . the "Spanish tinge", but you must have a-powerful background.. . . .
o, ‘ For instance, those days, they usedvLa Paloma was one of the N
great Spanish tunes. (You know, New Orleans was inhabited
with maybe every race on the face of the globe. . . and of
Q> course, we had Spanish people there, plénty of them, and
V " plenty French people. ) Of course, I may demonstrate a little
;. ' bit of La Paloma to show you that the "t1nge" is real]y in-
’ . there. - | _ e
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"I hope thls is See, only one s the blues.
quite clear to - '

you.
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it comes from the right hand. }Y0u play the left hand just

the same, but of course blues, you get the syncopation in
et 3 b 3 5 Y.
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~them.. It gives it an entirely differént f¥yor; it~
. ‘really changes the color from. red to.blue. >
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I Powerful bass hand.: - )
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~.In your tunes, you will never be able to-get the right ~ - ‘ ',
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v,‘éeaspning, I call it, for jazz.3 g | R y
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‘A FROG-I-MORE RAG (SNEETHEARTO MrNE)
~ 1. FROG-I-MORE RAG ,
2. SWEETHEART 0" MINE

B. KANSAS CITY STOMP

* 1. Gennett version .
-‘2..L1brary of Congress“version

. C. THE PEARLS R "S

S . Gennett- version I P
T 2 Libgary of Congress version,

B., ﬂéﬂﬁ;‘NITA (MAMANITA) ) O
j,  Le Paramount versioh. "rfq;..

“yé . 2y Gennett version \jﬁ '
,5‘” 3. Library of Congress version
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1. FROG-I-MORE RAG ‘ N

(Milestone M-47018)
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B. KANSAS CITY STOMP

1. Gennett version

2. Library of Congress version
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1. KANSAS CITY STOMP (Gennett ver"sifon)v ‘

(Milestone M- 47018)
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2. KANSAS CITY STOMP (Library of Congress version)

" (Circle 18-19, Riverside RLP 12-132)
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C. THE PEARLS

1. Gennett version
2. Library of Congress version

3. Baltimore version
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1. THE PEARLS® (Gennett version)
(Milestone M-47018)
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2. THE PEARLS (Library of Congress version)

(Riverside RLP 12- 132)
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- (Almanac QSR 2424)

. )—4_|44" 1€

0 - \
/‘.\ /’:@55 ;,/E’:ﬁ;_» 1% L, Xt
[;i-#;r ’- -'L..T“f : T —‘—}’ —1 ;T’:- = e = -';_iJ'ZJT-' ;I‘r’?ﬁ’_r}:
\! o . s A s . '

§ =

- “\ . .
g nen leqdte \\:A-d’o , 5“,& '1 i ' ,‘!t ~—._—_g_‘——~_—m:_ - _
O ———1 S e i e e (S e s
= =5 7

5
M‘t‘ “ h’h

. /_‘?r'ﬂ_ /‘—"\\‘1.

P -‘wfqrb . 2=
-7 =4 2 ot f— 0 P B o e
s .
‘ “ b

s K ‘ ' 238 | J //_v -



h
™
N

(5
t g
P .
T
uifiW
noN
__
i
Lo
a g
il
.ll .ﬂ.-“.
| \Tﬁ.
3 .
s &1
”.,% A
Ri
# ik
v \ |
ik
L oty
5

Sk
B Gl
o, X
4 !M.ﬁv T
Ay r{.,w
5
e
ol
A - 9
|3
/.—:
LTty 1
- I
\GL._JI
J \\ wl)d 4
a‘zﬂ’nﬁL
W sl
att
j &1 H-
\ S *
w0 -
A %
& s ﬂj
il
V&
hWLJl
S8
A I
. KKI‘!
\@4 AR
R

>

I ¥ v
i
4 1)
% _ v _
™Y :.!.11 :
» | L
il
.h.f: =
i Y.J.. 24
nm. , Fa .‘TT.A
.ao»_ .M. "
| i
i h
s B
SN -

.22

£

- 1S
ey
£

-
~J

Id
O

1
P4

4

'4';




240

e
a X

N
o

=
o A

=R
=

=gnE

s

b _“. \ il
° |
BRI\l
A :..* t .

:“

TH

»

R, § o

r P-
-

<5 h

—+
S S

3

4

K-
-y

PR N,

F=

o4
i
. _
W
el
> ma,_.
0 TSTMA
iy rol
N
I 1}
Hi
I S
W it

AL

F

L>

AL _r
il

A )_r Binn y
i

R1AN iﬁ

. J »! gan o
I

Z mm.

%;_y




¢

241

ry
¥

=J°F

-_-:_'1

r-F-:—k -3

+-

.’-
B 4

— e - ‘————‘
Wy

Lot

1

=

P\

»

'

ClE— 1k

iy

]

u xu_;.l

o
A

-

-

5
VW
J- %

=

}
_'_é"

,
';gﬂ.

P
L §

T LN R L R g T

R 1.2

—

Al WS
i o
P+ L
) .a o ]
rO‘ L A TSN
”
k 4t
i1 11
h i
» i
r 1]

!
i
g,
|
w )
A k | WaPI,Ll
_ws 1]
>+WL . athi3
REN lqn_ _
s u_ ﬁ.r-+-.
il
MI._
-
I-*. OPF!
» l*l
A s
8L
gt
vr\h Lrﬁ
.
p-: J&h




242

o —
fo—
|
4

e ® e e

LN

T

\"5"’

= =~

S o gy

r J—

—X=
R
]

—————e el

r= Suw, <l

Vb

ﬁt

i

o —
i

G

Y wavcate il cacte

.

B e o Fac eI

ST TR RN PR R T

T

)

————




™
4
~N

2
p a8
/

oot

L )

ey e

=

35

S5

p4 -rj‘_,
- &

i
o {

|
" yinld .
A
T s
o
i
T
L Ja
- i
- p
V. ad
AM
£
m -,
135
I‘Lm_ 1
211
i
e - !
kgm”r |t
£ \
" .\L
Pl
Lr..ﬁl :
|
o
‘ L4,

,

b
o
2
£3

=
R
3

T

EE8 I

SIS
=

K
>
-

s
=3
Q

-

"'\‘t""““d’a - .

-

.,
—
L J

staua¥e § bugw
7

e g o

" Stmpre

w5k

iy
¥

'l“"“‘l'ﬁl.'— nAd
X
>

e
i Hiig
1’4
. o] ™
Al
D LTt
Yl s )
I%.V 3 © 4,»,,.
THala L
A
T RA na
Al
L1 _
frily :
d it
wtr“ .Tl*
w; A
2y AT
w!)ﬂab 14
e || ..T?
Ty p L8
@ 1A

e

- aet

3
[

1



244

h

It
<O\ 4|
ﬁs L]

indgTIl
:_.__ P La
n_ 3
v ks

.ft

b
il V
Wi/
“dw A I
4 i - .
Lig -
'
] u TTH¢
nﬁ_d
" ™®
P L) 4 .
!
/[
rb.ru”' L4114
T2 T
L
. e
ﬁ vA QI.Jo
™
4....1
™

e

']

P e

N

T—
g
-

tnate C barw

3

3 3

e vguroate

Iy sl

53

1
e
P -

>

- 3t
Y

L

)—

5{\-\
4
————]
»

=

PRSP

=7
3

n

" e

- o ] - -

AR
Y
3—

b &+ ¢

e
e

&%

ER
/”




245

. SRR
b~» o 4 3
el Y
FINT |
e
e _
_.~ t
| ' -
o U1,
_+.u. N uﬁr | e
| ATTTF S TT918 0 [ 4
T3l '
Fou R T i o
R T ﬁ ‘ '
_M_ ' & ) 11*.; ” [~ _ '
| - ] _ L3113 ' 4
m.ﬁ a. ! _ wrw
: \ ' tw
| 1 ﬂi _ A
b . \ . ,
1,..... .\. 1 JHH vT,;-
e 111.9 i i
| }
~ A N1 _%1 _
H hew s | o _
! ! / o __ |
Ny 1 1 g ] "
p ﬂ | ,._w | o
W bedd Ad |
Viailhs : _
"IN L -
] -,
BRI
Y 3 2.
ﬁﬁ [} .37 oy i =)
. 1
' o
by 1 ﬁ:i SN
I RN
T %
( &

“ay




A L R
-e 11 ——
j:'— = .__-! '::i_.. e N - - — ‘L_s._ _
: 33 |
a4 L
?. : * ‘ >

f/
: o P —
o - —T el 62 Tt e - == Ao
1 L e e b = 1= grg‘ :¢:.',.4:; f‘}';‘:.';: o ——T1
-~ - fs - de ‘i " - ot s
‘ . N ' i, l - u '_‘\!\FJ /”’.——-
=== ===t e R
E R R B S 3
: R ¥
8 -

[

(K‘fi'v

246

J

C



247

s

24

.onl

Wk

7]

—

HEP[Y.

F 4

=p

s

»
.
L

v

—f—

|

——

”

f_

T
b §
3
1

i1

-y

<
/W o
14

.'T", .!r _.‘F_é -

, .L»._Q“)

jjlr—.d

2 e

G

o

g

33

~4
=t

[ -

T

L& 4

e

>.

=

== =
S S

———

>

:;t:__

e
=

F 5

E

b

W

B~ v
o
4




248

i
>

i

—7.

]
s

S55E

377

___\\
oyt r_?‘ 4=

1

—

E

13

L o

—
4-—

r*j—‘—‘;—‘—"—

3

-]

g o

A

L
-
-

3

q‘:
E}

B

ZEEe

—§-

S

-4
3
§ 2

'Y

z 4

2 .

0

2

’ -
._g i
ik
ity yail
/1 b
/ i

_;,‘ -
{——M

ZEE
<rest >
gl




249

i,
he

L

punny > yont

“hp

jttfﬁ

[

e

-

4¥;

-
-9
-t

3
i Mg 0
J 4

—
)\

o

—c

A A~

0
2

PR Py
il Py
ratad k3
.




e [ ¥
e v o e e 4 o 5 e s il
- ".A B
¢ " . : .
F"t"‘“": - i 4
L]

- e P e
0

B. MAMA 'NITA (MAMANITA)

1. Paramount version

2. Gennett version

3. Library of Congress version
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~ 1. MAMANITA (Paramount version)
(Milestone M-47018) . o
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FOOTNOTES TO APPENDIX IA (BREAKS & RIFFS)

1. Morton, Saga, 3 (Jazz Is Strictly Music): Discourse gg_Jazz
(part 2), Circie M 18

2. Morton, Saga, 3: D1§éburse on Jazz (part 3), Circ]e JM 19

3. Lomax, pp. 63-64, paraphras1ng Morton s comments on the
Library of Congress record1ngs
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FOOTNOTES TO APPENDIX 1B (SPANISH TINGE)

‘,

1. Morton,'Saga, 4 (Spanish Tinge): La Paloma, Circle JM 28.

2. The material in brackets is supp]ied by the author, as the
side ended just previous to Morton's tag- ending. .

3. Lomax, p. 62, paraphrasing Morton's comments’ on the L1brary
of Congress record1ngs
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