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Louis Wayne Ballard was an important composer, music educator, 

ethnomusicologist, pianist, dancer, painter, writer, and music publisher of Quapaw, 

Cherokee, French, and Scottish extraction. As an educator, his lectures often included 

discussion of stereotypical devices used by nineteenth and twentieth century 

composers in misrepresentations of Native American music, which became standard 

practice in popular culture. While instructing Native American children he sought to 

familiarize them with traditional songs from their cultural heritage; many students did not 

know the music of their own tribes. With non-Indian students these same songs were 

presented as a tool to teach them about Native American culture and the rudiments of 

music. As a member of the Society for Ethnomusicology and Music Curriculum 

Specialist for the BIA, Ballard gave lectures on Native American music, instruments, 

and collected over 200 traditional songs from tribes throughout the United States. 

He stated many times in his writings, lectures, and interviews that he “existed in 

two worlds”: that of the traditions of his Native American background and that of his 

modern life. This dichotomous existence is reflected in his music. In college he studied 

composition with Béla Rózsa and later with other important composers: Darius Milhaud, 
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Ernst Krenek, Felix Labunski, Carlos Surinach, and Mario Castelnuovo-Tedesco. 

Additionally, the works of Antonin Dvořák, Béla Bartók, and Arnold Schoenberg 

influenced his own. His compositional style fused techniques learned from these 

composers; many of his works reference Native American cultural elements, specifically 

music, dance, art, and literature. 

Ballard’s chamber works display elements of both of these “worlds.” Following a 

review of the literature and valuable biographical material, the focus will be on three 

chamber works composed in the early, middle, and later years of his career. String Trio 

No. 1 reflects training received from his composition instructor Béla Rózsa, himself a 

student of Arnold Schoenberg, and his connection with traditional Native American 

song. Katcina Dances for cello and piano was inspired by a traditional Hopi ceremony. 

Each movement of the work represents his personal reflection of different Hopi 

spirits/dolls/costumed dancers. The third work discussed, The Fire Moon string quartet, 

was inspired by an artifact and history of one of his tribes, the Quapaw.
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CHAPTER 1 
INTRODUCTION AND PURPOSE OF THE STUDY 

Louis Wayne Ballard, July 8, 1931 - February 9, 2007, was a music educator, 

composer, ethnomusicologist, pianist, dancer, painter, writer, and music publisher. He 

was of Quapaw, Cherokee, Scottish and French descent, considered by many to be the 

first important Native American composer of art music. Throughout his career, he 

received numerous accolades, awards, and grants for his work and continues to be 

remembered through tribute concerts, such as the Tribute to Louis Ballard held at the 

Smithsonian’s National Museum of the American Indian on Saturday, November 10, 

2007. His compositional output includes art songs, cantatas, works for solo piano, 

organ, guitar, orchestra, band, chamber orchestra, various chamber ensembles, and 

ballets. 

The purposes of this dissertation are fourfold. The first is to contribute to the 

biographical material on the composer. Despite his numerous contributions as a 

composer and educator, literature on him is scarce. While there are a few important 

dissertations on his compositions, he is underrepresented in histories of twentieth 

century and Native American music. Information currently available in the literature on 

Louis W. Ballard requires updating, clarification, and more fulsome detail. 

His importance as an advocate for Native American or pan-Indian culture 

becomes a second dimension to be addressed; music, art, dance, literature and films of 

all Native Americans were important to Ballard. Traditional music was an integral part of 

his life. Throughout his youth he attended powwows, was surrounded by Native 

American songs, and even learned some ancestral Quapaw songs from his mother who 

began his piano lessons at the age of six. Learning these songs was the beginning of a 
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lifelong endeavor to collect and teach traditional songs of many tribes. His efforts have 

preserved them for future generations. This is not meant to imply that he was the only 

person who made efforts to do this. Early ethnographers certainly collected and notated 

more material but Ballard is one of a few to notate songs and present them with 

recorded lessons to teach the songs, making them accessible to a lay audience. He 

also utilized the songs in curricula he developed at the IAIA and while working for the 

BIA. Ballard composed and presented a repertoire of choral arrangements of the 

traditional songs for performance by the E-Yah-Pah-Hah Indian Chanters at the Institute 

of American Indian Arts or IAIA. This intimate knowledge of traditional music also 

inspired him to compose in an entirely unique style, which fused Native American 

melodies, rhythms, languages, instruments and mythology with twentieth century 

compositional techniques. Throughout his career Ballard lectured and educated the 

public on traditional Native American songs while promoting his own work as well. 

A serious painter in his youth, the artist later spent much of his career working for 

the IAIA (formerly the Santa Fe Indian School1), an important center for education, art 

and culture for Native Americans. He painted a small collection of works early in his life 

and used his artistic skills to decorate and illustrate materials published through his 

publishing company, The New Southwest Music Publications. The importance he 

placed on the visual arts is demonstrated in his continued association with other artists 

throughout his career. The impressive program cover for The Four Moons, a ballet 

Ballard created for the 1967 Oklahoma Indian Ballerina Festival, was a painting, The 

Life of the Four Moons, by Jerome Tiger, an important Muskogee Creek-Seminole artist. 

                                            
1
 See Winona Garmhausen, History of Indian Arts Education in Santa Fe (Santa Fe, New Mexico: 

Sunstone Press, 1988). 
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A painting by the composer’s son, Louis A. Ballard, adorned the cover of BALLARD, the 

only full-length commercial recording of works Louis W. Ballard ever produced. Louis 

Quapaw, the composer’s uncle, was also a painter and likely provided the stimulus for 

him to start painting.2 Finally, the work of an ancestral artist of the Quapaw tribe moved 

him to compose a new musical work; the subject matter on an eighteenth century 

Quapaw hand painted animal-skin robe inspired The Fire Moon string quartet. 

As a dancer Ballard attended powwows and was a prize winning straight dancer. 

He was well known and respected at the annual Quapaw Pow Wow and often 

participated as a dancer and a musician. The event still functions as a reunion for the 

Ballard family and the Quapaw tribe. Many of the educational materials he created 

included diagrams of dance steps, an integral part of the performance of many 

traditional songs. Native American dance also influenced his concert works: rhythmic 

elements derived from powwow drumming appear in many of his works, he composed 

three ballets based on Native American mythology, and dance of a traditional Hopi 

ceremony provided the impetus for the creation of a chamber work, Katcina Dances. 

Literature of the indigenous peoples of North America was also an important 

element in the composer’s life and work. Literature, as intended here, naturally includes 

oral tradition. Many works of the composer are associated with Native American history, 

folk tales, mythology, or contemporary literature: Ji-jo-gweh, The Witch-Water Gull, 

Koshare, Why the Duck Has a Short Tail, Maid of the Mist and the Thunderbeings, and 

The Gods Will Hear to name a few. Lloyd New, a Cherokee colleague of Ballard’s at the 

IAIA, contributed a poem for the text of the choral cantata The Gods Will Hear. 

                                            
2
 Ardina Moore, personal communication with the author, July 6

th
, 2013. 
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Quotations from Will Rogers, the Cherokee entertainer, constituted much of the text for 

another cantata, Portrait of Will Rogers. Charles G. Ballard, the composer’s brother, 

was a published Quapaw poet and educator. Distinguished Kiowa author N. Scott 

Momaday and Louis W. Ballard shared a common philosophy, namely they both 

expressed the feeling that they lived “between two worlds”: that of the Native American 

trying to retain their culture and that of the dominant culture which had tried to eliminate 

it for many years. The subject of the two collaborating on an opera was discussed for 

years but never occurred. 

Film was also an area in which he had aspirations. He contributed as a 

consultant and composer for two educational films: Discovering American Indian Music 

and The American Indian’s Sacred Ground. Likely as a result of negative depictions of 

Native Americans in Hollywood films and the neglect of Indian actors and professionals 

by Hollywood film companies, Ballard created First American Indian Films Inc. He 

claimed that it was the first film company in history owned and operated entirely by 

American Indians. There is no evidence that the company produced any films but may 

have functioned as a tool through which he contributed to films as a consultant. No 

specific reasons were given for abandoning the project but lack of funding or other 

professional developments may have taken priority at the time. 

Thirdly, this dissertation contributes analysis of three chamber pieces to the 

literature. Some works of the composer, such as the cantatas and piano compositions, 

have been analyzed but Ballard’s chamber works have been neglected. Discussions in 

the literature are brief, lacking in detail, and often little more than quotes from Ballard’s 

own descriptions of the works. Analysis and discussion of these works reveal his 
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competence as a modern composer. As it happens, they are replete with Native 

American elements. String Trio No. 1 from 1962, early in his career, is a dodecaphonic 

work yet also contains elements of traditional Native American song. Katcina Dances 

and The Fire Moon are more overtly informed by Ballard’s Native American heritage. 

This study will also examine the performance history and reception of his works. They 

exemplify the composer’s goal to preserve and expose the public to many facets of 

Native American culture. The music is composed in Ballard’s unique style, which blends 

twentieth century art music techniques, learned from his studies with Rózsa et al. with 

various elements from his Native American heritage and study of Native American 

music. The chamber works of Louis W. Ballard have had few performances yet these 

were well received. They are deserving of preservation through publication and 

performance. 

The final purpose is a frank evaluation of the importance of Louis W. Ballard as a 

Native American composer. To understand his historical value he needs to be viewed 

within the context of other composers, which requires a brief examination of Native 

American music with regards to it’s intersection with Western art music. Composers of 

Western art music were initially influenced by Native Americans as exotic others in 

Colonial times. Later, transcriptions of their music were used as the basis for new 

compositions and a nationalistic element during the search for an American style of 

composition in the late nineteenth through early twentieth centuries. Ballard’s work will 

be discussed in relation to the Indianist works of the early twentieth century and reveal 

his issues with the movement as well as his solution to the problems inherent in 

representing the Native American in art music. During his musical education, he 
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became familiar with the music of these Indianist composers. The stereotypical devices 

used in some of their works, which became formulaic in Hollywood film scores, irked 

Ballard. The composer sought to include the ethos of the Native American in a more 

authentic way, thus his works may be seen as an extension of this compositional style. 

But, Ballard was also a competent composer of traditional Western art music, a result of 

his education through such important composers as Béla Rózsa, Darius Milhaud, Mario 

Castelnuovo-Tedesco, Carlos Surinach, and Felix Labunski. Some of Ballard’s core 

ideas regarding the use of Native American elements within works of Western art music 

remained consistent throughout his compositional career while others were modified. 

This conclusion will also discuss some of Ballard’s contemporaries and Native American 

composers of the next generation: Jack Frederick Kilpatrick (Cherokee), Brent Michael 

Davids (Mohican), Jerod Impichchaachaaha Tate (Chickasaw), and Raven Chacon 

(Navajo). 

Additionally, there does not seem to be an agreement regarding making 

reference to the aboriginal peoples and groups of North America. When not referring to 

a specific tribe, the terms Indian, American Indian, and Native American are used 

interchangeably as Louis W. Ballard did throughout his career.
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CHAPTER 2 
LITERATURE REVIEW 

Introduction 

There is little information on the life and works of Louis Wayne Ballard. His 

activities were so broad that a wide variety of sources are required to gain a clear 

perspective. In this review of the literature I have attempted to highlight the strengths 

and weaknesses of the sources and illustrated these with specific examples. As a 

result, many of the items’ descriptions may seem protracted. Theses and dissertations 

on the composer and his works are valuable for biographical material. They present a 

variety of analytical approaches to his works. Dictionary and encyclopedia articles on 

the composer are brief, often duplicate material, and sometimes conflict with one 

another; some point to other sources. A few books include chapters on Ballard. These 

are often collections of short essays presenting important Native Americans to a general 

readership. There are a number of articles in journals and magazines, by or about 

Ballard, in which biographical details and some of his philosophies regarding his work 

are revealed. Many newspaper articles, largely from New Mexico and Oklahoma, 

chronicle the composer’s personal life as well as professional activities such as concert 

announcements, lectures and reviews. The composer also created and contributed to a 

handful of textbooks and other educational materials. Important media include a few 

audio recordings and a few films, to which he contributed as a consultant and 

composer. Archival materials include interviews with the composer, lectures by Ballard 

and others, additional recordings of works, letters, programs, vita, catalogs of the 

NSMP, and other documents. 
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Theses and Dissertations 

The majority of literature on Louis Wayne Ballard and his music may be found in 

a few theses and dissertations. In fact, his own master’s thesis/score, “Ji-jo-gweh, The 

Witch Water Gull: A Ballet in Three Acts” (1962) is an important document overlooked 

by other authors. The thesis was completed as part of his Master of Music degree at the 

University of Tulsa in 1962, and includes the full score and lengthy discussion of his first 

ballet. The “Introduction” reveals that many of his ideas regarding Native American 

music and its intersection with Western art music were crystallized early in his career. 

The other chapters of the thesis are “Plot of the Ballet,” “Theoretical Analysis,” 

“Instrumentation,” and the score in three acts. 

The most abundant source of biographical material on Ballard, aside from this 

current contribution, may be found in Linda LaVerne Kershaw’s DMA dissertation, 

“Louis Wayne Ballard and His Choral Cantatas” (1997). She obtained some of her 

information from interviews with Ballard and his second wife, Ruth Doré Ballard. The 

Introduction briefly discusses the Indianist composers of the late nineteenth and early 

twentieth centuries, continues with a lengthy biographical sketch of the composer and 

includes compendious commentary on many of the composer’s works. The bulk of the 

dissertation includes discussion, analysis, and reception of four choral cantatas: The 

Gods Will Hear, Portrait of Will Rogers, Thus Spake Abraham, and Live On, Heart of My 

Nation. Throughout the analysis Kershaw illustrates some of the core elements of his 

compositional style. In her conclusion, she discusses these characteristics of Ballard’s 

style and mentions important connections to Native American language and music. 

According to Kershaw, there is an emphasis on the rhythms and nuances of the text in 

Ballard’s choral cantatas. The composer’s grounding in traditional music of the Native 
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American may be seen in his use of syncopation, driving rhythms, changes in tempo 

and meter, and use of polyrhythm; pedal point, ostinato, reciting tones, and even 

homophony and polyphony may be found in the music of some tribes so she considers 

these to be Native American musical elements as well. Ballard’s training in Western art 

music is reflected in other characteristics of his style such as bitonality, quartal 

harmony, and tone clusters.1 

One citation in Kershaw’s dissertation is unclear or incomplete. It states, “In a 

paper written for the Handbook of American Indians (published by the Smithsonian) he 

challenged the stereotypical view of Indian music…”2 According to the citation the title of 

the paper is “Contemporary Trends in Native North American Music” and is from the 

Handbook of American Indians, 1979. This is misleading. A copy of Ballard’s vita 

reveals that the document was prepared for the Handbook but only existed in 

manuscript form and was available from his publishing company, The New Southwest 

Music Publications. 

Courtney J. Crappell’s “Native American Influence in the Piano Music of Louis W. 

Ballard,” a DMA dissertation from 2008, analyzes his piano works. Crappell’s 

discussions of Four American Indian Piano Preludes, A City of Silver, A City of Fire, A 

City of Light, and the first movement of the Indiana Concerto, include many important 

details concerning the background and reception of these works. The author’s analysis 

includes important traditional analytical observations as well as a wealth of information 

regarding Native American music. 

                                            
1
 Linda LaVerne Kershaw, "Louis Wayne Ballard and his Choral Cantatas" (DMA diss., University of 

Southern California, 1997), 66-67. 

2
 Ibid., 9. 
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Appendices in Crappell’s dissertation include a list of Ballard’s published works 

and transcriptions of interviews the author conducted with Emanuele Arciuli, Louis A. 

Ballard, Brent Michael Davids, Lisa Emenheiser, Tim Hays, Joseph Rivers, Roberta 

Rust, Isabel Schnabel, E.A. Schreiber, and Ed Wapp. From the interviews Crappell was 

able to obtain many important details included in his biographical material as well as 

important information concerning the background and performance of the piano works. 

A few other dissertations and theses include brief discussions of Ballard and his 

works as part of a larger discussion of music of the Native American. Tara C. Browner’s 

PhD dissertation, “Transposing Culture: The Appropriation of Native North American 

Musics 1890-1990” (1995), offers a brief history of the influence of the Native American 

on Western Music from before 1890 to the present. As part of her methodology, she 

categorizes different types of Native inspired works according to Charles Sanders 

Peirce’s Theory of Signs, using a work’s “connection to the Native voice as a guiding 

criterion.” “Iconic” works are identified as those that contain “materials from Native 

musics and/or cultures.”3 As an example of this type of composition, the author cites 

Charles Wakefield Cadman’s Shanewis, which made use of ethnographic transcriptions. 

The works of Ballard are also placed in this category because his “original 

compositional style derived from Native heritage.”4 “Indexical” works contain “no direct 

native musical sources” yet are “attempts at native ‘sound’”; an example is Samuel 

Coleridge-Taylor’s The Song of Hiawatha. “Symbolic” works contain “no native musical 

sources” and are simply “native ‘inspired.’” In Chapter VII, “Native American Composers 

                                            
3
 Tara C. Browner, "Transposing Cultures: The Appropriation of Native North American Musics 1890-

1990" (PhD diss., Ann Arbor, MI: University of Michigan, 1995), 17. 

4
 Ibid. 
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of Art Music,” Ballard is compared to another contemporary Native American composer, 

John Kim Bell. The section on Ballard presents a brief biographical sketch. Stylistically 

Browner identifies Ballard as both a “primitivist” and an “Indianist” and describes his 

unique approach to composing. 

For instead of using Indian melodies to impart an exotic or nationalistic 
flavor, his music relies on indigenous instruments, rhythms, forms, scales, 
vocal phrasings and other musical elements originating within historic 
traditions and performance practices, and for the most part, ignored by 
non-Native composers.5 

The section concludes with a brief analysis of Ballard’s Ritmo Indio and Incident at 

Wounded Knee. Browner’s claim that Louis Ballard was the “first and premiere Native 

North American composer” is debatable and will be discussed in the final chapter. 

Lisa Cheryl Thomas’s DMA dissertation “Native American Elements in Piano 

Repertoire by the Indianist and Present-day Native American Composers” (2010) 

includes analysis of Ballard’s Four American Indian Piano Preludes and brief discussion 

of a handful of contemporary Native American composers. Elizabeth Anne Cox-

Cabrera’s MA thesis “Ethnic influences in contemporary harp music: Eastern and 

Amerindian attributes in selected compositions by American composers,” (1989) briefly 

explores the significance of the harp in Ballard’s music. 

Encyclopedia and Dictionary Entries 

A number of encyclopedias and dictionaries contain entries on Louis W. Ballard. 

Most are reiterations of material found in a handful of sources on Ballard. Some present 

unique material, while others contain conflicting material or misinformation. The ASCAP 

Biographical Dictionary (1980) contains some important details from early in Ballard’s 

                                            
5
 Ibid., 170. 
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life not mentioned in other sources. For example, the article lists the names of schools 

and churches Ballard worked for as well as the years of employment. It also includes a 

list of works and publications such as a songbook, The American Indian Sings Vols. 1. It 

also lists a second volume, which is misleading; there were plans for a second volume 

but it never materialized. Contemporary American Composers: A Biographical 

Dictionary (1982) contains a brief article and includes the dates of premieres or 

performances of some works. Genevieve Vaughn’s article in The New Grove Dictionary 

of American Music (1986) is a good source of biographical material, awards, and a 

lengthy works list pre-1986. The International Who’s Who in Music and Musicians’ 

Directory (1988) includes some mundane biographical details: “During his 

undergraduate years he worked at odd jobs such as janitor, dishwasher, ambulance 

driver, drugstore clerk, waiter, night club pianist, and singer.”6 This list was borrowed 

from one of Marion Gridley’s books discussed below.7 The title of an important 

orchestral work is given as Incidents at Wounded Knee instead of Incident at Wounded 

Knee; Ballard was referring to historical events but the title is singular. Also, it 

erroneously states that the composer earned his Masters degree in 1967; Ballard 

earned his Master of Music degree in 1962 from the University of Tulsa. This inaccuracy 

was probably borrowed from a second Gridley book discussed below. 

The Biographical Dictionary of Indians of the Americas (1991) is taken almost 

verbatim from International Who’s Who in Music and Musicians’ Directory, including the 

                                            
6
 International Who's Who in Music and Musicians' Directory, 11th ed., (Cambridge: Melrose Press Ltd., 

1988), s.v. “Ballard, Louis W.” 

7
 Marion E. Gridley, Contemporary American Indian Leaders (New York, NY: Dodd, Mead and Company, 

1972), 11. 



 28 

errors. It is also one of the few sources that mention Ballard’s work as president of First 

American Indian Films. 

Later sources seem more edifying. Barry T. Klein’s Reference Encyclopedia of 

the American Indian (1993) contains a very informative list of Ballard’s professional 

activities. Rather than restating biographical material and listing works, the focus is on 

education, professional positions, memberships, awards, lecture locations, and 

published works. Baker’s Biographical Dictionary of 20th Century Music (2001) is a good 

source of biographical material and is strong for the works list, which includes dates and 

locations of some premieres. Charlotte J. Frisbie’s article in The New Grove Dictionary 

of Music and Musicians (2008) is the most recently updated article in an encyclopedia 

or dictionary. Numerous awards are listed within the article and the lengthy categorized 

works list includes “Dramatic,” “Instrumental,” “Vocal,” “Editions and Teaching 

Materials,” and “Writings.” 

Some articles are just plain careless. According to The Encyclopedia of Native 

Music (2005) Ballard wrote his second ballet Desert Trilogy in 1967 and was nominated 

for a Pulitzer Prize in music.8 In fact, Desert Trilogy was not a ballet at all, but a mixed 

octet from 1971; 1967 was the year of The Four Moons, Ballard’s third ballet. 

Louis W. Ballard himself contributed an article on the music and dance of Indians 

of North America to the Academic American Encyclopedia (1983, 1987, 1989). The 

article consists of a brief overview of the subjects and includes illustrations of a gourd 

rattle, a painting of an Ojibwa snowshoe dance by George Catlin, and a photograph of a 

Santa Clara Pueblo corn dance. 

                                            
8
 Brian Wright-Mcleod, The Encyclopedia of Native Music (Tucson: The University of Arizona Press, 

2005), s.v. “Ballard, Louis.” 
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Books Containing Sections About Louis W. Ballard 

No books have been written on the life and music of Louis Wayne Ballard. 

However, there are a few books with short articles on Ballard that group him together 

with others by heritage, location, or profession. 

The brief article in Marion E. Gridley’s Indians of Today (1971) is the only early 

source on the composer to attempt to name his important ancestors, Joel B. Mayes, a 

principle chief of the Cherokees, and Louis Tallchief, a Quapaw chief. It is also one of 

the only sources to list his activities as Music Curriculum Specialist for the Bureau of 

Indian Affairs. According to Gridley, he compiled music materials for key educational 

centers, developed a curriculum for teaching English as a second language to Native 

Americans, and conducted workshops and teacher training programs in reservation 

areas. The article appears to be the origin of the quote regarding Ballard’s early 

education that appears in other sources: “Education was obtained the hard way – by 

working as a dishwasher, ambulance driver, drug store clerk, waiter, undertaker, bar-

room piano player, vocal accompanist and janitor.”9 The article includes a photograph of 

Ballard holding a flute. 

Contemporary American Indian Leaders (1972), another collection of brief 

portraits of Native Americans by Gridley, contains a section on Ballard with some 

unique biographical material and discussion of his work and accomplishments. This is 

one of the only sources that mention the history of the Ballard name. Some tidbits of 

information point the way to other areas of exploration. For example, a ballet version of 

Why the Duck has a Short Tail was performed by a San Francisco company on tour in 

                                            
9
 Marion E. Gridley, Indians of Today, 4th ed. (I.C.F.P. Inc., 1971), 243. 
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the Far East and at Expo ’70.10 It also mentions “an opera, based on an Indian story, is 

to be premiered at the John F. Kennedy Center in Washington.” The project never came 

to fruition. In 1971 the University of Colorado sponsored a conference on Indian music 

and featured Ballard and his music.11 The article also erroneously gives the year that 

Ballard earned his music Master’s degree as 1967. The section is illustrated with a 

photograph of a tuxedoed and posed Ballard. 

The Quapaws (1976), an important book by Velma Seamster Nieberding, 

contains a history of the Quapaw, cultural information on the tribe, and many 

photographs of important Quapaw people and relatives of Louis W. Ballard. Ballard 

contributed photographs and was an oral source for the book. Nieberding was a 

journalist for the Miami News-Record and wrote a regular column, Moccasin Telegraph: 

Especially for and About Indians, which discussed Indian related activities from the 

area. 

The brief article in Native Americans: 23 Indian Biographies by Dr. Roger Axford 

(1980) includes information from a phone interview with Ballard and his wife on 

November 11, 1976. It contains some unique information and quotations from the 

Ballards and is the only source to refer to the composer as Cherokee and Sioux. This is 

not technically incorrect. Linguistically, Quapaw is a branch of the Dhegiha subgroup of 

the Siouan tribe. The title page of the article includes a black and white photograph of 

Louis Ballard and Ruth Doré, Ballard’s second wife. 
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 Marion E. Gridley, Contemporary American Indian Leaders (New York, NY: Dodd, Mead and Company, 

1972), 13. 

11
 Ibid., 14. 
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Jane B. Katz’ This Song Remembers: Self Portraits of Native Americans in the 

Arts (1980) has been an important source of biographical material for many writers on 

Louis W. Ballard. The author obtained her information from an interview with Ballard on 

August 1, 1978. Although the volume is for a general readership there is a wealth of 

information on Ballard. Included is a photo of the composer with five unnamed 

percussionists of the American Indian Creative Percussion Ensemble. 

The History of Ottawa County (1983), a second and equally important volume by 

Velma Nieberding, contains a four-page biography of the composer-educator. It 

demonstrates the local importance of Ballard in northeast Oklahoma. None of the other 

subjects in the chapter “The Arts”: Lloyd Kiva New, Charles Banks Wilson, or Joe 

Beeler, received as much attention. Some of the other sections in the book include: 

“The Development of Ottawa County,” “The Mines,” “Indians of Ottawa County,” and 

“Complete Surname Index.” 

Extraordinary American Indians (1992) by Susan Avery and Linda Skinner is 

intended for a juvenile audience. It contains two illustrations: a photo of Ballard and 

another photo of the score of Portrait of Will Rogers. Other than these, the article does 

not contain any new material and is largely derived from Katz. 

The Native North American Almanac (1994, 2001), edited by Duane 

Champagne, contains a brief article on Ballard. It mentions many of the composer’s 

important accomplishments; includes a picture of “Composer and flutist Louis Ballard” 

wearing concert attire, holding a Native American flute; and concludes with a statement 

of Ballard’s credo. 

‘It is not enough to acknowledge that American Indian music is different 
from other music and that the Indian, somehow, ‘marches to a different 
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drum,’ as a way of paying obeisance to the unique culture of our Native 
American people. What is needed in American is an awakening and re 
orienting of our total spiritual and cultural perspective to embrace, 
understand, and learn from the aboriginal American what it is that 
motivates his musical and artistic impulses.’12 

Native North American Biography: Volume I (1996) offers no new material and 

appears to be derived from The Native North American Almanac or Gridley’s books. 

Discernable because it repeats her list: “janitor, dishwasher, ambulance driver, 

drugstore clerk…” The article includes a picture of a suited Ballard, leaning on a drum. 

The only scholarly book with material on the composer outside of dissertations 

and materials written by Ballard himself is Writing American Indian Music: Historic 

Transcriptions, Notations, and Arrangements, edited by Victoria Lindsay Levine, Volume 

11 of Music of the United States of America (2002). There is little information although it 

does place Ballard within the context of others as an important composer and educator 

on Native American music. It includes facsimiles and discussion of his arrangement of a 

Creek-Seminole Stomp Dance Song from his educational textbook The American Indian 

Sings. 

Bonnie Juettner’s 100 Native Americans Who Shaped American History (2003), 

for a juvenile audience, has no new information and contains the same photograph as 

Gridley’s Contemporary American Indian Leaders. Hugh W. Foley Jr’s. Oklahoma Music 

Guide: Biographies, Big Hits & Annual Events (2003) clarifies some details. For 

example, Louis W. Ballard’s mother’s name was Leona Mae (Perry) Ballard, his father 

was Charles Guthrie Ballard and his grandmother was Newakis Hampton.13 It also 
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 Duane Champage, ed., The Native North American Almanac (Farmington Hills, MI: Gale Group, 2001), 
s.v. “Louis W. Ballard.” 
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 Hugh W. Foley Jr., "Ballard, Louis Wayne," in Oklahoma Music Guide: Biographies, Big Hits & Annual 

Events, 31-35 (Stillwater, OK: New Horums Press, 2003), s.v. “Ballard, Louis Wayne.” 
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contains some details about Ballard’s early life not found in any other source, such as 

the locations of employment and activities before college. It includes an illustration of 

Ballard seated and playing a piano. The same photograph was used on the American 

Composers Orchestra website.14 

Articles in Journals, Magazines, and Newspapers 

Ballard wrote a few articles in journals and magazines, and some interviews with 

the composer appeared in others. An early article by Ballard was published in 1969 in 

the journal of the American Indian Historical Society, The Indian Historian, whose goal 

was 

To promote and develop the culture, education, and general welfare of the 
American Indian; to inform and educate, the general public concerning the 
history, culture, and present situation of the Indians. To preserve the 
philosophy, culture, languages, and general status of the Native as 
original owners of this land.15 

He was also on the editorial board. The article, “Cultural Differences: A Major Theme in 

Cultural Enrichment” (1969), discusses the importance of a culturally diverse society. 

The composer felt that the American Indian can “make a magnificent contribution to the 

mainstream of world literature, music, education, architecture, design.” He largely 

blames the early Bureau of Indian Affairs for attempting to “wipe out the different 

American Indian culture, its languages, its customs, and even its appearance.” He also 

revealss some of his future activities to correct this cultural decimation: “A program in 

musical education is being embarked upon…changes are needed, not the least of 

which is Indian access to the mass media.” Later, he would produce a handful of 
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 Louis W. Ballard and Ruth Doré, “Incident at Wounded Knee,” American Composer’s Orchestra, 
http://www.americancomposers.org/rel991031.htm (accessed March 28, 2014). 
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 Louis W. Ballard, “Cultural Differences: A Major Theme in Cultural Enrichment,” ed. Jeannette Henry, 

The Indian Historian (American Indian Historical Society) 2, no. 1 (1969): 2. 
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 34 

educational materials to teach and preserve Native American Songs, and a curriculum 

for teaching English as a second language to Native American children through song. 

His solution to the problem of access to media was to establish the first Native 

American film company. The journal also mentions a goal of Ballard’s that did not come 

to fruition, “His dream and not-too-distant goal is for the establishment of an American 

Indian Music Center.” The article includes a photo of Ballard standing, in tuxedo, behind 

a table or piano, with an unidentified score resting between his hands. The caption 

below the photo, another biographical sketch, may describe his position with the Bureau 

of Indians Affairs more clearly than other sources. It states that he “holds the position of 

Music Education Specialist, Branch of Curriculum, Bureau of Indian Affairs at Santa Fe, 

New Mexico.”16 The article also refers to his first ballet as Newakis, but that is probably 

a misprint. The title of his first ballet was Ji-jo-gweh, The Witch-Water Gull and was 

dedicated to his grandmother, Newakis Quapaw and others. The article was reprinted in 

1972 in The American Indian Reader: Education. 

A second article by Ballard appeared in the South Dakota Review later in 1969.  

The editors preface, “Indians Speak for Themselves,” explains their decision to exclude 

non-Indian authors in the volume.17 In his article, “A New Ballet,” Ballard discusses the 

impetus for and genesis of his second ballet, Koshare. The article opens with the 

statement that he had long desired to write an American Indian ballet and that the 

“opportunity presented itself to do a ballet involving leading figures of the dance world.” 

Ballerina, Maria Tallchief, shared Ballard’s dream of an American Indian ballet. Donald 
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 Ibid., 4. 
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 Louis Ballard, "A New Ballet," ed. John R. Milton, South Dakota Review (Univ. of South Dakota) 7, no. 

2 (1969): 3. 
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Saddler and George Skibine, assistant director and director of the Harkness Ballet 

Company, were also excited about Ballard’s work. The title of the ballet is borrowed 

from the name of a Hopi deity. Ballard explains that he “witnessed ceremonial Katchina 

dances with his friend, Charles Loloma” and that “the most striking Deity in the Katchina 

Ceremony was the figure of Koshare.”  The ballet is in two parts: “Underworld and the 

Spiderwoman,” and “Hopi land and the Newman Katchina Ceremony.” It tells the Hopi 

story of creation. In the second half of the article Ballard interviews himself and 

discusses the use of Indian instruments, Native American stories, and tribal songs in his 

compositions. Ballard goes on to reveal his issues with others composers use of Native 

materials in non-Native Western art music. The volume contains two pictures: Ballard 

seated in the background during a rehearsal of Koshare with Marjorie Tallchief and 

other unidentified dancers, and a headshot of a young Louis Ballard. 

“Put American Indian Music in the Classroom” (1970), published in the Music 

Educators Journal, is probably the most referenced article by Ballard. According to the 

composer, “Teachers and musicologists can help themselves meet new educational 

and cultural needs if they are confident and bold enough to learn and use Indian 

music.”18 While the theme of the article concerns the encouragement of the use of 

traditional Native American song in the classroom, the largest portion presents “an 

outline of the characteristics of Indian music…necessary for the teacher who desires to 

bring Indian music into the classroom.” Though Ballard goes into more detail, the 

characteristics of traditional Native American song he lists are: 

 Oral tradition 
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 Simple repetitive melodies 

 Use of many non-Occidental scales and scale combinations in the vocal line 

 Absence of chordal harmony and fixed counterpoint 

 Accompaniment is mainly percussive 

 Instrumental development is in the primitive stages 

 Functional music 

 Indian chant contains many vocables (no-meaning sounds) as well as words that 
relate a story 

 Metric values are primarily in common meter, seldom compound, and rarely 
irregular 

 Predominant intervals in Indian tribal music are fourths, and thirds with octaves 
as a “backbone” to the form. 

The article is also important because it discusses the type of curriculum he 

developed while working for the Bureau of Indian Affairs. The first page of the article 

includes a “Papago Elk Song” transcribed by Ballard from Some Music Lessons for 

American Indian Youngsters, discussed below. It is also an example of one of the songs 

sung by the E-Yah-Pah-Hah Indian Chanters at the IAIA. Other musical examples 

presented are the “Kiowa Peyote Cult Song,” “Ponca Round Dance Song,” “Creek 

Stomp Dance Song,” “Hopi Ceremonial Dance Song,” “Navajo Squaw Dance Song,” 

“Navajo Land” (a song composed by Ballard), and “Navajo Happiness Song.” The article 

also includes many illustrations: Dancers at the IAIA, Ballard with children in the 

classroom, various Native American instruments (likely from his own vast collection), 

and Ballard “in full regalia, holds Sioux flageolet made in Rosebud, South Dakota.” 

“New World Composer of the Southwest” (1972) by Mary Branham and Marcella 

Powers is a short article from New Mexico Magazine, a tourist and travel periodical. It 
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contains a brief overview of Ballard’s thoughts on American Indian music, and short 

discussions of a handful of his works. It may only be valuable for a few quotes by 

Ballard and the mention of two rare recordings of his works. The first recording was a 

performance by David Van Sickle (piano), and two of Louis Ballard’s children, Anne 

Marie Ballard, and Charles Ballard (clarinet and Indian flute), at the White House 

Conference on Children and Youth in 1970. The recording, released by Lion Records, 

included an introduction by President Nixon. The other recording, featuring Why the 

Duck Has a Short Tail, was to be recorded by the Radio Corporation of America. It is 

lost or never happened. The article also contains a small color picture of Ballard seated 

at a large table containing some of the Native American instruments from his collection. 

“A Plan to Share Music of the American Indian” (1973) by Emma Louise 

Philabaum from the journal Arizona details Ballard’s activities with the children of a 

fourth-grade Kenilworth Elementary class. The composer worked with the children in 

four one-hour sessions, taught them about Indian culture, and how to sing some 

traditional Native American songs. Some of these were recorded and appeared in 

Ballard’s American Indian Music for the Classroom. 

Sheila Tryk’s article “Louis Ballard: Music Man” from New Mexico Magazine 

(1976) is another short article. It opens with the composer discussing instruments from 

his collection. For example, regarding an Inca flute, “Each one was tuned to a different 

note, and ensembles could play them the way bell ringers do today.” It also mentions a 

few premieres: “Ballard was on hand when the Los Angeles Philharmonic played the 

West Coast premiere of Scenes from Indian Life at the Hollywood Bowl,” and “Next on 

the Ballard agenda are two world premieres. On February 8, Portrait of Will Rogers, 
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narrated by Vincent Price…February 29, Ballard will be able to have a world premiere in 

his hometown of Santa Fe. His Rio Grande Sonata…” The article includes two 

photographs: one of Ballard seated on the banks of the Rio Grande, and the other of 

“Scott Hankins, violinist, and Manuel Maramba, pianist, Yale Musicians-in-Residence at 

St. John’s College” rehearsing for the premiere of the Rio Grande Sonata. 

In the article “Toward Another (Musical) Aesthetic” from Minority Voices (1977), 

Ballard discusses his hopes that a revival of Native American songs will have an impact 

on western art music composition. This is another journal of which he was on the 

editorial board. In it he promotes his materials and methods as the saviors of a failing 

American music. “A musical malaise akin to the broader social malaise is upon us…Our 

avenue of escape lies in the direction of another aesthetic dimension,”19 and as a result 

of the revival of Native American songs and styles and his educational kit, American 

Indian Music for the Classroom, “Indian musics of today are playing an important part in 

shaping the course of future music curricula in addition to helping mold new aesthetic 

values.”20 

Ruth Doré’s article “Louis Ballard: Music for the Earth and the Sky” in Artspace 

(1988) opens with a review-like description of Ballard’s performance at the Musik im 20. 

Jahrhundert Festival in 1986.  It includes some specific details regarding the works and 

the reception of the performance. The article continues with a biographical sketch of 

Ballard and his works. Much of the biographical information appears to be the same 

material in Katz although some unique details are revealed. For example, “Early idols 
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were…Béla Bartók whose credo was adopted by Ballard” and “A City of Light, inspired 

by the composer’s visit to Paris where his music received a warm reception on the 

Radio France program Musique et Culture.”21 The article includes additional sections 

entitled Composer’s Précis and Soundsheet Notes, both by Louis Ballard himself. In the 

précis, Ballard states his philosophy of his work and includes some details not found 

elsewhere. Some are trivial such as, “This event is certainly a far cry from the role I was 

expected to play in 1964 when I donned my tribal regalia and was made to stand 

motionless in front of a tipi in the Jelmoli Department Store in Zurich, Switzerland, to 

celebrate ‘Live Like an American’ week as part of a sales promotion”!22 Others are more 

significant; “My new opus, Dialogue Differentia...will receive its premiere performance at 

the Beethovenhalle in Bonn, West Germany, in 1989, under the direction of Dennis 

Russell Davies…Also on the program…Cacéga Ayuwípi and Music for the Earth and 

Sky…Ritmo Indio…Katchina Dances…and Incident at Wounded Knee.”23 The final 

section of the article contains program notes for the excerpts of pieces on a 

soundsheet, which was included with subscription copies of this issue of Artspace.24 

There is one discrepancy; the soundsheet contains excerpts from the third movement of 

Cacéga Ayuwípi, “Plains & Woodlands” and the fourth movement of Incident at 

Wounded Knee, “Ritual,” although the article says that it contains the third movement of 

Incident at Wounded Knee. 
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Ralph Luce’s “Louis Ballard, Composer” from The Santa Fean Magazine (1990) 

is a brief but important article with some unique quotes from Ballard. The span of 

information ranges from his high school days, to meeting his teacher Béla Rózsa, to a 

few details about compositions, and concludes with plans for a future opera. 

Ballard’s own article “Two Ogaxpa Robes Visit Home after 250 Years, but the 

Ogaxpas Don’t Live There Any More,” from The Public Historian (1996), illustrates his 

interest in history and protecting Native American culture. Quapaw artifacts, displayed in 

a museum in Arkansas, were on loan from the Musée de l’Homme in Paris. In the article 

Ballard discusses the history of the Quapaw, describes the robes, and describes a 

smoking ceremony or blessing performed during his visit. One of the robes inspired the 

creation of the string quartet discussed here. 

Brief articles by Howard Bass and Lisa Cheryl Thomas appeared in National 

Museum of the American Indian, magazine for the NMAI, in 2010 before the concert 

honoring the composer as part of the Classical Native concert series at the 

Smithsonian. They discuss Ballard’s significance as a Native American composer of art 

music and recent performances. Numerous newspaper articles, largely from the 

composer’s home states of Oklahoma and New Mexico, detail Ballard’s personal life 

and professional activities such as concerts and lectures. 

Educational Materials 

Louis W. Ballard also published a handful of educational packets with the 

purpose of teaching and preserving Native American songs as well as giving teachers a 

tool to teach rudimentary musical concepts through the use of traditional Native 

American songs. Most included a guidebook, which contained background information 

on the repertoire and transcriptions of the songs; they often included recordings of 
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Ballard teaching and discussing the songs. A list of the repertoire contained in The 

American Indian Sings Book 1, Oklahoma Indian Chants for the Classroom, American 

Indian Music for the Classroom, and Native American Indian Songs may be found in 

appendix B. 

Some Music Lessons for American Indian Youngsters (c. 1968) is a book of 

lessons prepared by Maurice Peress, Louis Ballard, and Willard Rhodes as part of a 

curriculum and pilot program, Communication Through Music. This BIA project, 

discussed in chapter 3, consisted of lessons for children, which taught them about 

instruments, the voice, and orchestra. It also included special performances by 

orchestras and smaller ensembles. The book includes Ballard’s transcriptions of a 

“Navajo Happiness Song,” “Creek Duck Dance Song,” “Quapaw Face Dance Song,” 

“Papago Elk Song,” and “Navajo Squaw Dance Song.” 

The American Indian Sings Book 1 (1970) presents 12 songs. Each transcription 

is preceded by a brief discussion of cultural characteristics of the tribe and presents the 

“Musical Style and Idea” of each selection. A recording of the selections presented was 

never published but Ballard did record and leave one copy in the Library of Congress. 

My Music Reaches to the Sky: Native American Musical Instruments (1973), is a 

57-page textbook filled with information on Native North (and some South) American 

music and instruments. It includes one musical transcription, examples, copious black 

and white photographs, discussions of how the instruments are constructed, their 

function, numerous poems and quotes by Natives and non-Natives. There is one full-

page color photograph from 1968, in the center of the book, of the E-Yah-Pah-Hah 

Chanters, which was a vocal group started by Ballard while he was an instructor at the 
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IAIA. The inside back cover contains an extensive list of “Resources for Native 

American Music.” Ballard is often given credit for this textbook although it was part of a 

larger project, which included a companion book, Dance With Indian Children (1972), 

teacher’s guides, a collection of instruments (flutes, drum, rattle), and another booklet, 

Musical Instruments of Indian America (1973), which contained a soundsheet. On the 

soundsheet Ballard discusses and demonstrates the drums, flutes, and rattles. The 

project was coordinated by James McGrath and funded by the Ford Foundation and the 

Center for the Arts of Indian America. 

Music of North American Indians (1975) is another brief textbook by Ballard, 

which originally included an LP or cassette of musical examples, published by Silver-

Burdett. The accompanying recordings are fairly rare. In the material Ballard discusses 

the characteristics of North American Indian music and includes many graphic 

illustrations, color photographs, transcribed musical excerpts, and 14 recorded 

examples. The final track is “Plains and Woodlands,” the third movement of Ballard’s 

percussion work Cacéga Ayuwípi. 

Oklahoma Indian Chants for the Classroom (1972) includes a guidebook and 

recording of 6 songs of various tribes. The notes accompanying the transcriptions 

discuss various elements: traditional analytical observations (key, range, meter, etc.), 

learning concepts (rhythm, melody and style etc.), cultural notes, and some include 

dance suggestions and diagrams. The recorded examples of the songs include 

demonstration performances by Ballard; then the different phrases and sections of the 

songs are taught by demonstration. Some of the recorded examples also include 

additional cultural information not found in the guidebook. 
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American Indian Music for the Classroom (1973) is similar in format to the 

previous guidebook but is larger in scope and teaches 26 songs from 22 tribes. The 88-

page teacher’s guide contains much information including a brief Ballard biography, 

“Introduction to Indian Music,” a bibliography, as well as analysis, transcriptions in 

standard notation, and cultural notes for each song. Some songs have corresponding 

photographs and dance diagrams. The packet, published by Canyon Records, includes 

recordings, on LP records or cassettes, of Ballard and others demonstrating, 

discussing, and teaching the songs; 20 study photographs, the teacher’s guide, Indian 

land area map, 24 spirit masters, 24 transparencies, and a substantial supplementary 

bibliography.25 In this set, Ed Lee Natay demonstrates the “Navajo Squaw Dance 

Song.” The album Natay, Navajo Singer was the first recording produced by Canyon 

Records. Patsy Cassadore, another Canyon Records artist, demonstrates and helps 

teach the “Apache Girl’s Song.” Four songs were recorded with a fourth grade class at 

Kenilworth School in Phoenix, Arizona: “Eskimo Feast Song (Ice Cream Song),” 

“Seminole Duck Dance Song,” “Navajo Corn Grinding Song,” and “Apache Girl’s Song.” 

Native American Indian Songs Taught by Louis W. Ballard (2004) is an update 

and combination of the two previous items. The boxed-set includes a spiral-bound 110-

page guidebook, 27 songs on 2 CD’s, an 18-page supplementary bibliography, and 20 

study photographs. The guidebook includes many of the elements of the previous item 

but with full-color, glossy pages with many new illustrations, notation of the examples 

with a cleaner font, and poems and quotations by Native Americans. The repertoire is 

                                            
25

 This bibliography lists over 200 books, recordings, and articles on Native American tribes, their culture, 
and music. A thorough exploration of connections to Ballard’s music is beyond the scope of this current 
work. 
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slightly different. This set omits the “Choctaw Raccoon Game Song” of the previous set 

and includes the “Choctaw Walk Dance Song” and “Shawnee Stomp Dance Song” from 

Oklahoma Indian Chants for the Classroom. Some songs are re-recorded, others are 

edited (often deleting some of the additional cultural information), and some are the 

same as those found in the previous items. Also, the recording does not include Ed Lee 

Natay singing the “Navajo Squaw Dance Song.” Instead, Ballard demonstrates the 

song.  Perhaps this is because this version was no longer published by Canyon 

Records. This guidebook and CD’s were published by the composer’s own New 

Southwest Music Publications, and WAKAN: Native American Classics Records. 

Additionally, Ballard contributed to American Indians Yesterday and Today: 

Teaching Pictures (1972). The material consists of 24 classroom posters arranged in 4 

categories: In The Beginning, Coming of the Whites, Legends, Music, and Art, and 

Present-Day Indians. A teacher’s guidebook accompanies the posters and Marion E. 

Gridley was a consultant for the set. Ballard’s article in the guidebook is derived from his 

article “Put American Indian Music in the Classroom.” 

Audio Recordings and Liner Notes 

There are few commercially available recordings of the concert works of Louis W. 

Ballard. The composer distributed one recording through his own label, WAKAN 

Records, and this was the largest recorded selection of his works. Two other 

commercial releases include recordings of the same ensemble performing the same 

movement of one work. 

Lion Recordings released a recording of two of Ballard’s children performing one 

of the composer’s elementary chamber works, Mid-winter Fires, in 1971. The LP, 
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Sounds of Children, contained an introduction by President Richard Nixon and a sample 

of performances from the 1970 White House Conference on Children. 

BALLARD (1987), an entire cassette of Louis W. Ballard’s music, was published 

by WAKAN Records but is currently not available. It included three works: Cacéga 

Ayuwípi and Music for the Earth and Sky for percussion ensemble, and Incident at 

Wounded Knee for chamber orchestra. The liner notes are extensive for a cassette and 

include discussion of the works, a biographical sketch of the composer, information on 

the conductor Dennis Russell Davies and notes on the cover art. The design of the front 

cover of the cassette featured a painting by Louis A. Ballard, the composer’s son. 

Quintet of the Americas – Souvenirs: 20 Musical Mementos From the New World 

(1992) is a collection of recordings of 20 short works and movements by various 

composers from North and South America. “The Soul,” the second movement of 

Ballard’s Ritmo Indio is one of the longer selections on the disc, second only to Samuel 

Barber’s Summer Music. The ensemble consists of Marco Granados (flute), Matthew 

Sullivan (oboe), Christopher Jepperson (clarinet), Barbara Oldham (horn), and Thomas 

Novak (bassoon). The liner notes say little about the composer or the work other than 

revealing that Sullivan is playing a Dakota courtship flute on the selection. 

Quintet of the Americas: Discovering the New World (1996) includes another 

recording of “The Soul” along with three works by American composers, commissioned 

for the quintet and the Manhattan School of Music Chamber Sinfonia: Concerto for the 

New World by William Thomas McKinley, Dos tonos de verde by Roberto Sierra and 

America (Suite Popular) arranged by Ilan Rechtman. These works were presented by 

Quintet of the Americas in a Carnegie Hall concert on January 9, 1992. The liner notes 
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include a brief discussion of “The Soul” and a summary of Ballard’s important critical 

accolades. 

One additional commercial recording associated with Louis Ballard is First Day: 

Santa Fe Desert Chorale Highlights of 2006-2007. In honor of Ballard, Linda Mack, the 

conductor of the ensemble, and Rochelle Mann arranged “Paiute Lullaby,” one of the 

traditional songs presented in his educational sets, for the choir. 

Video 

Ballard also contributed to a few commercial films. In Discovering American 

Indian Music (1970) Louis W. Ballard is listed as an Advisor, Music Curriculum 

Specialist – Bureau of Indian Affairs – U.S. Department of the Interior. It contains brief 

monologues of Native Americans from various tribes. Each introduces him- or herself 

and discusses examples of traditional Native American music and dance, such as the 

“Stomp Dance Song.” The end of the film includes a performance of a contemporary 

work, Ballard’s Cecéga Ayuwípi. The film is valuable for this rare video of the composer 

conducting one of his own works. He leads an ensemble of percussionists in the 

performance and briefly displays some of the instruments used in the work. Ballard 

concludes the film, “I feel that music of the American Indian is unique, is valuable, and 

can serve as a springboard for the composer in creating new works which reflect the 

voice and the soul of indigenous America.” 

The American Indian’s Sacred Ground: The story of the American Indian and his 

relationship to the land is an educational documentary video from 1977.  It visits and 

discusses various areas of the United States that are sacred to Native Americans. The 

film is narrated by Cliff Robertson and includes music composed and arranged by 

Ballard. The composer may have created the soundtrack from excerpts of earlier works 
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or newly composed them for the film. The arranged sections include material from 

songs presented in the composer’s educational materials. The video also includes voice 

over dramatization with Ballard speaking the part of Chief Powhatan. 

Websites 

There are two websites devoted to the life and music of Louis W. Ballard. The 

first, New Southwest Music Publications or NSMP.com, was the website of the 

composer’s publishing company and was operated by the composer from 2002 through 

2007. Snapshots of the website are available through the Internet Archive Wayback 

Machine.26 This original website contained photos, a lengthy biography of the 

composer, quotations from reviews of works, a works list, educational materials, a 

discography, and an order form. A new version of the website was recreated and 

updated by the composer’s son, Louis A. Ballard in 2011.27 Additionally, the online 

collections at the University of New Mexico contain photographs and recordings of the 

E-Yah-Pah-Hah Indian Chanters28 and Arizona State University archives contain 

recordings of an all-Ballard program with notes.29 

                                            
26

 Louis W. Ballard, Website of The New Southwest Music Publications archived on The Internet Archive 
Wayback Machine, http://web.archive.org/web/20070403132549/http://www.NSMP.com/ (accessed 
March 28, 2014). 

27
 Louis W. Ballard, updated composer website, http://www.louiswballardmusic.com (accessed March 28, 

2014). 

28
 University of New Mexico, New Mexico Digital Collections, “Louis Ballard,” 

http://econtent.unm.edu/cdm/search/searchterm/"Louis 
Ballard"/field/all/mode/all/conn/and/order/subjec/ad/asc (accessed March 28, 2014). 

29
 Arizona State University Digital Repository, “Compositions by Louis W. Ballard,” 

http://repository.asu.edu/items/7668 (accessed March 28, 2014). 

http://web.archive.org/web/20070403132549/http:/www.nswmp.com/
http://www.louiswballardmusic.com/
http://econtent.unm.edu/cdm/search/searchterm/%22Louis%20Ballard%22/field/all/mode/all/conn/and/order/subjec/ad/asc
http://econtent.unm.edu/cdm/search/searchterm/%22Louis%20Ballard%22/field/all/mode/all/conn/and/order/subjec/ad/asc
http://repository.asu.edu/items/7668
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Miscellaneous Materials 

A wide variety of items with information on Louis W. Ballard may be found in 

various libraries, archives, and museums. A recording of a lecture Ballard gave in 

Tahlequah, Oklahoma, in 1973 is housed in the Archive of Traditional Music at Indiana 

University. The archive of the IAIA in Santa Fe, New Mexico, has a collection of 

materials on Louis Ballard in the Lloyd H. New Papers, which include letters, articles, 

and program notes from concerts. Additionally, the library of the IAIA holds a few 

videos, audio recordings, and a number of scores in special collections. The archive at 

the Smithsonian’s National Museum of the American Indian (NMAI) has recordings of at 

least two programs: The first is a video of an interview with the composer, made during 

a visit to the museum in 2006. The other is an audio recording of the Tribute to Louis 

Ballard consisting of an address by Georgia Wettlin-Larsen and concert of various 

Native musicians at the museum in 2008. The Tribal Library of the Quapaw Tribe in 

Oklahoma has a collection of materials useful for Quapaw genealogical studies as well 

as program books from past years of the annual Quapaw Powwow. Two additional 

sources were reviewed for background information on Native American music and 

dance: Tara Browner’s Heartbeat of the People: Music and Dance of the Northern Pow-

wow (2002) and Music of the First Nations (2009).
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CHAPTER 3 
LIFE AND WORKS 

The biographical material that follows is approached chronologically with asides 

for discussion of works, lectures, and noteworthy events throughout the composer’s life. 

Biographical details, no mater how brief, were included if they (1) are important 

milestones in the life of Louis W. Ballard, (2) accolades, (3) details concerning the 

creation or performances of works, (4) public praise or disparagement, (5) controversies 

(and there were a few), (6) demonstrate Ballard’s work as a composer or educator, or 

(7) show Ballard advocating the preservation of Native American culture through 

involvement in music, dance, art, literature, and film. Many discrepancies exist in the 

dates of events, compositions, and premieres. For this study I gave preference to those 

stated by Ballard and his family on his websites and copies of his vita although there 

were some obvious misprints, which needed correcting. Furthermore, many dates were 

determined by comparing those found in articles with those found in other sources. 

Ballard and his second wife Ruth seemed to like to celebrate performances of works. As 

a result, various works received a “World” premiere, “American” premiere, “West coast“ 

premiere, “Santa Fe” premiere, or “Southwest” premiere. Details of most compositions 

were given in the years they were composed but may be mentioned again in 

subsequent performances. 

1931-1948: Early Life 

Louis W. Ballard or Honga-nó-zhe (translated in various sources as Grand Eagle, 

Stands Up for Eagles, or Stands With Eagles) in the Quapaw language, also known by 

the pseudonyms Joe Miami and Ergo Sum, was born July 8th, 1931, to Leona Mae 

Quapaw and Charles Guthrie Ballard in the area of the Quapaw reservation called 
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Devil’s Promenade near Quapaw, Oklahoma. He was ½ Quapaw, ¼ Cherokee, and ¼ 

French and Scottish; he states in some of his published materials that he was 

descended from a medicine chief on the Quapaw side of his family and a principal chief 

of the Cherokee Nation of Oklahoma on the other. According to Kershaw, Ballard’s 

grandfather was a medicine chief and his great-grandfather was chief of the Cherokee. 

In another source Ballard states that his great-grandfather had been a medicine man in 

the Native American Church. These claims have not been verified. 

Ballard’s mother, Leona (Figure 3-1A), had three children by his father: Charles 

Guthrie Ballard Jr., born in 1930, Louis in 1931, and a third child who died an infant. 

Leona was related to prominent members of the Quapaw or Ogáxpa tribe. Her mother, 

Louis Ballard’s grandmother, was called variously by her Indian name Tameh, given 

name Newakis or nickname “Emma” Quapaw Hampton (Figure 3-1B). Newakis was the 

daughter of two important Quapaw figures, Mary Quapaw or Ta-Meh-Heh, also known 

as Grandma Fire (Figure 3-1C), and Pius Quapaw or Ke-Da-Toh-He, “Keeper of the 

sacred fire”, or Grandpa Fire (Figure 3-1D). Ardina Moore, a childhood friend of 

Ballard’s, now a historian for the Quapaw tribe, explained the significance of Pius 

Quapaw’s name. During the relocation of the tribe from Arkansas to Oklahoma he 

carried the tribal fire in a bull’s horn. He would collect coals from the original fire and 

restart the fire when the tribe stopped during the journey.1 Maude Supernaw or Meh-

Quo-Dog-Nee, meaning “Good Woman,” gave Louis his Quapaw name. In 1918, after 

the death of Louis Angell or Tall Chief, considered to be the last hereditary chief of the 

Quapaws, the rite of name giving was passed to her, his only child. 

                                            
1
 Ardina Moore, in conversation with the author, July 5

th
, 2013. 



 51 

 

A   B 

C   D 
 
Figure 3-1.  Family of Louis W. Ballard. A) Mother with uncle - Leona Mae Ballard 

(Quapaw) with her brother Louis Quapaw, B) Grandmother - Newakis 
“Emma” Hampton (Quapaw), C) Great-Grandmother - Mary (Ta-Meh-Heh) 
“Grandma Fire” Quapaw and D) Great-Grandfather - Pius “Grandpa Fire” 
Quapaw. 

According to Velma Nieberding, Louis’s grandmother, Newakis, was a niece of 

Tall Chief, which would make Louis a relative of a hereditary chief of the Quapaw 

although this is difficult to confirm.2 Ardina Moore explained one reason for the difficulty 

                                            
2
 Velma Seamster Nieberding, The Quapaws (Those who went downstream), 2nd Printing (Miami, 

Oklahoma: Dixons, Inc., 1976), 186. 
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in tracing ancestry in the Quapaw tribe. When the U.S. government collected 

information for allotment or census, if the clerk could not understand the person’s name, 

he/she would sometimes give them a common name and “Quapaw” as their last name 

because they were from the Quapaw tribe.3 

Charles “Smokey” Guthrie Ballard, Louis Ballard’s father, was Cherokee, French 

and Scottish. He had a career as a rodeo cowboy and horse farrier, and traveled with 

exhibition rodeos during World War II. Louis’ grandparents, Archable Leroy Ballard and 

Cynthia Ellen Flynn, married at the 1904 World’s Fair with Will Rogers as the best man.4 

Rogers, also part Cherokee, was a well-known Oklahoman celebrity; Louis Ballard 

would later create a choral cantata on the life of the man, Portrait of Will Rogers (Tribute 

to a Great American). Ballard’s parents divorced April 27, 1932, and his father left the 

reservation for work. The claim that he was descended from the Cherokee Chief Joel B. 

Mayes on his father’s side of the family has also not been verified. 

Details regarding his formal education are unclear and he changed schools often. 

A few sources contain quotes from Ballard describing events in his early education, but 

these lack the specific details needed to construct an accurate history. Katz’s book 

contains the statement (presumably from Louis W. Ballard) that he was “sent to live with 

his mother in Wyandotte, Michigan.”5 The timeline is obscured because other sources 

state the he attended Seneca Indian School in Wyandotte, Oklahoma. Further, a 

“Baptist mission school” is mentioned in sources without naming the specific school. 

                                            
3
 Ardina Moore, in conversation with the author, July 6

th
, 2013. 

4
 NMAI Interview with Louis W. Ballard in 2006 and repeated by Louis A. Ballard in phone conversation 

with the author. 

5
 Louis Ballard, "Louis Ballard, Quapaw/Cherokee Composer," in This Song Remembers, ed. Jane B. 

Katz, 132-138 (Boston: Houghton Mifflin Company, 1980). 
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Louis A. Ballard, the composer’s son, discussed some of the early history of the family 

with Courtney Crappell. 

His grandmother [Newakis] had a parcel of land on what used to be the 
reservation…That area was a big mining area…There’s a small town 
called Lincolnville and there were Christians that came along with all this. 
The Baptists came in…my great-grandmother gave the Baptist 
church…an acre of land…At that time she must have had some money 
from the lead and zinc mining as royalties to individual families. So she 
bought them a piano. I guess her daughter, my grandmother [Leona], 
played the piano.6 

Louis W. Ballard gained his earliest musical education from attending powwows 

with his father and through music lessons with his mother. 

My mother had learned to play the piano at the Mission School, and she 
taught us to play the old songs – the Quapaw Face Dance, the Turkey 
Dance. She composed songs.7 

His mother was remarried in 1935 to Dave Perry of Wyandotte, Michigan. With 

their mother gone and father working away from the reservation, Louis and his brother 

Charles were sent to live with their grandmother, Newakis, who had two older children 

of her own to care for. After an accident, the boys were sent to Seneca Indian School in 

Wyandotte, Oklahoma. 

One summer…he was playing out in the Devil’s Promenade, that granite 
rock formation. There was a bridge that crossed the river. He fell. He must 
have fallen fifteen or twenty feet. The next thing he remembered was 
going back to the house, the house was overlooking the river, and he was 
covered in his own blood and his clothes were ripped. His mother and 
grandmother, and his grandmother’s husband, Ora Hampton (part 
Shawnee), saw him. And there was much discussion and much concern 

                                            
6
 Courtney J. Crappell, “Native American Influence in the Piano Music of Louis W. Ballard” (DMA diss., 

Norman, Oklahoma: University of Oklahoma, 2008), 122. 

7
 Louis Ballard, “Louis Ballard, Quapaw/Cherokee Composer,” in This Song Remembers, ed. Jane B. 

Katz, 132-138 (Boston: Houghton Mifflin Company, 1980), 135. 
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about Louis being there as a young boy. So he said they shipped him off 
not soon after that. He and his brother went to the Indian School.8 

Ballard relayed his experience there to Katz. 

When I was six, I was sent fifty miles away from the reservation to attend 
a government-operated boarding school. This was in reality a 
brainwashing center for young Indians. There I was subjected to a reform 
school ‘education.’ We were punished severely if we spoke Indian 
languages or danced tribal dances. I lived in a barracks with 300 other 
boys…I cried my way out of there.9 

The boys returned to their grandmother’s home and were kept busy with other activities. 

So began the Saturday rituals that were to last for years: piano lessons, 
vocal lessons – even tap dancing. The piano became my surrogate 
mother and father. It was reliable; it was always there.10 

A childhood friend of Ballard’s, Ardina Moore, remembers waiting for him to finish his 

piano practice and come out to play and that he practiced a lot.11 He also attended a 

small school in Lincolnville. A class photograph from 1942 in the personal collection of 

Ardina Moore shows Louis and Ardina in the 5th or 6th grade (Figure 3-2). The Ballard 

boys would periodically go to visit their mother in Michigan and experienced more 

problems. 

We were often ostracized because we were Indian. The teacher would ask 
us to draw tom-toms and tomahawks, while others drew trees and 
puppies. After school, the white students often chased us and threw 
rocks.12 

                                            
8
 Courtney J. Crappell, “Native American Influence in the Piano Music of Louis W. Ballard” (DMA diss., 

Norman, Oklahoma: University of Oklahoma, 2008), 122. 

9
 Louis Ballard, “Louis Ballard, Quapaw/Cherokee Composer,” in This Song Remembers, ed. Jane B. 

Katz, 132-138 (Boston: Houghton Mifflin Company, 1980), 134-135. 
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 Ibid., 136. 
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 Ardina Moore, conversation with the author, July 6

th
, 2013. 
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 Louis Ballard, “Louis Ballard, Quapaw/Cherokee Composer,” in This Song Remembers, ed. Jane B. 

Katz, 132-138 (Boston: Houghton Mifflin Company, 1980), 135. 
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Figure 3-2.  Louis W. Ballard (back row, 2nd from left) and Ardina Moore (middle row, 

center) in class photograph.13 

By 1947 Ballard was showing great promise in his studies, was active in a variety 

of extracurricular activities, and was making a name for himself as a pianist. The Miami 

News-Record reports that Louis was on the honor roll at Quapaw high school for his 

sophomore year (1946-47). 

In high school, I played football, studied art, and was encouraged to 
perform on the piano. In the tenth grade, I played Edward MacDowell’s 
Concert Etudes at the University of Oklahoma.14 

                                            
13

 Photograph from the personal collection of Ardina Moore. 

14
 Louis Ballard, “Louis Ballard, Quapaw/Cherokee Composer,” in This Song Remembers, ed. Jane B. 

Katz, 132-138 (Boston: Houghton Mifflin Company, 1980), 136. 
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The following year, 1948, his achievements continued. He was in the top 10 

percent, of his class, earning a place on the Oklahoma state honor roll. In March, Louis 

earned an excellent rating and first place for his extemporaneous speech at a district 

contest held at Northeastern State College in Tahlequah, Oklahoma. This qualified him 

to participate in the state speech meet in Norman, Oklahoma, where he placed third in 

extemporaneous speaking for boys. This extemporaneous speech included the 

performance of a piano piece. Ballard and others from his speech class presented two 

public performances after the competitions, to showcase their talents. Ballard’s 

repertoire at the time included Aaron Copland’s Cat and Mouse, which he also 

performed and won second place and an excellent rating at a music competition held at 

the University of Oklahoma in Norman. Later that same year he presented a piano solo 

during the commencement ceremonies for the graduating class of Quapaw High 

School. The valedictorian, Norma Jean Jennings, sang Thurlow Lieurance’s “By the 

Water of Minnetonka.” This and other pieces Ballard would later refer to as “pseudo 

ethnic” for their fabrication and reinforcement of false qualities of American Indian 

music. His brother Charles was also playing the piano at that time. On June 26th Louis 

was the best man in the wedding of his step-sister, Rosemary Dawson, to William 

Harold Neese; Charles participated in the ceremony as piano accompanist. 

Bacone College and the Bacone Style of American Indian Painting 

In 1949 Ballard graduated high school from Bacone Indian Institute, later 

renamed Bacone College, in Muskogee, Oklahoma. He was captain of both the football 

team and the baseball team, valedictorian of his senior class, and later received an 

award as an outstanding graduate in 75 years of the school’s history. In its early years, 

the school taught students from the first grade through the first four years of college. 
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Kershaw says that Ballard studied painting and gained basic certification in painting; 

faculty members Richard West, Woody Crumbo, and Acee Blue Eagle, created and 

taught a traditional style of painting referred to as the Bacone Style. 

A flat style of “Indian” painting was popular in the early twentieth century. The 

Bacone style developed from earlier styles: the Southern Plains style of the Kiowa Five, 

and the Southwest or Studio style. Janet C. Berlo and Ruth B. Phillips discuss the styles 

in Native North American Art. In the Plains, the representation of personal history 

originated from traditional hide painting, transitioned to ledger-book in the nineteenth 

century, and finally to easel. The Kiowa Five: Stephen Mopope, Jack Hokeah, Monroe 

Tsatoke, Spencer Asah, and James Auchiah, studied with Oscar Jacobson at the 

University of Oklahoma in Norman in 1927 and 1928. 

The works of the Kiowa Five grew out of their traditional artistic heritage, 
as well as their own experience as competitive dancers. Many of the 
paintings depict individual figures, often male, posed in a dance position. 
The Kiowa Five synthesized their own historical and artistic traditions with 
a modern, flat, decorative style.15 

The Southwest was also an important center of Native American painting. 

Unlike the Plains region, there was no indigenous tradition of pictorial 
narrative in Pueblo or Navajo art…The event that was to legitimate and 
consolidate Native painting as a larger movement was the establishment 
of a formal art program at the Santa Fe Indian School in 1932. ‘The Studio 
School,’…was directed for it’s first five years by Dorothy Dunn. A non- 
native art teacher from Kansas, Dunn believed there was an ‘authentic 
Indian’ way to paint…encouraged the students to derive their inspiration 
from the great artistic traditions that were their heritage–abstract forms 
painted on pottery, figurative rock art, and geometric beadwork and 
basketry patterns…It resulted, however, in a large body of work that was 
uniform in its decorative, two-dimensional approach to genre scenes. 
Many of the students painted images of traditional life–Pueblo potters or 
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ceremonial figures, Navajo social dances or horsemen, or animals in an 
idealized landscape.16 

Christian F. Feest mentions additional characteristics of the Studio style and discusses 

the development of the Bacone style in Native Arts of North America. 

Dorothy Dunn, is generally credited with influencing her students to adopt 
a flat, two-dimensional, ‘Indian’ style, and to use pastel colors…Existing 
distinctions [between the two styles] diminished as the Oklahoma schools 
(particularly the art department of Bacone College, established in 1935) 
assimilated the Santa Fe Style. Bacone was the first school in which 
native artists rather than Whites held teaching positions…By 1940 non-
traditional painting had become a recognized and recognizable art form 
practiced in a similar way by members of widely differing tribes: It had 
come to be the first Pan-Indian art.17 

 
 
Figure 3-3.  The He’Dewachi, 1949 (Louis Ballard) © 2012 The Philbrook Museum of 

Art, Inc., Tulsa, Oklahoma. 
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At Bacone, Ballard was a student of Acee Blue Eagle. The He’Dewachi (Figure 

3-3), a painting of the artist’s from 1949, is held at the Philbrook Museum of Art in Tulsa, 

Oklahoma, and depicts a Quapaw ceremony. According to Ballard: 

This ceremony of the Quapaw is a time of rejoicing and the giving of gifts. 
The ceremony is derived from the common belief that only one Great 
Spirit is the provider of all things. The center pole represents the spirit. 
The entire ceremony lasts four days; the painting depicts the last day, the 
day of the dance.18 

Two recent books survey the collection at the Philbrook and include The He’Dewachi: 

Visions and Voices and Building One Fire. Ballard discussed his time at Bacone with 

Lydia L. Wyckoff. 

At Bacone, I felt it was an artistic imperative that I paint out of a spiritual 
vacuum and desperation. Everything was assimilation, conform, it was just 
like ‘bite the bullet.’ But, I am what I am today because of Acee Blue 
Eagle. Whenever he could, he told people, ‘Oh yes, we have a concert 
pianist at Bacone. He can play anything.’19 

The painting was exhibited in the Philbrook’s Fourth Annual Exhibition of American 

Indian Painting in 1949 and was then purchased by Clark Field who donated it to the 

museum. Other paintings of Ballard’s that have passed through the Philbrook include 

Modern Fancy Dancer (1950) which was displayed at the Fifth Annual Exhibition of 

American Indian Painting; Turkey Dance (1959) at the Fourteenth Annual National 

Competition of American Indian Painting and Sculpture; and A Gift for the Drumkeeper, 

Shield Dancer, and Quapaw Turkey Dance (1960) at the Fifteenth.20 
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His work as a painter is another facet of Ballard’s creativity that connects him 

with his Native American culture. His uncle, Louis Quapaw (Figure 3-1A), was also a 

painter, so the young Louis was likely exposed to art early in his life.21 Ballard would 

later teach at the IAIA, which evolved from the Santa Fe Indian School where the Studio 

style was created and taught by Dorothy Dunn. He would continue to have important 

interactions with Native American art and artists throughout his life. 

The Quapaw Pow Wow: Dance and Music 

I am proud of the fact that I am an award-winning tribal singer and dancer.  
I belong to the War Dance Society of the Quapaw tribe, and when I return 
home I participate in the festivals. The War Dance is the last vestige of a 
once flourishing and vibrant dance tradition. We still try to recapture the 
spirit of victory.22 

Louis W. Ballard was also active in traditional Native American dance and music 

making throughout his life. He was exposed to these activities at an early age, and 

attended powwows with his father, such as the annual Quapaw Pow Wow. One brief 

early record of Ballard’s dance activities in 1951 humorously refers to him as “Louis 

Ballard of Quapaw, whose Indian name is Chief Turkey Legs” and says that he was to 

wear the regalia of the pow wow chief during the Devil’s Promenade or Quapaw Pow 

Wow. Geraldine Nah-Ah-We was named the princess of the pow wow that year. 

Disguised as “Turkey Legs” the clown, Louis would sometimes entertain children during 

the Quapaw Powwows. He was also a straight-dance member of the Osage War Dance 

Committee in Pawhuska in 1955, competed in powwow dance competitions, and was a 
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first-place dancer at the American Indian Exposition in Anadarko. His dance regalia 

included hand-made elements and others from his great-grandfather, Pius Quapaw 

(Figure 3-4).23 

At the 1975 and 1977 annual Quapaw Pow-wow he won first place in the 
Straight Dance contest. This is one of the traditional Quapaw dances and 
much older than the fancy dances of today where feather bustles, bells, 
etc. are worn. Ballard was dressed in the traditional buckskin, which his 
paternal grandfather, Pius Quapaw, may have worn.24 

Louis A. Ballard revealed that his father even participated and led dances late in his life. 

Quapaw powwows in the 1930s and 1940s, the Shawnee Indians came 
up from Shawnee or wherever, and they had the Stomp Dance. It was a 
men and women dance. The men led the dance, and the women had 
either turtle shells or cans. He took part in that at the Quapaw powwow. 
He was a Stomp Dance leader and singer at the Quapaw powwows. He 
and some of his fellows would partake in that. Last time I saw him do it 
was in 2003.25 

Traditional Native American dance also connected Ballard to his culture. 

Throughout his career he would continue to attend the powwows, involve dance and 

dancers in student performances he led while working at the IAIA, and include dance 

diagrams in his educational materials. Dance was a vital component of some of his 

compositions. 

I used to be a War Dancer up at Devil’s Promenade, he said. But, now I 
am a Straight Dancer, the traditional dance of the elders. That is still very 
much a part of me, which is why you hear a lot of dance music in my 
works.26 
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Ballard composed three Indian-inspired ballets, Ji-jo-gweh, the Witch Water Gull, 

Koshare, and The Four Moons; composed a modern dance work, The Maid of the Mist 

and the Thunderbeings; included dance in performances of other works; gained 

inspiration from a Hopi traditional ceremonial dance to create Katcina Dances for cello 

and piano; and include elements of Indian dance music in various other compositions. 

He also participated in music making at the yearly Quapaw Pow Wow. In her opening 

address at the tribute concert to Louis W. Ballard at the Smithsonian in 2007, Georgia 

Wettlin-Larsen included discussion of Ballard at the powwow. 

Linda (Lomohaftewa) says, ‘He would sit there for a while and then he 
would just join. When he was just sitting there you could tell he was 
studying the songs and I saw him do that many times before.’27 
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Figure 3-4.  A young Louis W. Ballard in Dance regalia from the 1999 Quapaw Pow 

Wow Program Book. 

1949-1962: College Years and Early Work 

Following his graduation from Bacone, Ballard attended a few different colleges 

before settling at the University of Tulsa. Some details regarding this period in the 

composer’s life are found in the Oklahoma Music Guide: 

After attending Bacone College’s secondary school, Ballard entered the 
University of Oklahoma in 1949 – sang in the men’s glee club, took piano 
lessons, studied Latin, harmony, counterpoint, and military science. He 
also went out for the football team under Bud Wilkinson, but his music 
suffered and he gave up sports. Financial difficulties caused him to leave 
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OU and he returned home where he attended Northeastern Oklahoma 
A&M in Miami for his sophomore year.28 

Although he spent some time fostering other activities, music study continued. 

He was a student of Douglas Peyton, a local piano teacher, and was active as a 

performer. On March 17th, 1950, he performed for a crowd of about 100 people during a 

dinner at the Masonic Lodge in Miami, Oklahoma, celebrating the remodeling and 

redecorating of the lodge kitchen. He also participated in annual music contests. 

I was an accompanist for about ten singers. In all the rating sheets my 
accompaniment got top scores, but the singers got low ones. One of the 
judges was Béla Rózsa, a professor at Tulsa University. I impressed him 
so much that Tulsa actively recruited me.29 

This may also be about the time in which Marion Gidley describes various jobs he held. 

Education was obtained the hard way – by working as a dishwasher, 
ambulance driver, drug store clerk, waiter, undertaker, bar-room piano 
player, vocal accompanist, and janitor.30 

The year 1951 was one of change and tragedy: he completed an Associate of 

Arts degree at Northeastern Oklahoma A&M; entered the University of Tulsa; and his 

mother, Leona, died of cancer at Claremore Indian hospital. An article in the Santa Fe 

New Mexican shortly after losing his own battle with cancer reveals that his life as a 

musician and educator was “a memorial to her.”31 

While at Tulsa he met and befriended Wesley Forbis. The two were students, 

roommates, and on the football team together. Forbis earned a bachelor’s degree in 
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music education and a master’s degree in religion from TU. Years later Forbis served as 

the chairman of the music department at William Jewell College from 1962-1981 and 

would commission and conduct premieres of two of Ballard’s cantatas, The Gods Will 

Hear and Portrait of Will Rogers, with the William Jewell College Choir. 

At the University of Tulsa, Ballard studied the piano with Stefan Bardos, himself a 

former student of Edwin Fischer, and composition with Béla Rózsa (1905-1977), a 

Hungarian composer and former student of Arnold Schoenberg. He was recognized for 

his academic merits and was active in a variety of organizations: He was chosen for 

membership in Phi Gamma Kappa, a society which honors scholastic achievement at 

TU; was a member of Who’s Who in American Colleges, President of Phi Mu Alpha, an 

ROTC member of Scabbard and Blade, Sword and Key, and various other college 

organizations. In the school year 1952-1953, he was on the drill team of the ROTC and 

the vice president of the Sequoyah chapter of the Future Teachers of America, in 

charge of organizing the program for the year; Wesley Forbis was the chaplain for the 

group.32 Additional scholastic prestige came in November 1953 when he and nine other 

students from Oklahoma, were nominated for a Rhodes scholarship. The ten students 

were to appear before a committee to select two for the district level competition in New 

Orleans on December 12th. There is no record of Ballard being chosen for the New 

Orleans competition. He also gained some practical experience teaching at Marquette 

High School in Tulsa, Oklahoma, during the 1953-1954 school year. In 1954 he was 
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elected to president of the Future Teachers of America chapter, president of the Fine 

Arts Choir, and a member of the schools Radio Choir.33 

Louis Ballard married his first wife, Delores Marie Lookout, on Saturday, January 

23rd, 1954, at 11 a.m. in the Immaculate Conception Catholic Church, Pawhuska, 

Oklahoma. He and Lookout met while she was a nursing student at St. Johns Hospital 

and Louis was attending the University of Tulsa. She was an amateur pianist and 

daughter of Mr. and Mrs. Charles Lookout. Her mother was Delaware and Shawnee and 

her father was Osage. The bridal party consisted of Marjorie Newcomb, the maid of 

honor; Mrs. Howard M. West, the matron of honor; John Lee Stand, the best man; and 

Charles Ballard Jr., Jake Whitecrow, George E. Standingbear, and Blue H. Townsend 

were ushers. Lookout was also the granddaughter of Osage chief, Fred Lookout. Louis 

and Delores had their first child, Louis Anthony Ballard, in October that same year. 

Over the next few years Ballard completed his education at Tulsa, continued to 

gain experience as a church musician and educator, and built a family. He graduated 

with two degrees from the University of Tulsa in 1954: a Bachelor of Fine Arts degree in 

Music Theory in February and a Bachelor of Music Education degree in Vocal and 

Instrumental Music in June. He was the director of music at the First Presbyterian 

Church in Pawhuska, Oklahoma, from 1954-1956 and was concurrently music director 

at Memorial Baptist Church in Tulsa, Oklahoma, in 1954 and Church of the Madalene 

from 1955-1956. He taught instrumental and vocal music at Nelagoney Public School in 

Nelagoney, Oklahoma, from 1954-1956. On Wednesday December 21, 1955, Ballard 

directed the music for a Christmas program of combined high school, junior high, and 
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elementary choirs, “The Mystery of the Nativity in Pantomime and in Carols of Many 

Countries.”34 Later, Ballard would present similar pageants, including singing and 

pantomime, with the Native American students at the IAIA. Anne Marie, Louis and 

Delores’s second child, was born in St. John’s hospital in Tulsa, in March 1956. From 

1956-1958 Ballard taught voice, piano and English at Daniel Webster High School in 

Tulsa, and the couple’s third child, Charles Christopher Ballard, was born in August of 

1957. Louis was teaching music in 1957 when interviewed by Benjamin Fine of The 

New York Times regarding the recent integration of the school. 

At the Daniel Webster High School…mixed classes are now accepted as 
a matter of course…However, it is not easy to overcome the mores of a 
lifetime. It will take more than law to make school integration acceptable to 
all. The school’s music teacher, Louis W. Ballard, says that prejudices 
sometime are found in unexpected places. ‘I have a chorus of fifty boys 
and girls,’ he said. ‘Ten are Negroes. At first I placed them the way I 
thought they should go, based solely on their voices. The white students 
objected to being placed next to Negroes. Now the whites are in one 
section, the Negroes in another.’35 

Louis taught piano privately in Tulsa from 1958-1959 but also explored a different 

career. Again, Foley provides some specific information from this period in Ballard’s life. 

He left musical teaching due to low salary and attended Tulsa Technical 
College to become a mechanical draftsman, after which he designed oil 
field equipment, huge offshore well platforms, and pressure wells for the 
National Tank Company. Unsatisfied by the work, Ballard returned to 
Tulsa University…36 

He was also active in the affairs of the Quapaw tribe. In 1959 Robert A. Whitebird 

chose him and Alfred Skye, the chairman of the Quapaw Business Council, to appear 
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before a congressional committee regarding distribution of tribal funds. A picture of the 

Quapaw Business Council may be found in the Miami Daily News-Record from April 1st, 

1960 and included: Robert A. Whitebird, Fannie Richards, Roberta Kyser, Tom Shapp, 

Jake Whitecrow, Alfred Skye, Walter King Jr., Louis Ballard, and Phillip Romick Jr.37 

Ballard actively contributed to the Quapaw Pow Wow fund by attending bingo parties 

held in the Alex Beaver tribal hall. Later, in July of 1960, Ballard was the chairman of the 

nominating committee, in charge of registering nominations for the officers and other 

business of the Quapaw tribe. However, not all of his involvement with the tribe was 

business. He and Whitecrow were two of the pallbearers at the funeral service for Helen 

Whitebird Jamison, the wife of Robert Whitebird. 

A brief article in the Miami Daily News-Record announced Ballard’s participation 

in the first Indian Festival of the Arts in La Grande, Oregon, sponsored by Eastern 

Oregon State College. The festival ran from June 26th through the 30th 1960. The “Ex-

Miamian,” gave a lecture on music in Indian culture, and performed a piano recital that 

included a Beethoven sonata, Bach prelude and fugue, excerpts from Mussorgsky’s 

Pictures at an Exhibition and some original compositions.38 While some details of the 

piano recital may be lost, what has survived is a very important document, the lecture 

from the festival. It established Ballard’s musical philosophy for his entire career. 

“The Cultural Milieu and American Indian Music” 

This silence has become a silence of complacency. For the majority of 
people today hear the music of MacDowell and Dvořák as well as the later 
efforts of their ‘disciples’, Charles Wakefield Cadman, Thurlow Lieurance, 
Arthur Farwell and Victor Herbert, as authentic Indian music. Supposedly, 

                                            
37

 Velma Nieberding, The Moccasin Telegraph: Especially for and about Indians, Miami Daily News-
Record, April 1, 1960. 

38
 "Ex-Miamian at Indian Festival," Miami Daily News-Record, June 29, 1960. 



 69 

here is the sublime musical expression of the aboriginal American! Not so! 
I hereby break this silence of complacency and say that Indian music still 
awaits a rescue from oblivion to take a place in the cultural milieu.39 

“The Cultural Milieu and American Indian Music” is the title of the lecture Louis 

W. Ballard gave on June 28, 1960, during the festival. The importance of this document 

is that its contents demonstrate that many of the ideas he had concerning the 

intersection of traditional Native American song and Western art music were already 

established before his composing began. The lecture opens with a discussion of earlier 

composers’ attempts at creating a new music based on the music of the Native 

American. Ballard felt that many attempts by MacDowell and others missed the mark. 

He then briefly presents some of the characteristics of Indian music: 

Indian songs all have one trait in common, i.e., the predominance of linear 
or melodic movement. Harmony was unheard of and doubtless was not 
conceived…Most songs begin on a high pitch and descend downward. 
Repetition is utilized fully…The rhythm is basic two beat rhythm with the 
strong accent on the downbeat or first beat.”40 

Next, the composer reveals one of the stereotypes, established largely by Hollywood 

film scores, which misrepresents the music of the Native American, a simplistic rhythmic 

pattern. 

Here I cannot fail to mention that insidious rhythmic figure which 
Hollywood movie producers insist on associating with the Indian. 
Everyone knows this, ‘ - - - ‘ - - - ‘ - - -.  Now, I doubt very much if there is a 
single Indian in the U.S. who would truthfully say that this was an Indian 
rhythm from such-and-such tribe. Whenever we hear this rhythmic figure, 
we expect to see a feathered Indian in war paint with bow-and-arrow, 
tomahawk and knife, creeping up on some unsuspecting wagon train. 
Why? Because we have been so conditioned and ‘brain washed’ by 
movies and television and writers who insist on the popular idea that the 
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American Indian, although he is noble and created ‘in the image of 
Hiawatha,’ is at heart a coldblooded savage. Heaven help us!!41 

He continues listing other characteristics of traditional Native American music, 

discussing the value of the music, and presents a folk story. Many traditional songs 

include the “apparent quarter-tone and semi-tone intervals, the ‘break’ of inflection in 

certain chants and the rather plaintive quality most evident in many songs.” He cites 

Dvořák’s American Quartet, Op. 96 as an example of a Western composer’s use of this 

“plaintive quality” of Native American music. The final characteristic of traditional Indian 

song he mentions is the use of vocables. “These vocables are vocal sounds which have 

no meaning but are merely musical fillers in the melodic song line.”42 Next, he discusses 

the aesthetic value of traditional music of the American Indian and concludes by saying, 

“Yes, Indian music does have aesthetic value…if we would but make the effort to learn 

more about Indian music and the deep spiritual core of Indian life and try to witness 

more of their songs, customs and traditions.”43 Additionally, he illustrates the depth of 

traditional Native American songs by relating the story of “Mah-cho-shin-gah,” or “Old 

Bear,” associated with a Ponca war dance song. 

Once, long ago, long before the white man came to our land, and when 
the Ponca Indians lived to the North (along the Platte River in Nebraska), 
they sang this song of Old Bear. Old Bear, as he was called, was none 
other than a huge, shaggy dog of great age who roamed the camp. He 
was big and friendly, like a bear, and everyone loved him. The warriors 
coming from the hunt would give him fresh meat and the children loved to 
ride on his back. One morning early, as the sun was rising in the East, a 
raiding party of mounted Sioux warriors rode up onto a hill overlooking the 
Ponca encampment. Their aim was to swoop down upon the sleeping 
camp and surprise the unsuspecting people. Just as they moved forward, 
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Old Bear saw them and began barking fiercely. This caused the Sioux 
leader’s horse to bolt upright, unseating his rider and breaking the charge 
of the war party. Hearing the commotion, the Ponca warriors were 
awakened and came out to meet the enemy who had already taken flight. 
So the song goes that the mighty Sioux were defeated in battle by Old 
Bear, the dog. And the Ponca Indians who walked to Indian Territory and 
who were uprooted by the onslaught of the Western Frontier, still sing this 
song today. This story song is only one of many which enrich Indian music 
today. Yes, there is more to our music than just primitive rhythm and crude 
sounds and war whoops.44 

The significance of presenting this story is that it is the earliest example of 

Ballard discussing a traditional song and revealing it’s cultural importance through the 

corresponding story. He would continue to collect and learn traditional songs, publish 

them in a variety of textbooks to preserve and teach them to future generations, and to 

create works based on Native American folktales such as this. The songs in Ballard’s 

textbooks were often accompanied by descriptions of the culture in which they were 

created and sometimes included their stories. This demonstrates that his educational 

philosophies were also taking shape before he completed his formal education. 

In the lecture Ballard blames Dvořák for establishing other clichés found in many 

examples of fabricated representations of Native American music. For example: in the 

String Quartet in F Major, Op. 96 and the String Quintet in Eb, Op. 97, Dvořák 

stressed, not a direct quotation of tunes, but rather, themes based on the 
Oriental pentatonic scale (F-G-A-C-D) with rhythmic figures associated 
with the American Indian. In other words, he created a ‘local quasi-
descriptive’ music that many people, musicians included, have accepted 
as typical of the North American Indian.45 

The result, in Ballard’s view, was that later composers perpetuated a false 

representation of Native American music, which became fixed in the public imagination. 
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The lecture also presents Ballard’s “proper method of utilizing Indian music” modeled on 

the work of contemporary composers Villa Lobos, Carlos Chavez, and Silvestre 

Revueltes. 

Indian music today is very difficult to authenticate and a composer errs in 
trying to imitate themes or melodic germs. Rather, he should seek to 
stylize the rhythmic structure of Indian music and, if possible, he should try 
to find and utilize some authentic rhythmic instruments that are used by 
Indians in their music. In this manner, a composer can deal principally with 
the character of Indian music rather than the imitation of it’s themes and 
melodic features, for rhythm is a special province of Indian music. Also a 
composer should not attempt a scale-wise deduction from Indian songs 
and instruments, for here again is an attempt at imitation. After all, if 
imitation is the motive, why not secure the real thing and forget about false 
presentations? What I seek is a reincarnation of the character and spirit of 
the aboriginal music in standard notation. The avenue I have chosen is 
modified atonality, based on the 12-tone system as devised by Arnold 
Schoenberg.46 

Further, the lecture discusses two works Ballard composed in which he 

attempted to merge elements of traditional Native American music with Western 

composition. The first, following the requirements suggested in his lecture, was Peyote 

for trumpet, French horn, trombone, piano, and two Native American percussion 

instruments -- a water drum and a gourd rattle. He approved of this composition and 

planned on expanding it into a larger work for his master’s thesis. Whether he followed 

through and used Peyote as the point of departure for the score of Ji-jo-gweh is 

unknown; the earlier piece is not available, although it may survive in the composer’s 

archive. The second work, Thunder Spirit, was the result of an assignment from Rózsa 

to take a favorite melody and arrange it in the style of a famous composer. Ballard “took 

an Indian theme, worked it into 3-part song form and transcribed it for piano in the style 
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of a Chopin Etude.”47 He describes the work as “pseudo-Indian music and poor 

Romanticism” and did not find it as successful as the other work. In the conclusion of 

the lecture Ballard offered a challenge to composers, as Dvořák had decades earlier, 

and encouraged them to create an indigenous music in the United States “based upon 

our own native Indian music.”48 

In 1961, Ballard’s Peyote and String Trio No.1 were both performed at the 

University of Tulsa Symposium of Contemporary Music.49 An article by Velma 

Nieberding in the Miami Daily News-Record notes that this concert “is the first in which 

Ballard, a graduate student in music, will present his own works publicly.” The composer 

is erroneously identified as “Louis H. Ballard” and Peyote is listed as “Quintet for Brass 

with Piano, Water Drum and Gourd” instead of by its title. The article also mentions that 

he was awarded $1,800.00 through the Foster Brooks Parriott Graduate Fellowship for 

his studies. Dr. and Mrs. J. F. Nieberding, Robert Whitebird and others attended the 

concert on Wednesday, May 10th, 1961. 

Ji-jo-gweh, The Witch Water Gull 

The following year, 1962, Louis W. Ballard graduated magnum cum laude with 

his Master of Music degree in Composition from the University of Tulsa and his thesis, 

“Ji-jo-gweh, the Witch Water Gull: a Ballet in Three Acts,” is another significant early 

document. It is dedicated to Béla Rózsa, the F.B. Parriott Graduate Fellowship Board, 

Moscelyn Larkin, Roman Jasinski, and his grandmother, Newakis Quapaw. Larkin and 

Jasinski, a famous ballet duo in Tulsa, helped him develop the choreography for the 
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ballet and would later work with Louis on another ballet. The document contains a 

written thesis and score for the ballet. The Introduction of the thesis is largely derived 

from his 1960 lecture. In addition to the material from the earlier lecture he discusses 

nationalistic Indian music and explains why the music he composes is not nationalistic. 

There can be no wholly indigenous musical art form here in America save 
that which already exists in its primitive state. Even the trend of 
nationalism is now dormant…few scholars will agree that this movement 
of nationalism has contributed directly to the stream of culture. In my 
opinion, the movement of nationalism has played the role of a motivating 
force in the creative process of the past…I do not seek to write 
nationalistic music or even Indian music for that matter. The former has 
already been written exceedingly well and the latter exists best in its own 
illiterate oral state with the remaining tribal cultures. What I am attempting 
in my music is to express my creative impulses in such a way that my 
identification as an Indian with a deep cultural heritage and background 
will enrich my contribution to the musical art.50 

He also reinforces an important aspect of his early compositional style, the combination 

of many different types of instruments. 

Therefore, I find justification in giving this creative impulse a free rein and 
allowing it to encompass the wide range of our contemporary musical 
spectrum from primitive drums and whistles to standard orchestral 
instruments and even electronic instruments, as evidenced by my use of 
the beat frequency oscillator (audio oscillator) in this ballet music. In reality 
the true native musical resource here in America is our capacity to easily 
break with tradition.51 

In “Plot of the Ballet” he discusses how he selected the story on which to base 

the work, adaptations he made, and gives a synopsis of the plot. One issue was finding 

a story with a female protagonist. 

In the social structure of the American Indian, the female has traditionally 
been on a status inferior to that of the male…Consequently, in all dance 
movements, in stories and legends, the important figure had been the 
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man…The incongruity of mixing two cultures in ballet becomes 
immediately apparent…after diligent research, a myth belonging to the 
New York state Iroqouis seemed ideally suited for a serious ballet.52 

The original Iroqouis legend tells the story of a blood-thirsty bird of night, Ji-jo-

gweh. Many had attempted to hunt the creature but failed. Finally, with instruction from 

“a voice” and protection from of a medicine man, a young Indian girl succeeds. In 

Ballard’s adaptation the heroin is named Newakis, after his grandmother, and the voice 

is that of the Great Spirit speaking through a raven. Ballard included the original story in 

his thesis.53 

“Theoretical Analysis” discusses the compositional techniques used in the 

creation of the ballet. Essentially, it is a 12-tone work and utilizes Native American 

instruments and rhythmic figures from traditional Native American song. Techniques 

used in the composition of the ballet are also applicable to the analysis of String Trio 

No. 1, another early work, discussed here in chapter 4. There is no mention of a 

performance of the ballet. 

1962-1969: The Institute of American Indian Arts 

“You came around and were making song of the cottonwoods.” – Zuni 
Pueblo artist Roger Tsabetsaye54 

Upon completing his master’s degree Louis W. Ballard was hired by the Institute 

of American Indian Arts in Santa Fe, New Mexico, an important center of Native 

American education and culture. The histories of the United States Industrial School at 

Santa Fe, the Santa Fe Indian School, the Institute of American Indian Arts, and the 
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College of Santa Fe intertwined as they each sought the best way to educate Native 

American students and adapted to shifting philosophies regarding the education of 

those students. The IAIA was first located on the campus of the former Santa Fe Indian 

School which was closely tied with Native American art education. Dorothy Dunn taught 

her students the “Studio Style” of painting there from 1932 to 1937. The IAIA was 

created by the BIA in October 1960 and opened in October 1962. Dr. George Boyce 

was appointed by the BIA to be the first Superintendent of the IAIA and held the position 

until 1966. In the planning of the IAIA, Dr. Boyce was 

choosing his art staff from among producing Indian craftsman of 
recognized eminence – Lloyd New, textiles; Louis Ballard, concert 
musician and composer; Charles Loloma, jeweler, and Alan Houser, 
artist.55 

Throughout his career as Performing Arts Director, Ballard worked closely with Lloyd 

Henri “Kiva” New (Director of Arts then, in 1967, Director of the IAIA), Charles Loloma, 

and Jim McGrath (Arts and Crafts Specialist). He taught at the IAIA from 1962-1969 and 

experienced relationships with colleagues that ranged from collaborative to adversarial.  

One goal of the Institute was to “upgrade the value of Indian art.” Dr. Boyce had 

“noticed Indian paintings sell here in Santa Fe from $15 to $50 while other art is priced 

as high as $2,000.”56 This may explain the visit of an odd guest to the school. In June of 

1962, Louis gave Klas Gustafsson of Borga, Finland, a tour of the IAIA. Gustafsson was 

director of the Borgahygdens Frisksportare, an organization for youth health, 

gymnastics, and sports and was also the manager and correspondent for the shipping 

department of August Eklof Oy. He was also co-conductor of a youth orchestra in Borga 
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and a guest of the State Department’s Educational and Cultural Exchange, studying 

Indian lore, music, and education; he hoped to “build up an export business for Indian 

articles in the Scandinavian countries.”57 

Besides showing visitors around the campus, Ballard was settling into work and 

composing in Santa Fe. He composed the school song and began presenting lectures 

and performances along with the faculty and the students of the IAIA. The song Ballard 

composed about the cottonwoods became the words and music for the IAIA’s Alma 

Mater, “Home in Santa Fe.” Students of the IAIA first sang it on October 11th, 1962. 

Home In Santa Fe 
Verse: 

OH, THE COTTONWOOD TREES ARE SWAYING 
ALL A-ROUND US HERE TO-DAY. 

AND ALL OUR THOUGHTS ARE STRAYING 
TO OUR HOME IN SANTA FE. 

Refrain: 
I-A-I-A, WE SING TO YOU, 

THE SCHOOL WHERE DREAMS COME TRUE. 
WITHIN THESE HALLS OUR HEARTS WILL STAY, 

THOUGH WE ARE FAR, FAR A-WAY58 
 

On November 3rd, 1962, faculty members from the IAIA presented a series of 

lectures at a meeting of the local chapter of New Mexican Designer-Craftsman. Director, 

Lloyd Kiva New presented his view that Native Americans “have been hampered by 

imposed ideas of what their behavior and art production should be.” Alan Houser felt 

that the traditional two-dimensional style, such as the Studio Style, had become cliché 

and explained how he worked in non-traditional styles. Otellie and Charles Loloma 

talked about how they had moved from creating ceramics to working with bronze, silver, 
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gold, platinum and gems. Jim McGrath demonstrated how he incorporated elements of 

nature in his modern style of painting and expressed his desire to instill an experimental 

attitude in the students. Ballard discussed how he combined Native American and 

traditional instruments in his compositions. In closing the Meeting, Lloyd Kiva stressed 

the fact that his chief desire at IAIA is to bring to his students an awareness of the vast 

Indian culture that is their heritage, “to create in them a respect for their fine traditions, 

but guide them toward expressing themselves freely and individually.”59 

Later in November, Ballard and students from the IAIA presented a lecture and 

demonstration of tribal dances and songs at St. Michael’s College in Santa Fe. The 

program was one in a series called Youth Concerts presented there. Accompanying his 

lecture on the program were: 

Eskimo Irene Simon who danced a pantomime to the beat set by her 
companion Lucy Mezenna, Alvin Chino and Wallace who sang Apache 
songs, Damon Honyaktewa who did a Hopi dance, two of the Chilcat 
dancers, Walter Portert and Chuc Goodwin, who told a Tlingit story in 
dance form.60 

Ballard would continue to lead the students in this type of pageant, combining song, 

dance, pantomime, and folktales, throughout his career at the IAIA and later with the 

BIA. At the end of the semester Ballard, the students, and the faculty of the IAIA 

presented a Christmas program at a meeting of the American Association of University 

Women on Wednesday, December 5th. The program included music and an art 

exhibition. 

                                            
59

 Ann D. Clark, ed., "New Indian Art Dimensions Explained by IAIA Faculty," Santa Fe New Mexican, 

Novermber 6, 1962. 

60
 Sally Ross, ed., "Indians Bring Culture to SMC Campus," Santa Fe New Mexican, Novermber 15, 1962. 



 79 

Louis W. Ballard was also active in the Society for Ethnomusicology. Saturday, 

December 1st, 1962, he delivered a research paper at the Seventh Annual Conference 

of the Society for Ethnomusicology, held at Indiana University, titled: “The Indian Water 

Drum – Its Construction and Use Among the Oklahoma Indians.” George List was the 

chairman of the session and the other papers were Stephen Erdely’s “Folksinging of the 

American Hungarians in Cleveland” and Shigeo Kishibe’s “Eastward Stream of Musical 

Instruments from South and West Asia in Ancient Times, with Particular Reference to 

the Origin of the Instruments in the Imperial Treasury of Sho-so-in.” 

Early in 1963 Louis started to involve himself in the musical life of Santa Fe; he 

was elected to the board of the Santa Fe Chamber Music Society in February. In his 

role as music educator, he presented another group of students from the IAIA in an 

exhibition for the Newcomers Club. The composer also prepared a new work. 

Percussion Ego, for percussion and piano, was performed during another Santa Fe 

Youth Concert.61 In The History of Ottawa County, Nieberding lists the work as 

Percussion Ego: Peyote Visions, although it is unclear if that is a subtitle or the name of 

a movement.62 

Aspen and study with Darius Milhaud 

An important event in Ballard’s development as a composer took place at the 

Aspen Music Festival in the summer of 1963. He attended the festival as a student, 

studied with the French composer Darius Milhaud (1892-1974), and composed a new 

work. A vita of Ballard’s in the archive of the IAIA states that he performed four preludes 
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from a suite of 12 American Indian preludes at Aspen, Colorado, International Music 

Festival in August, 1963 while working with Darius Milhaud and Ernst Krenek (1900-

1991). This raises two questions: what happened to the other preludes and what was 

the extent of his relationship with Krenek? The Four American Indian Piano Preludes 

are certainly among the most performed works by Louis W. Ballard. According to the 

bibliography in the teacher’s guide of American Indian Music for the Classroom, the 

preludes originally consisted of “Four progressive piano studies. Sixteen preludes of 

various levels of difficulty.”63 The number of piano preludes varies throughout the 

literature. Another document gives the names of some of the preludes. For example, 

“American Indian Piano Preludes Book 1 - Collection of 9 preludes, beginner to 

advanced level, including Fried Bread and Mutton Stew, My Navajo Doll, Indian Fair & 

Beaded Moccasins, etc.”64 

The preludes were important to Ballard; he and Ruth Doré played them often in 

concerts and lectures. Upon completing the preludes Darius Milhaud said to Ballard, 

“Louis, you are a composer now.”65 The comment was an important one for the young 

composer and he repeated it often throughout his life, including during an interview at 

the NMAI in 2006. Later, he published four of the preludes, Ombaska (Daylight), 

Tabideh (The Hunt), Nikatoheh (Love Song), and To’kah’ni (Warrior Dance), at least 

twice through The New Southwest Music Publications: once in 1993 and again in 2000. 
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The two versions have some differences: dedication, page layout, and a few pitches. 

The first page of Ombaska in the 1995 version bears the dedication “To my In’dáh 

Tóheh” while the 2000 version reads “To my In’dah’dagni.” According to Courtney 

Crappell an early version was dedicated to Ruth Doré and Darius Milhaud and the 

dedication changed after the death of his father in 1999. Ombaska means daylight in 

Quapaw but was also the Quapaw name for Charles Ballard, the composer’s brother. 

The preludes are filled with elements derived from Native American music such as 

drumming, singing, and flute playing, and also reflect his training in contemporary 

compositional techniques. Some passages hint at a 12-tone style and Ballard uses 

contemporary piano techniques such as tone clusters, quartal harmonies, and 

harmonics. Crappell discusses many important aspects of Native American music 

present in the preludes. 

The fact that Ballard worked with Milhaud during his time at Aspen is found in 

many sources but this vita is the only document to mention contact with Ernst Krenek, a 

prolific Viennese composer with an eclectic style. The Ernst Krenek archive contains 

numerous letters from the Aspen Music Festival, preparing for Krenek’s arrival. They 

were both in Aspen at the time, Ballard as a student and Krenek as a guest composer, 

but the specifics of any interaction are unknown. The archive also contains two 

documents from Ballard: the first is a copy of the lecture Louis W. Ballard gave in 1960, 

the second a philosophy of the program at the IAIA, probably written by Lloyd H. New. 

During his time in Aspen, Ballard also met his future wife, Ruth Doré, a pianist 

participating in the festival. 
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Programs from the 1963 season at Aspen, held in the Pitkin County Library, list 

Milhaud among the Artist-Faculty and Krenek along with Vittorio Rieti and Roger 

Sessions as part of the Conference on Contemporary Music. Unfortunately, there are no 

documents of the student’s activities from that year. A Composers Forum was held on 

Sunday, August 11th at 8:30 p.m. at the Wheeler Opera House with Milhaud, Krenek, 

Rieti, Sessions, and Charles Jones. Milhaud and Krenek had a number of works 

performed throughout the festival. Milhaud’s works included Concertino De Printemps, 

an opera, Les Malheurs D’Orphée, Clarinet Concerto, Le Carnival D’aix, Serenade and 

Suite De Quatrains for Speaking Voice and Seven Instruments. An entire evening of 

music by Krenek was presented on Friday, August 16th and included the Violin Sonata 

(1944-45) performed by Szymon Goldberg and Krenek on piano followed by Ballad of 

the Railroads, and the Lenox Quartet performed String Quartet No. 6, Op. 38. In 

another program Krenek conducted his Eleven Transparencies. 

Later in 1963, Ballard was gaining some exposure as a lecturer, pianist, and 

composer and entertaining another guest at the IAIA. In October, he and William 

Witherup, head of the IAIA drama department, studied the similarity of Indian and 

Japanese dance. As a pianist Ballard was the accompanist for the Santa Fe Civic 

Chorus. A performance of Ballard’s Rhapsody for Four Bassoons and works by 

Prokofiev and Schumann were broadcast on television station KNME, Albuquerque, in 

November. The Roberts Quintet from the University of New Mexico commissioned the 

new work. Violinist Yehudi Menuhin visited the IAIA on Monday, November 15th, 1963. 

An article in the Santa Fe New Mexican includes a photo of Menuhin, Ballard, IAIA 

students, and Mrs. Charles Collier. Collier was the chairman of Youth Concerts, the 
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organization responsible for bringing the famous guest. During the brief tour Menuhin 

visited exhibition rooms, studios, and IAIA students performed for him.66 

In 1963 Ballard also founded and conducted a choral group, the E-Yah-Pah-Hah 

Indian Chanters. The name of the group means “town criers” in the Sioux language and 

it consisted of students of the IAIA. Louis based the repertoire for the group on 

traditional American Indian songs. Branham’s article reveals that the impetus to create 

the original group may have stemmed from an educational necessity. 

When Ballard arrived in Santa Fe…his students lacked the rudimentary 
skills necessary to play instruments. How to get them started towards 
musical competence? Vocal music, it struck Ballard. ‘Vocal music is 
inherent in the tribal tradition and can be learned without musical script.’67 

Because the students came from many tribes, speaking different languages, Ballard 

devised a system to phonetically teach the group songs in Quapaw, Zuni, Creek, 

Cherokee, Mojave, and other languages. Besides singing, members danced, 

pantomimed, and recited their poetry during performances. The group performed often 

around New Mexico and in other locales around the country. Recorded Publications 

Company released a recording of the group. The repertoire included a number of 

traditional songs: “Acoma Rain Song,” “Quapaw and Kiowa Peyote Songs,” “Hopi 

Dance Songs,” Hopi Buffalo-Dance Entrance,” “Quapaw Indian Face Dance Song,” 

“Mohave Bird Dance Song,” “Osage Soldier Dance Song,” “Zuni Sunrise Song,” “Creek 

Indian Duck Dance Song,” and “Chilicat Bear-Raven Song.”68 Later, former members of 
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the choir would create similar ensembles at other institutions and even borrow 

repertoire from the original group. Mark Romancito, a former student of Ballard’s at the 

IAIA, formed the Bala-Sinem Choir at Fort Lewis College, Durango, Colorado, and 

released recordings through Canyon Records.69 

Life in Santa Fe 

Although Louis Ballard and Ruth Doré only met in the summer of 1963, her 

concert travel plans may have inspired him to compose a new work. Doré’s 

performances at Aspen were well received and she “repeatedly received praise from 

outstanding Spanish artists for her rare interpretations of their music.”70 She was so well 

received in fact that she was invited by the Spanish Government, and planned on 

attending, the International Music Festival in Santiago de Compostela, Spain. According 

to Kershaw, Ballard’s new work was connected with that very same same city. Espiritu 

di Santiago, was a self-accompanied song for a Spanish folk singer on guitar. In an 

interview with Kershaw, Ballard revealed the source of inspiration for the work to be 

Saint James the Great, the patron saint of Spanish Conquerors, whose shrine is the 

cathedral in Santiago de Compostela. The work was later arranged for mixed chorus, 

flute, guitar, and piano.71 

In 1964 Ballard and his first wife Delores divorced; he endured the dissolution of 

his marriage by throwing himself into his work: new works were composed, he and Ruth 

Doré frequently performed the piano preludes, an orchestral work was premiered, he 
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continued to present the students of the IAIA in local performances, and received an 

important commission for a second ballet. Doré was “back by popular demand” in 

January, performing more Spanish piano music. A recital was held in the St. Michael’s 

College Playhouse as one of the Youth Concerts of New Mexico series. She had 

performed a recital at the IAIA in November and this concert given on January 15th, was 

in preparation for a recital in Carnegie Hall on February 29th. According to Don H. 

Peterson of the Santa Fe New Mexican the concert was a success. He complimented 

her “fine speaking” and “excellent” piano playing. The program consisted of the 

following: Enrique Granados’ Spanish Dances, Minueto, Oriental, and Zarabanda, 

Carlos Surinach’s Spanish Song and Dance No. 1 and Spanish Song and Dance No. 3, 

Isaac Albeniz’ Cadiz, Tango in D, Malagueña, Seguidillas, and Leyenda, Ernesto 

Lecuona’s Gitanerias, and two of Ballard’s “12 Indian Preludes,” Tohkan-ne and 

Nikatohe.72 Louis himself played some of the preludes the following day, January 16th, 

during a lecture for the Women of the Symphony. “The Contribution of Indian Music in 

the Milieu of American Culture” was illustrated with recordings of his music students and 

performance of three of his piano preludes. Doré was a guest at the lecture and 

luncheon.73 Ballard was also busy building a relationship with the local orchestra. In 

February the Santa Fe Symphony, under the direction of conductor Bernard 

Rubenstein, sponsored a competition for young performers. The applicants were 
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informed to “confirm the suitability of the concerto selected with Louis W. 

Ballard…Chairman of the Auditions Committee.”74  

During the spring of 1964, the composer was sent to Europe for a series of 

performances. The U.S. State Department, the Swiss Government and an unnamed 

private corporation sponsored the lecture-concert tour, “American Music Today.”75 

During his visit, he used his Indian name, “Grand Eagle” or Honga-No-Zhe, dressed in 

buckskin and feathers to provide the Swiss with an opportunity to see and converse with 

a real “red Indian.” He entertained his audiences with stories and songs about Indians in 

a program called “Live like an American.”76 The performance of an orchestral work by 

the Santa Fe Symphony, originally scheduled for March, was being postponed until 

April, when the composer returned from his trip. 

The world premiere of that orchestral work occurred on Sunday, April 12th, 1964, 

and was also Bernard Rubenstein’s last performance conducting the Santa Fe 

Symphony. The new work, Fantasy Aborigine No. 1 (Sipapu), shared the program with 

Handel’s Concerto Grosso in B Flat Major, Op. 3, No. 2, and Beethoven’s Violin 

Concerto in D Major, Op. 61 with Norman Paulu of Oklahoma as the soloist. Don H. 

Peterson of the Santa Fe New Mexican reviewed the concert. His praise for Ballard’s 

work, “the high point of the evening,” was lavish and was likely coached by Louis or 

Ruth Doré. Where other reviewers may be inclined to general remarks, Peterson is 

much more informed. 
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It makes you want to hear it again and again…The piece is not based 
exactly on American Indian folklore, but it is based on Ballard’s deep study 
and conception of Indian folklore music…The score was pictorial, and 
explicit…daybreak in the pueblo, daylight activities, and the pulsating 
percussive rhythm of the dance to end the work…At times…the work 
seemed derivative of Hindemith and Bartók…In the section where Indian 
instruments were used and the rhythms of the Pueblo tribes came into 
focus, the work achieved a note distinctly its own…gourds and scrapers 
and other instruments set the blood to beating faster…a very fine modern 
composition. I predict you’ll be hearing more of it – and more of the series 
Ballard intends: this is after all, No.1.77 

The subtitle of this first fantasy in a series, Sipapu, from the Hopi word sipápuni, the 

ceremonial hole in the floor of a kiva, represents the opening from the underworld as 

described in emergence myths.78 Years later Ballard mentioned the work in another 

article. 

The work was dedicated to the conductor of the Santa Fe Orchestra who 
commissioned the score – Bernard Rubenstein…’We were both aspiring 
young artists in Santa Fe, caught up in the culture of the Southwest. I 
even remember he helped me copy parts of the score,’ Ballard said.79 

Throughout his career he composed six works under the title Fantasy Aborigine. The 

composer discussed the significance of the series years later in Ruth Doré’s article in 

Artspace. 

One of Ballard’s most ambitious projects is his ongoing saga of the 
spiritual transmigration of the Native American experience called Fantasy 
Aborigine…says Ballard, ‘I am attempting to capture the raw power 
encompassing the mythological universe of autochthonous America in 
new sound, rhythmic and architectural dimensions.’80 
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Later that spring Louis presented another performance with students of the IAIA 

and participated in commencement. On April 22nd Louis Ballard and thirty-five students 

from the IAIA performed again at St. Michael’s College, this time in the gym. It featured 

an Indian Love Flute Pantomime and Apache Mountain Spirit Dance. The 

commencement speaker at the IAIA on May 26th, 1964, was the commissioner of the 

Bureau of Indian Affairs, Dr. Philleo Nash. A photo on the front page of the Santa Fe 

New Mexican includes Nash, Dr. George A Boyce, and Douglas Hyde Lewiston, 

president of the graduating senior class. During the program, Ballard directed the school 

orchestra in an unnamed musical selection. 

Two works were composed in 1964 and later published by the Bourne Co., New 

York: Scenes from Indian Life and The Gods Will Here. Scenes from Indian Life was 

originally an orchestral work and the composer later arranged two band versions, easy 

and advanced. The piece is in three movements: I. “Two Indians, One Navajo, One 

Taos,” II. “Building A Wall, Adobe House,” and III. “Indian Friends Finish The Wall.” The 

premiere of the work occurred a few years later when, according to one article, Howard 

Hanson conducted the Eastman-Rochester Symphony Orchestra on May 2nd, 1968, at 

the Eastman School of Music in Ballard’s “Scenes From Indian Life – Peyote Visions.” 

Such an important musical figure performing a work of Ballard’s is significant but this is 

one of the few mentions of Peyote Visions. It is unclear if this has any connection to 

Percussion Ego: Peyote Visions, was a subtitle for the work, a title of a movement, or a 

separate work. 

The other work composed in 1964 was the choral cantata The Gods Will Here. 

The work is for soloists, mixed chorus, piano or orchestra, and percussion. It was 
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commissioned by the William Jewell College and premiered by the school’s choir in 

Liberty, Missouri on May 12th, 1964. Louis Ballard dedicated the work to Wesley Forbis, 

the choir director and his old college roommate. The text for the work is taken from a 

poem “Man Is Here, Here Is Man,” by his colleague at the IAIA, Lloyd H. New. The 

music makes use of many elements of traditional Native American music, tom-tom, 

gourd rattle, and other native instruments, and includes a melody adapted from a Zuni 

Sunrise song.81 An excellent analysis is included in Kershaw’s dissertation. The Bourne 

Co. published the work in 1966 and again in an orchestral version in 1969.  

On Friday, June 26th, 1964, Ruth Doré was featured in a recital broadcast over 

radio station WNYC and may have made some important contacts for Louis during the 

trip. The Leschetizky Association presented the concert and Ruth dedicated the 

program to New York composer Carlos Surinach. Louis would later study composition 

with Surinach and both composed new works for the Harkness Ballet’s 1965 tour. This 

may also have been the time that Ruth Doré brought a recent recording of Fantasy 

Aborigine No. 1 and ideas for a ballet by Ballard to the choreographer Donald Saddler. 

Without me, there would have been no ballet. Nobody asked for an Indian 
ballet- nobody sought Louis’ services. I brought the ballet to the attention 
of Donald Saddler in New York. The entire story idea was Louis’, aside 
from the musical score.82 

Back in Santa Fe, Ballard attended a symphony event and gave another lecture. 

He was present on September 19th when the Women of the Symphony threw a 

reception for the new Bernard. Barnard Rosenthal was replacing Bernard Rubenstein at 
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the podium of the Santa Fe Symphony. In November, Mrs. Dade Bigbee hosted a 

meeting of the Stephen Watts Kearny Chapter of the Daughters of the American 

Revolution. Two students from the IAIA, Andy Jones and Glenn Lazare, presented a 

program, and Ballard lectured on the potentialities of Indian culture and music as new 

sources for creating American art. 

Koshare and Doré 

Koshare, the second ballet by Louis W. Ballard, was a significant work in the 

composer’s career. It was taken on tour with an important ballet company and included 

in programs along with the works of many significant composers. As discussed here, 

criticism of the work likely altered Ballard’s approach to composing. Louis consulted 

Frank Waters, author of Book of the Hopi, during research for the creation of Koshare. 

The ballet is in 2 movements, about 35 minutes in length, and tells the Hopi creation 

story of “Spider Woman and the Twins” and “Creation of Mankind.”83 He likely received 

the commission for the ballet Koshare from the Harkness Ballet sometime in 1964 

because the work was complete and taken on tour with the group in 1965. Ballard 

relays some of the details as to how the work came about in his later article, “A New 

Ballet.” 

The opportunity presented itself to do a ballet involving leading figures of 
the dance world. Through the encouragement of the great ballerina, Maria 
Tallchief, who shared this dream of the American Indian ballet, it was my 
good fortune to meet Donald Saddler, the leading American 
choreographer of Broadway and ballet world fame. Being part Indian 
himself and proud of this ancestral heritage, and also having wide 
experience with ethnic ballets, this highly trained and gifted young artist 
was the ideal person to stage the work. About this time, my first 
symphonic work, Fantasy Aborigine No. 1, was presented by the Santa Fe 
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Symphony, and the tape of this work was brought to Donald Saddler in 
New York City. Mr. Saddler, assistant director of the Harkness Ballet 
Company, was enthusiastic about the music and asked George Skibine, 
newly appointed director, to hear it.84 

Rebekah Harkness, the American composer, sculptor, and philanthropist, 

founded the Harkness Ballet in 1964. She hired George Skibine, the former ballet 

director of the Paris Opera, dance stars Marjorie Tallchief, Erik Bruhn, and Nicholas 

Polajenko, and choreographers Alexander Danilova, Vera Volkova, Alvin Ailey, Donald 

Saddler and others. The 1965 tour included three months in Europe with stops in Paris, 

Barcelona, and Lisbon and plans were made to tour South America and the U.S. the 

following season. Donald Saddler choreographed Koshare and it was in good company 

during the tour. Other works the group prepared were:  The Daughters of the Garden, 

also choreographed by Saddler to music by Ernest Bloch, The Dybuk by Sophie Maslow 

to music by Robert Starer, Macumba by Alvin Ailey to music by Rebekah Harkness 

herself, an untitled work by Alwin Nikolais, Sebastian by John Butler to music of Menotti, 

Free For All by Stuart Hodes to music by Paul Bowles, a new work by William Dollar to 

a new score by Paul Creston, another by Karoly Barta to Liszt, and Venta Quemada 

(The Burned Inn) by George Skibine to new music by Carlos Surinach. 

Also in 1965, the IAIA was receiving national attention. The faculty organized the 

first American Indian Arts Performing Festival held in the Interior Department 

Auditorium, Washington D.C., April 22nd-27th. Led by Lloyd H. New, Rolland Meinholtz, 

Jim McGrath and Louis Ballard, the students presented arts and crafts including 

paintings, pottery, ceramics, textiles and jewelry, and performed dances, chants, 
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pantomimes, and poetry. Louis was the assistant director. One of the presentations, a 

musical-poetry-dance drama, was called Catch the Eagle, Feather the Shrine.85 

Louis W. Ballard participated in a colloquium at a meeting of the Society for 

Ethnomusicology on Friday, November 12th. The chairman of the colloquium on 

“Gesture Languages and Melodies” was Gertrude P. Kurath. “Hand Codes of Native 

America” was the title of the first lecture of the session. Then, Ballard presented his 

“Oklahoma Stomp Dance Antiphonal Gestures,” followed by David McAllester’s 

“Comanche Sign Language and Apache-Navajo Ritual Gestures.” Antonio Garcia and a 

group from the San Juan Pueblo closed the session with a discussion of “Tanoan 

Gestures of Invocation.” Later that evening Ballard led IAIA students in a program of 

American Indian dances. 

On December 6th, 1965, Louis W. Ballard wed Ruth Doré in Santa Fe. Lloyd New 

was the best man and attendees included Mrs. George Boyce, wife of the IAIA director; 

Mrs. Stewart Udall, wife of the Secretary of the Interior; and Mrs. Fred Massey, wife of 

the Assistant Commissioner of Indian Affairs. Ballard’s daughter Anne was the flower 

girl, and his two sons, Louis Anthony Ballard and Charles Christopher Ballard, also 

attended. Ruth Doré, born Ruth S. Levy, was the daughter of Theodore Levy. The 

famous magician adopted his stage name, Theo Doré, and wrote numerous articles and 

a book, Magical Memoirs. As a child Ruth was also a magician and was the youngest 
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USO performer during World War II.86 Additional biographical details are found in 

program notes for an all-Ballard concert, written by Ruth Ballard herself. 

A protégée of the great woman pianist, Alicia de Larrocha, Mrs. Ballard 
attended the musical festival at Santiago de Compostela, in Spain, at the 
invitation of the Spanish Cultural Ministry, and studied and performed the 
classical Spanish piano repertoire, which she had performed with 
distinction here in Santa Fe, New York, and throughout the Mid-West on 
concert tours. She is also a writer of numerous articles on music, and 
teacher. She received her training from Joseph Raieff at the Juilliard 
School of Music and from Professor Bruno Eisner, as well as from Dr. 
Edwine Behre of the Leschetizky School of Music, New York. She has 
concertized as soloist with Keyboard Masters, Radio program, of New 
York.87 

From the beginning, Ruth was very involved in the professional life of her 

husband, writing letters on his behalf, promoting his work, and keeping an archive of his 

activities. She was also co-founder with Louis of The New Southwest Music 

Publications and ran his first website, NSMP.com. Browner notes that the union was 

beneficial for Louis. 

Marriage to her profoundly influenced his future career in two ways: 
access to her father’s assets, which eventually enabled Ballard to 
compose full-time without financial worry, and her involvement in his 
career, specifically as a self-designated personal assistant, manager, and 
publicist.88 

The Gods Will Hear must have been part of the repertoire for the choir of William 

Jewell College in the spring of 1966. Ballard played a recording of the group performing 

the work as part of a lecture for the Santa Fe Community Concert Association’s 
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membership campaign in February.89 The premiere of the work was given in Liberty, 

Missouri, on March 25th.90 Wesley Forbis, the dedicatee, directed the performance. 

In February of 1966, students of the IAIA performed a program to benefit the 

March of Dimes. It included student groups such as the Plains Indian War Dance Club, 

Feather of the Four Winds folk music group, and the E-Yah-Pah-Ha Indian Chanters, 

conducted by Ballard. Then, on Sunday, February 13th, the E-Yah-Pah-Ha Indian 

Chanters and the Pow-Wow Club presented another performance at the Museum of 

New Mexico’s St. Francis Auditorium. Ballard was “highly commended for his musical 

arrangements and for a program which retained the spontaneity and liveliness of Indian 

music within the confines of a theatrical performance.”91 

On February 19th, 1966, the Harkness Ballet left for Nice, France to begin its 

second European and North African tour. Stops planned were to include Cannes, 

Barcelona, and Tunis. The repertoire was the same as that of previous year; one final 

ballet by Robert Scevers with music by Saint-Saëns was added to the repertory.92 For 

Koshare, Ballard flew to Barcelona to conduct the performance on May 10th at the Gran 

Teatre del Liceu. 

On April 17th, 1966, he led another group of performers from the IAIA in a benefit 

for Student Concerts, Inc. The organization formed to bring free concerts to 

schoolchildren in Los Alamos and was funded by the Harvest Moon Ball and other fund-

                                            
89

 Ann D. Clark, ed., "Community Concert Enrollment Drive Opens With Workers Dinner At Elks Club," 
Santa Fe New Mexican, February 24, 1966. 

90
 "Composer Louis Ballard's Work To Be Premiered In U.S. And Spain," The Taos News, April 28, 1966. 

91
 Robert Ewing, "Indian Arts Students Generate Excitement," Santa Fe New Mexican, February 16, 

1966. 

92
 Clive Barnes, "Harkness Dancers Take Wing for Nice And Tour of Europe," The New York Times, 

February 20, 1966. 



 95 

raising events. The presentation by Ballard and 50 students from the IAIA included 

songs, dances, and pantomime. 

Also in April 1966, the composer prepared the score for Washington Festival 

Suite at the Helene Wurlitzer Foundation.93 The foundation touts itself as being one of 

the oldest artist-in-residence programs in the country. The work was being composed 

for the season’s opening at the Carter Barron Outdoor Theater of the Second Annual 

Festival of the Arts of Indian America in Washington D.C. The festival ran from June 1st-

6th, 1966, and the suite was performed by a twenty-piece ensemble, which included 

Pueblo Indian drums, rattles, bull roarers, notch sticks and flageolets along with 

standard orchestral instruments. The work may have been performed as part of the 

dance drama, Sipapu, which was a collaborative effort of IAIA students and faculty.94 

The festival also included a “Young Indian Painters Show” held at the Institute of 

Contemporary Arts, an “Evening of Poetry and Storytelling” by faculty members Allan 

Houser and Otellie Loloma, and an IAIA Faculty Exhibit at the Center for Arts of Indian 

America in the Interior Department Building. The festival was composed and produced 

by IAIA faculty Rolland Meinholtz the drama director, Lloyd New, and Louis Ballard. 

New reveled that the performance represented an “abstracted concept of the basic 

values of Indian culture.” The production was premiered at what was likely a dress 

rehearsal in Santa Fe on May 24th. An article in the Santa Fe New Mexican gives a 

synopsis: 
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From the opening scene among the under world, to the finale in which the 
casts build an entire pueblo on stage, the libretto is based on themes of 
origin and emergence common to many Indian cultures, New points out. 
As the Drama opens, the cast is grouped on a tiered stage suggesting the 
under world, the middle world, the upper world. From the under world – 
where people are nebulously formed, part animal or bird – the dance 
group moves to a higher level into a Navajo Yei Bei Chei dance. Rising 
then onto the upper level of light, the chorus sings of the emergence. Sun 
Father and Coyote, figures common in many tribes, appear. Animals take 
shape. The second act, New explains, opens with an Oklahoma Cherokee 
stomp dance, and progresses into a love scene between Coyote and 
Indian girl. Then follows a witchcraft scene including the Alaskan shaman 
curing dance, followed by the Plains Gourd dances and Apache Gahns 
(Mt. Spirit) dance, building to the finale.95 

Louis W. Ballard continued to study various aspects of composition with 

prominent composers. According to Kershaw he studied orchestration with Mario 

Castelnuovo-Tedesco in Hollywood in the summer of 1966 and, in later years, with 

Carlos Surinach and Felix Labunski.96 In September of 1966 Labunski was visiting 

Santa Fe, New Mexico, working on Polish Renaissance Suite, a work commissioned by 

the conductor of the Cincinnati Symphony, Max Rudolf, scheduled for its premiere in 

January of 1967. The elder composer had also spent time previous summers at the 

Helen Wurlitzer Foundation in Taos. About this time, three local orchestras scheduled 

another Labunski work, Canto Di Aspirazione (Song of Aspiration), for performances: 

the New Mexico State University Orchestra, the Roswell Symphony, and the New 

Mexico Chamber Orchestra. Labunski was born in Poland and studied in Warsaw and 

Paris with Paul Dukas and Nadia Boulanger. He came to U.S. in 1936 and taught 
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composition at Marymount College, the Cincinnati College of Music and the College-

Conservatory of Music at the University of Cincinnati.97 

From Wednesday, October 5th through Saturday, October 8th the Harkness Ballet 

offered more than a dozen ballets during its San Francisco debut at the Geary Theater. 

The repertoire for the four days included much of the groups standard repertoire and 

some new works: Brian Macdonald’s Canto Indio to music of Carlos Chavez, John 

Butler’s After Eden to music of Lee Hoiby, Michael Smuin’s Highland Fair to music by 

Malcolm Arnold, and Alvin Ailey’s Ariadne to music by Andre Jolivet. Koshare was 

performed Friday night and twice on Saturday.98 

Another Ballard work, Spider Rock, for tenor and piano was also completed in 

1966 under the nom de plume “Joe Miami.” The pen name refers to a town close to 

Louis Ballard’s birthplace, Miami, Oklahoma. Miami is also the name of another tribal 

center bordering the Quapaw area in Oklahoma. According to Louis A. Ballad, 

It was a pseudonym for him. I think they were for his more country and 
western songs. He would sometimes compose songs with lyrics that had 
more of a country western style.99 

Early in 1967 the Harkness continued to perform Koshare on their second tour of 

the United States and an article revealed more details about the work. The ballet was 

performed in Philadelphia, Washington D.C., Houston, Oklahoma City, and Chicago 

from January through March. The group was scheduled to give five performances to 

benefit the Center for Arts of Indian America whose purpose was to 
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preserve the traditional and classical elements of Indian arts (dance, 
music, literature, fashion, architecture) and, through scholarships, to 
provide Indians the opportunity to develop their natural artistic abilities and 
to contribute them to the cultural fate of the United States.100 

The article also includes additional discussion of the ballet’s genesis. 

The music is based on songs and dances of that tribe; the choreography 
is more pantomime than a ballet because of the wild ritual dances. The 
characters seem almost dehumanized under their strange masks, evoking 
fabulous beings, spirits, and semi-gods…Koshare was inspired by the 
mythology of the ancient Hopi Indians and depicts the evolution of the 
Hopi tribe. Choreographer Donald Saddler based his work on actual Hopi 
dances. More authentic touches: orchestrations employing Indian musical 
instruments and a brilliant performance by Indian ballerina Marjorie 
Tallchief, sister of the world-famous Maria Tallchief.”101 

Clive Barnes of The New York Times reviewed the opening performance on 

January 31st in Washington D.C. and noted the importance of Koshare as a benefit for 

the Center for Arts of Indian America and that Mrs. Lyndon B. Johnson attended the 

event. He liked some of the other works performed, but he was none too impressed with 

Koshare. 

The good intentions of ‘Koshare’ were never in doubt, but unfortunately it 
proved a bore. Indeed it never should have left the reservation. There was 
little here of the immediacy of primitive ritual and nothing of the intense 
reality that folk art can occasionally provide…the orchestra and the 
dancers went through their duties…the ballet’s absence of any strong 
creative force made even their best efforts look and sound perfunctory.102 

This disappointing review by an important critic was followed by a long overdue 

condemnation of the work. Charles Loloma, a Hopi and a former colleague of Ballard’s 

at the IAIA, attacked Koshare for the use of ceremonial masks in the performance. 
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Apparently Loloma was unaware that performances of the work had been occurring 

since early in 1965. His criticism came after a brief article by Ruth Ballard in the Santa 

Fe New Mexican titled “Koshare Ballet’s ‘Real’ Premiere Closer to Home.” Ruth’s article 

opens with an editor’s note which states that Koshare had it’s American premiere on 

January 31st in Washington D.C., which is incorrect. The work was previously preformed 

in San Francisco in October of 1966. The “real premiere” Ruth Ballard was speaking of 

was the performance in Oklahoma on February 26th, 1967. 

For this ballet will be returned at last to the people whose cultural climate 
and reverence for their native traditions engendered the need for a new art 
form indigenous to the great Southwest.103 

The article continues with a discussion of the importance of Koshare as a 

“momentous event in the cultural progress of our history” and with recollections of the 

genesis of the work. Louis, Ruth, and Donald Saddler visited the Hopi reservation to 

collect materials and ideas for the work. 

I can still remember Donald Saddler, the choreographer, sitting on the 
third Mesa of the Hopi reservation (with permission of Charles Loloma and 
the gracious Hopi people) dining on proffered watermelon with tact and 
diplomacy. 

It also reveals that the three spent some time at Rebekah Harkness’s Watch Hill estate, 

rehearsal space for the Harkness Ballet, preparing the ballet for performance. 

On February 26th, 1967, the Harkness performed Koshare during Oklahoma’s 

Festival of the Arts, a year-long celebration of the 60th anniversary of statehood and 

Loloma’s reaction to Ruth Ballard’s article ran in the Pasatiempo section of the Santa Fe 

New Mexican on February 26th titled “Hopi Indian Objects to Use of Masks in ‘Koshare’ 
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Ballet.” In the article Loloma reveals that he felt as though Ballard et al. acted 

deceitfully. Rather than sticking with the criticism the article often falls into superficial 

attacks on Ruth Ballard’s article, Louis Ballard, his music, and Donald Saddler. Ruth 

Ballard’s article only mentioned Loloma once and never mentioned the masks. 

Apparently Loloma had “told Ruth Ballard, Mr. Ballard, and Mr. Saddler that masks 

should not be used in the ballet they were planning,” and that they “went behind my 

back…which is dishonest to me and disrespectful to the Hopi people.” He also felt that 

his name had no place in Ruth’s article because it did not reveal his “objections to 

imitation as being creative art and my warnings against using masks in a disrespectful 

way.” Loloma quotes Barnes review, adding that the work was probably a bore because 

it was “meaningless imitation.” In closing Loloma states: 

I have been and I always will keep on supporting the true creative artist, 
but I must object when imitation is put up in place of creativity. It has 
always been my position that all Indian people should be protected in what 
they have created and what belongs to them. We Indian peoples are of 
many different cultures, and it is important that we respect each other in 
our ways just as it is important that we ask for and give respect to other 
peoples. Creative art comes into being through the artists, not by imitation. 
To this artists have a responsibility.104 

Ruth responded in another article on March 5th titled “More on ‘Koshare’ Ballet 

Issue: Mrs. Ballard Writes Response To Chas. Loloma Criticisms.” She defends her 

husband’s music first: 

Loloma never saw or heard the ballet, yet calls the music ‘only 
meaningless imitation’…Mr Loloma claims that Mr. Ballard came to the 
Hopi reservation and ‘took’ the songs of the Hopi’s for his own ‘selfish’ 
purposes. I would like to know…how a composer could ‘take’ one Hopi 
song (there was only one that Mr. Ballard heard that day on the 
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reservation) and create out of it a symphonic tome poem for a 56-piece 
orchestra? Even Beethoven and Schubert could not do that.105 

Later in the article she defends Saddler’s choreography on similar grounds: 

Mr. Saddler has certainly not ‘imitated’ Hopi Dance. Hopi Dance includes 
two or three basic steps. How could these steps be repeated over and 
over again for 25 minutes?106 

She counters Loloma’s quote of the negative review from The New York Times with two 

that praise the work: the first from Ann Holmes of the Houston Chronicle and the second 

from Walter Terry, dance critic for the World Journal Tribune. Ruth adds her own praise 

by saying, “It is comparable to Rite of Spring in daring and originality and uses primitive 

rites as did Diaghilev and Stravinsky with ancient Russian mythology.” 

As for Loloma’s initial objection to using masks similar to those of the Hopi and 

being dishonest in their use, Ruth passes the buck. “Mr. Loloma should direct his 

objection to the use of masks to the people responsible for the production, not Mr. 

Ballard…(he) had nothing to do with the use of the masks, or the choreography or the 

presentation.” Ruth also dismisses Barnes review by saying that he “is an Englishman, 

not acquainted with the Southwestern culture.”107 

The work was well received in Oklahoma and Texas. Later, the Koshare incident 

appeared to have an effect on Ballard’s creative impulses. But, initially, the show went 

on. 

In Oklahoma City, critic Bill Crawford termed the ‘score extremely dramatic 
and well done.’ Houston Chronicle’s fine arts editor, Ann Holmes, wrote 
that Ballard ‘has created a dramatic score – a modern southwestern tone 
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poem of considerable strength, color and mood – enriched, in some 
measures by native sounds.’ Maurice DeVinna, Tulsa World critic, said 
that ‘whether or not the music is self-sufficient – and I am confident that it 
is – it fulfills its purpose superlatively. At time it is very angular, as is the 
choreography. It reaches pitches of excitement, which are genuine. 
Ballard uses Indian rhythms and drumbeats to give convincing 
atmosphere to the Indian theme without being restricted by concern for 
authenticity.’108 

Beginning on March 9th, 1967, the Harkness Ballet performed Koshare at the 

Civic Opera house in Chicago. The company was there for five performances and they 

drew from a repertoire of 17 ballets. A mixed review came from Thomas Willis of the 

Chicago Tribune. 

The settings and costumes were vivid and occasionally imaginative, with 
one show curtain in particular a stunning replica of sand painting. The 
music, too, was better than expected, with few of the tom-tom clichés. 
Neither the Spider Woman’s descent on a trapeze for the creation of man 
or the dance of the yellow-beaked eagle projected beyond the costume, 
however, and the fertility dance produced only a bountiful crop of corn.109 

In May 1967 Howard Taubman of The New York Times visited the IAIA. The 

purpose of the visit was to examine the effectiveness of the school and the various 

activities of the students. Taubman approved of the progress so far. He was particularly 

impressed with Ballard’s choir at the school, the E-Yah-Pah-Hah Indian Chanters. 

They sang Pawpaw [Quapaw], Hopi, Zuni, Navajo and Acoma songs, 
accompanying themselves with drums, and gave them vigor and 
affection…arrangements added some justifiable sophistication to the 
originals…nowhere did the essential truth and emotion of these tribal 
songs seem violated.110 
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In June 1967 Ballard returned to La Grande for the 8th Annual Indian Festival of 

the Arts. The festival ran from June 23rd through the 25th and Ballard, “Quapaw Indian 

pianist, composer, and dramatist” was scheduled to direct an “outstanding evening 

program.”111 The philosophy of the festival is summarized at the end of a brief 

advertisement from the Christian Science Monitor and could also describe Ballard’s 

personal philosophy. “Today’s Indian is still interested in his colorful heritage. But he is 

more interested in taking his place in modern society.”112 

The Four Moons 

The residents of Santa Fe received an update on the activities of Louis Ballard in 

an article, “Louis Ballard Composes for Famous Indian Ballerinas,” from the Santa Fe 

New Mexican, June 18th, 1967. In it, the composer reveals many details of the work in 

progress. The new ballet, The Four Moons, was being composed 

for four Oklahoma ballerinas of Indian descendants who have achieved 
major positions in the world of dance: Yvonne Chouteau, (Cherokee) 
formerly leading ballerina of the Ballet Russe de Monte Carlo; Rosella 
Hightower, (Choctaw) formerly prima ballerina with the Marquis de Cuevas 
Ballet Company and now head of the center for Classical Dance in 
Cannes, France; Moscelyne Larkin, (Shawnee) formerly featured ballerina 
with the original Ballet Russe de Monte Carlo and now artistic director of 
the Tulsa Civic Ballet; and Marjorie Tallchief, (Osage) guest ballerina with 
the Harkness Ballet Company.113 

He also stated that The Four Moons would not be an “ethnic” ballet. It is 

interesting to note that his first two ballets, Ji-jo-gweh and Koshare both used stories 

from Native American mythology. Ji-jo-gweh told an Iroquois story and Koshare the 
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Hopi creation story. The Four Moons is not based on mythology or a folktale; it is a 

historically based work depicting The Trail of Tears. Perhaps Ballard was trying to be 

cautious after the criticism received for his previous ballet, Koshare. Furthermore, the 

composer may have felt safer creating works depicting tribes closer to his childhood 

home: the Cherokee, Choctaw, Shawnee, and the Osage. These were tribes he grew 

up with in Oklahoma. He was part Cherokee, his first wife was Osage, and he was likely 

associated with members of these groups as well as the Shawnee and the Choctaw 

from pow-wows and other gatherings. 

The article also reveals the basic structure of the work. “The approximately 22-

minute-long composition will begin with a pas de quatre, separate into the solos of each 

performer, and recombine in a finale.” Each of the four solos was created to “convey the 

spirit and characteristics of the tribe she represents”: Chouteau’s dance, choreographed 

by her husband Miguel Terekhov, expresses the “erudite, poetic, and lyrical nature of 

the Cherokee…the evocation of the legendary ‘Trail of Tears’”; Tallchief’s solo is a 

pavane, choreographed by her husband George Skibine, and shows the “dignity, pride 

and nobility of the Osage”; Hightower’s section, which she choreographed herself, is a 

“gay, spirited Indian inspired waltz, expressing the joviality and gregariousness of the 

Choctaw”; and Larkin’s solo, choreographed by her husband Roman Jasinski, has the 

“quick, nimble and wily” characteristics of the Shawnee tribe. Additionally, the composer 

thwarts future criticism by coining a new name for his compositional style and by 

denying connection to any specific tribal elements. 

Ballard considers the composition a totally new direction for American 
Indian music – a sort of ‘Indian Classicism’ combining modes and rhythms 
found in traditional Indian vocal music with classical European musical 
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forms. Its mood will be abstractly evocative and will have no specific story 
content.114 

He distances the work from traditional Native American culture by noting that, “In Indian 

cultures and dances, the male has traditionally carried the predominant role, in 

costumes, music and movement. However, in Ballet, the feminine lead dominates the 

scene.”115 Although this was also the case in Ballard’s other ballets he makes a point to 

mention it here in the article. 

Ballard and Ruth attended a reception in the Governor’s Mansion in Oklahoma 

where he revealed to the attendees that, “The ballet will take the form of a pas de 

quatre, and will be the first such dance of the past century. The last was written by 

Pugni, about one hundred years ago.” Also at the reception Ruth or the composer 

performed excerpts from the new work at the piano. A photo in the Miami Daily News-

Record shows Louis at the piano playing for the conductor Franco Autori, Mrs. Autori, 

Mrs. Demey Bartlett, and Ruth.116 The ballet was scheduled for performance in October 

with the Tulsa Philharmonic and again in November with Guy Fraser Harrison and the 

Oklahoma City Symphony. Ballard was awarded a grant for $1,560 from the National 

Endowment for the Arts for the preparation and copying of the score. 

On September 22nd, 1967, Maria Tallchief received the Indian Achievement 

award from the Indian Council Fire. She was the first Osage and the eighth woman to 

receive the award. It was established in 1933 at Chicago’s Century of Progress. Louis 
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Ballard was the speaker for the event117 and would later win the award himself in 1972. 

Maria Tallchief was to be the fifth moon in The Four Moons but stopped dancing prior to 

the event.118 Her sister, Marjorie Tallchief, had leading rolls in Koshare and The Four 

Moons. 

The Four Moons was premiered at the Tulsa Municipal Theater on October 28th, 

1967, as part of Showcase ’67 in celebration of Oklahoma’s 60th Anniversary of 

Statehood. Franco Autori conducted the Tulsa Philharmonic Orchestra. The souvenir 

program book includes copious program notes by Ruth Ballard. The ballet is divided into 

four sections: “Overture (Landrush, Statehood, Pow-Wow),” “Dance of the Four Moons,” 

“Solo Dances (Shawnee, Choctaw, Osage, Cherokee),” and “Finale (Pas De Quatre).” 

The curtain is an authentic replica of an Indian blanket design, adapted to 
theatrical purpose. The Four Moons symbolizing the four ballerinas whose 
tribal ancestors reached Oklahoma Territory from four different directions, 
has significance in Indian mythology as The Four Seasons, or Four 
Directions of Life. The four Moons dance in the ceremonial dances of the 
Pow-Wow. Hypnotized by the intoxicating spell, they assume the spirit of 
their tribal ancestors.119 

The cover of the souvenir program features a painting by the self-taught Muskogee 

Creek-Seminole artist, Jerome Tiger, which he had only named verbally as The Life of 

the Four Moons (Figure 3-5). In later discussions of the work and of Tiger, it is simply 

referred to as The Four Moons. The program also includes Tiger’s interpretation of the 

painting. 

Starting from the left, and reading up to the top figure: All Indian maidens 
are symbolic of life. The first maiden is depicted in a bowing position in 
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appreciation of the dramatic creation of life. The second Indian maiden 
depicts the beginning of life as she runs fleet foot through the evening. 
The third Indian maiden depicts life at its peak, beautiful and graceful. The 
fourth Indian maiden depicts the climax of life as she arises majestically to 
the spiritual world.120 

This was the last work the young painter was to produce. The 26 year old “playfully 

pointed what he believed to be an empty pistol to his forehead and pulled the trigger. He 

died immediately.”121 Governor Dewey F. Bartlett suggested that the festival be 

dedicated to Tiger. A promotional photograph from the personal collection of Ardina 

Moore shows the four ballerinas posing in imitation of the painting (Figure 3-6). Walter 

Terry, the eminent dance critic, gave the premiere of the ballet a glowing review in 

World of Dance.  

The score by the Cherokee composer, Louis Ballard, echoed Indian 
rhythms, sonorities, and airs in its formal, classical structure…Mr. Ballard 
conceived the theme of the ballet, designed it, and composed its highly 
effective score…the four…did honor to their race, to their state, and to the 
art of ballet in this fascinating and wholly rewarding Oklahoma Indian 
Ballerina Festival, for in their care the four moons did, indeed, shine 
warmly and brightly.122 

Early in 1968, after much praise for The Four Moons, Ballard was making plans 

for yet another ballet. He was meeting with Zorlich from Santa Monica, California, 

former dancer with Ballet Russo de Monte Carlo and the Grand Ballet Marquis de 

Cuevas, and Suzanne Johnson, a ballet teacher from Albuquerque. The three were 

planning a ballet that would “incorporate the three cultures of our state (New Mexico) – 
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Indian, Spanish, and Anglo Saxon.”123 Nothing ever materialized but the three cultures 

were represented in another project. 
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Figure 3-5.  Jerome Tiger, The Life of the Four Moons, from the collection of the 

Gilcrease Museum, Tulsa, Oklahoma. 
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Figure 3-6.  A promotional photograph of The Four Moons ballerinas taken by Bjarne 

Holm from the collection of Ardina Moore. 
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Louis W. Ballard in Film 

From late in 1967 and into 1968 Ballard once again became interested in 

participating in the creation of films. The first mention of Louis Ballard associated with a 

movie came in August 1967. The composer was to create the music for a film by the 

National Park Service about the history of the Pueblo at Pecos National Monuments. 

According to one article, the film features 

commentary in the form of a narrative poem by Winfield Townley Scott 
and some 60 or 70 paintings by Apache artist Allen Houser. Frank Wilson, 
historian at the monument, has prepared a story board…The U.S. Film 
Service will produce the film, which will use zoom camera technique.124 

In later projects Ballard was active as an advocate for Indian equality in the 

industry, a composer of film scores, a consultant, and a critic of the portrayal of Native 

Americans in a popular Hollywood film. In 1968 he was considered for the composition 

of a soundtrack for a film about New Mexico. SKS, a film company created by Jack 

Schaefer, Gordon Knox, and George Thomas Shupert, was seeking to produce a movie 

based on Schaefer’s book, New Mexico. The trio had already approached Chet Huntley 

to do the narration and “Knox said he anticipates talking with native Indian composer 

Louis Ballard” about an original score.125 

In March 1968 more details were revealed in The Albuquerque Tribune regarding 

the project commissioned by the National Park Service. The film would tell the history of 

the Pecos Pueblo and the music was to represent a fusion of the elements in this state’s 

                                            
124

 "Noted State Composer, Poet, Artist to Work On Pecos History Film," Albuquerque Journal, August 6, 

1967. 

125
 Peter Nabokov, "New Mexico 'Last Different Place in Continental U.S.'," Santa Fe New Mexican, 

February 4, 1968. 



 112 

cultural heritage: the ethnic rhythms of the Plains and Pueblo Indians, the mysticism of 

classical Spanish music and the musical innovations of post-Spanish New Mexico. 

Mr. Ballard, a handsome Quapaw-Cherokee Indian…has been working on 
the music for about six months…inspired by the music of the different 
historical periods; yet to be done is sound synchronization for the 
film…Beginning with the arrival of Spanish conquistador Costaño de Sosa, 
first New World visitor to Pecos Pueblo, the music will support the action 
with authentic liturgies of the time.”126 

The score made use of bullroarers, pueblo drums, rattles, Spanish five-string guitars, a 

shawm, organ and trumpet. In the article Ballard discusses his personal approach for 

creating new works from folk materials. 

You must know the origins of dancing and music or you cannot build on a 
firm foundation. The best way to utilize folk material is to absorb every 
aspect of the culture – dances, songs, language and customs – then to 
create original works embodying the spirit of those people.127 

In an interview with Norman Nadel, cultural affairs writer for Scripus-Howard 

Newspapers, Ballard again talked about his hopes for an Indian Opera. The possibility 

of creating an Indian opera came up a few times but would not come to fruition until 

later in his career. 

What I envision…is an opera written in the Southwest. I would like to 
compose it, but there is the problem of a libretto – a plot – and it is said 
among musicians that the librettists are all in heaven. I’ll have to write my 
libretto myself – like Richard Wagner.128 

William Grant Still 

Ballard met the distinguished African-American composer William Grant Still 

sometime in 1968 at a performance in Rochester, New York. The two began 
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corresponding and developed a friendship almost immediately. Still became a mentor to 

the younger composer; perhaps he felt an affinity for the fellow minority composer. 

Letters in the Special Collections of the University of Arkansas Library, Fayetteville, 

reveal that he was integral to the publication of The Gods Will Hear; the same company 

later published additional works by Ballard. 

Dear Louis: Just a note to tell you how very much we enjoyed your visit 
last week. And how greatly impressed we were with your choral 
compositions which you played for us. To my way of thinking, they open 
up an entirely new avenue in Americana---at least, I have heard nothing 
so effective using the American Indian Idiom in such a creative way 
before. You seem to be destined to blaze a unique trail in our national 
music. I do hope that you will consider sending some of your choral works 
to Mrs. Bourne, of BOURNE, Inc., … to see whether she would be 
interested in publishing them. I have been more than satisfied with her 
handling of my compositions and—if she should prove to be receptive as 
far as your works are concerned—I think you would be too. With all good 
wishes, as always, and our thanks for your visit, I am Sincerely, William 
Grant Still129 

After the work was published Ruth wrote Still and Arvey to thank them for the 

connection and to expound on the Ballards’ plight. 

Dear Verna and Bill, Thank you for recommendation of BOURNE music. 
The Gods Will Hear will be published this year. Louis’ work is very 
gratifying at times, yet he is still a lonely pioneer in the field of Indian 
music and music education…Some people do recognize his contribution 
but the Indian people have a long way to go to understand contemporary 
music as their tribal traditions are still so strong. This is good but they 
must understand music as a separate art form. And the non-Indians must 
change their attitudes toward Indian music. I am Louis’ chief means of 
moral support and at time the burden is almost too much! This year 
several symphony orchestras performed his work for children ‘WHY THE 
DUCK HAS A SHORT TAIL’ inspired by a Navajo folk-tale, with narrator, 
Indian instruments and chant. It was performed recently by the Napa 
Valley Symphony Orchestra (enclosed review) and several Indians were 
invited but did not attend. But it was a success nonetheless. Louis lectured 
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at UCLA a few weeks ago and intended to call you but there was no time. 
His topic was ‘American Indian Music, Art, Religion- a Triumvirate!’ Would 
you consider a trip to Santa Fe. We would be pleased to have you as our 
guests for a week and make your trip as enjoyable and interesting as 
possible. Let us know. Best ever, Ruth and Louis130 

Future interactions between the two composers likely occurred at a number of American 

themed concerts, which featured their works. 

Some Music Lessons for American Indian Youngsters and “Cultural Differences” 

In 1968 Louis Ballard was one of three authors of an important textbook for 

music teachers of Indian children. The other contributors to the text were Maurice 

Peress and Willard Rhodes. Peress was assistant conductor for the New York 

Philharmonic under Leonard Bernstein and Dr. Willard Rhodes was an 

ethnomusicologist, expert in the field of Native American music research, and professor 

at Columbia University. Rhodes contributed recordings of the music of various Native 

American tribes to the Library of Congress and Smithsonian Folkways. Early in 1968, 

Mrs. Stewart Udall, recognizing the need for preserving traditional Native American 

music commented, “we think that at least half of the Indian children don’t even know 

their own music.”131 The organization she founded, The Center for Indian Arts of 

America, was sponsoring tours featuring lectures and demonstrating Indian culture: 

music, drama, dance, and visual arts. The article in the Arizona Republic includes a 

photograph of Udall, Maurice Peress, Dr. Willard Rhodes, and Louis Ballard. The four 
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were meeting at an orientation for Bureau of Indian Affairs teachers to discuss the 

importance of the music and plan the tours.  

Ballard was preparing his part of the textbook and collecting materials for an 

educational packet to teach Native American children the songs of their culture. 

According to Ballard, “For 20 summers I’ve been taping Indian music.”132 One of the 

sources for these songs may have been Harry Walters. Walters, an artist from the 

Museum of Navajo Ceremonial Art, had recently been featured in the The Silver City 

Daily Press earlier that year as he “records traditional Navajo songs for a new music 

education manual, written by Louis W. Ballard.”133 Another goal for the tours was to 

expose Indian children to Western art music. Maurice Peress was given the task of 

organizing four performing groups for the tour: violinist Jack Glatzer, the Dorian 

Woodwind Quintet, the Abby Singers, and the Pheonix Symphony. Peress wanted to 

“stress as much as possible the interaction of Western and Indian music.” Peress cites 

examples of waning national interest in Native American music: “the 1927 edition of 

Grove’s Dictionary of Music has a generous article on the subject, the 1954 edition has 

a bare mention” and that Gilbert Chase’s America’s Music dropped the chapter on 

Indian music in the second edition. Ballard was also preparing a work for the tour “that 

will call for the children to sing simple Indian chants with orchestra,”134 namely Why the 

Duck Has a Short Tail. As a result of these tours, the virtuoso violinist Glatzer and 

Ballard became friends. According to Glatzer: 
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I enjoyed meeting him back in 1968 when on a Ford Foundation grant. I 
gave concerts for students in the BIA schools of the Navajo reservation. I 
had the privilege of hearing a fine work – Ritmo Indio. We became friends 
and I asked him to write a solo violin piece for me.135 

Ballard began work on a work for Glatzer, the Rio Grande Sonata, initially as a solo 

violin work, and then later revised the work adding movements and piano 

accompaniment. 

As a cognate to the tours, Ballard, Peress, and Rhodes wrote the textbook with 

the purpose of providing teachers in BIA schools with examples of lessons designed to 

teach Indian children about music and instructions for teaching the children traditional 

Native American songs. The textbook, Some Music Lessons for American Indian 

Youngsters, was part of a kit that included recordings and filmstrips. The importance of 

this textbook is that it is an example of a curriculum Ballard helped develop while 

working for the BIA. After a brief introduction the chapters are titled: “Seven Music 

Lessons for American Indian Youngsters,” “Four Lessons on Singing American Indian 

Chant,” and “Three Essays on Music & the American Indian.” In the second chapter 

Ballard presents lessons to teach “The Navajo Happiness Song,” “Creek Indian Duck 

Dance Song,” “Quapaw Indian Face Dance Song,” “Papago Indian Elk Song,” and “A 

Navajo Dance Song.” The textbook included transcriptions of the songs, discussion of 

the cultural background of the songs, performance suggestions, discussion of the use of 

instruments, and dance instructions. Because the textbooks were also distributed with 

recordings of the songs this kit can be seen a precursor to materials he would create 

later: Oklahoma Indian Chants for the Classroom, American Indian Music for the 

Classroom, and Native American Indian Songs. The chapter of essays includes a 
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version of Ballard’s “Cultural Differences,” which was slightly expanded and published in 

1969. Another document, “A Music Education Syllabus for use by Kindergarten and 

Elementary Teachers of Navajo Children,” was likely associated with the project and 

later published through NSMP. 

Early 1969 Ballard’s first article appeared in The Indian Historian, a publication of 

the American Indian Historical Society. The theme and title of the article, “Cultural 

Differences: A Major Theme in Cultural Enrichment,” is taken from the early 

philosophies of the IAIA and Lloyd H. New. Numerous documents in the archive of the 

Institute of American Indian Arts reflect the development of this philosophy. It was 

largely a reaction against earlier philosophies of the Bureau of Indian Affairs. In 

Ballard’s view, “cultural differences were not tolerated many years ago, and the Bureau 

of Indian Affairs school is primarily responsible for attempting to wipe out the different 

American Indian culture, its languages, its customs, even its appearance.”136 The new 

philosophy embraced and encouraged cultural difference among the students of the 

IAIA. According to New, “the approach used, stressing cultural roots as a basis for 

individual creativity, is a unique development on the world scene and in our national 

dedication to the enhancement of minority contributions.”137 Others at the school were 

working on curriculums for the young Indian students in art, dance, and literature. 

Ballard was overseeing the development of the music curriculum. 
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“FLAP!” 

Ballard also worked toward filling another need expressed in his article. “Many 

more changes are needed, not the least of which is Indian access to the mass media, 

which is extremely meager today.”138 So, in the same year, 1969, Ballard became the 

founder and president of the First American Indian Films, Inc. in Santa Fe. This may 

have come about as a result of another project. Governor David F. Cargo was 

encouraging movie companies to consider New Mexico as a production location. Ballard 

and Joe Sando of Jemez Pueblo went to Albuquerque to meet with Hollywood film 

company representatives considering New Mexico for the production of “Nobody Loves 

a Drunken Indian.”139 The story and title were taken from a Clair Huffaker novel. Indian 

leaders were objecting to the title but the producer felt that “the film will be beneficial for 

them,” that it was “the most pro-Indian you ever saw,”140 and noted that people who 

objected to the movie when they first saw the title dropped their objections once they 

read the book.141 The producer, Jerry Adler, and Sir Carrol Reed traveled to 

Albuquerque and met with Lou Gasparini, the chairman of the Governor’s movie 

committee; Chuck Mittlestadt, vice chairman; Richard Porn, assistant director of 

Albuquerque Industrial Development Service; Pete V. Domenici, City Commission 

Chairman; C.Y. Falls, Chamber Executive vice president; Joe Sando, and Louis Ballard. 

After the meeting Ballard and Sando discussed creating an Indian film company. Con-

Indio was the original name for the company. 
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The title of the movie “Nobody Loves a Drunken Indian” was soon changed to 

“Nobody Loves Flapping Eagle” as other issues arose. At a meeting between Indian 

leaders and Jerry Adler, Ballard was informed “New Mexicans will not have speaking 

roles in the movie and that plans for a movie workshop apprentice program for Indians 

have fallen through.” The Warner Brothers Seven Arts movie had a budget of $7 million 

and according to Ballard, 

‘In spite of all promises…we now find that New Mexico Indians will be 
hired only as extras and for mob scenes…White men, as usual, are being 
cast in the roles of Indians…We were informed that there are no Indians 
here with professional experience as actors.’ Ballard said he was informed 
that a movie apprentice workshop for Indians, planned in connection with 
the filming, will not be held because of union problems.142  

Adler responded the following day by saying that “most of the top roles in the movie 

have been filled with professional actors who are at least part Indian…he would not 

hesitate to hire a New Mexico Indian for a speaking role who has had professional 

experience” and regarding the workshop “We have made arrangements to open our 

facilities to young Indians to observe…We can’t pay them, and had not intended to.” 

Later the studio announced that Susana Miranda, a “21-year-old East Los Angeles girl 

of Spanish-Indian heritage has won the leading female role in the film” and that she had 

no previous acting experience. The Albuquerque Journal also speculated that the film’s 

title “Nobody Loves Flapping Eagle” would be changed back to “Nobody Loves a 

Drunken Indian” when work in New Mexico was complete.143 The final title for the film 

was simply “Flap.” Apparently things were worked out. A later article states, “For the first 

time Indian apprentices will be used to work side-by-side with Hollywood personnel. 
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Indian students also will assist in production duties.” A press photo from the production 

shows Anthony Quinn on a horse surrounded by a mob of Indians, New Mexican 

Indians (Figure 3-7). 

This experience with Warner Brothers may have stimulated Ballard to establish 

First American Indian Films Inc. An article from the Farmington Daily Times discusses 

details regarding the company. 

Wholly owned, operated and controlled by American Indians this first film 
company of its kind in history hopes to produce theatrical and television 
movies and documentaries for distribution in both America and 
abroad…’We want to tell the true story of the American Indian and his 
culture…We also want to provide job opportunities for the talented ones to 
enter the film industry where their talents lead them,’ Ballard said.144 

Although no films are attributed directly to the company, a few articles mention the 

company as part of Ballard’s work as a “consultant” for other company’s films. Early in 

1969 Louis Ballard also received his second award from the American Society of 

Composers, Authors, and Publishers for his “contributions to American music.”145 
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Figure 3-7.  Anthony Quinn on set of “FLAP!” surrounded by Native American extras 

from New Mexico and Hollywood. 

Ritmo Indio and Why the Duck Has a Short Tail 

Louis W. Ballard’s Ritmo Indio: A study in American Indian Rhythms for 

woodwind quintet was commissioned by the Martha Baird Rockefeller Foundation, 

written for the Dorian Woodwind Quintet, and dedicated to Dr. Willard Rhodes of 

Columbia University. The Bourne Music Company published the work and a painting by 

Oscar Howe, Dakota Eagle Dancer, decorated the cover of the score. The Dorian 

Woodwind Quintet gave the world premiere of the work on Saturday, March 8th, 1969 in 

the Kiva Theater on the IAIA campus in Santa Fe. The concert was presented by the 

Center for Arts of Indian America in Washington, D.C., headed by Mrs. Stewart Udall 

and made possible through a Ford Foundation grant. The Quintet consisted of Karl 
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Kraber, (flute), William Lewis (clarinet), Jane Taylor (bassoon), Barry Benjamin (French 

horn), and Charles Kuskin (oboe and Sioux flute). An announcement of the concert in 

The Albuquerque Tribune notes that the work used the Sioux Indian flageolet, a “lovely 

native instrument, visually attractive with a beautiful tone.”146 Other works on the 

program included: Antonin Reicha’s Quintet in E Flat Major, Op. 88, No. 2, Paul 

Hindemith’s Kleine Kammermusik, Op. 24, No. 2, G. B. Pergolesi’s Trio Sonata No. 1 

for flute, oboe, and bassoon, and Jacques Ibert’s Trois Pieces Brevas. After the 

premiere, Ritmo Indio was going into the group’s repertoire for a tour of the Southwest, 

which included 150 concerts for Indian children in New Mexico and Arizona including 

the Navajo, San Carlos, Pima-Papago, and Maricopa reservations. Ruth’s program 

notes reveal that the work was intended to “bring a representative modern work to the 

concert programs of their current Southwestern tour and for general concert repertoire,” 

and briefly discusses the movements of the work: 

I. The Source – Depicts nature’s rhythms, as the basis for the Chants 
and Dances of tribal music. 

II. The Soul – This section takes its theme from the Tlingit Indian 
“Death Chant” Paddling Song, as the Tlingit Indians of Alaska 
intone the spirit of the dead, as the bodies are borne to other 
shores. 

III. The Dance – The various rhythms of the final section are based on 
the War Dances of the Plains Indians.147 

In her analysis of Ritmo Indio, Tara Browner takes issue with Ruth referring to 

the Tlingit Paddling Song as a “Death Chant.” This source of this appellation may have 

been revealed in a telephone interview with Louis W. Ballard given by Dr. Roger W. 
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Axford on November 11th, 1976, in preparation for his book Native Americans: 23 Indian 

Biographies. 

Will Rogers, who was part Indian…Ballard recalls that ‘Eskimos sang an 
Indian dirge as they brought his body from the plane when it crashed in 
Alaska.’148 

This could explain Ruth’s comment on the second movement of Ritmo Indio found in the 

program notes from the premiere. It is plausible that Louis Ballard could have come 

across the information: Will Rogers was the best man at his grandparents’ wedding, he 

knew Will Rogers Jr., and he was in contact with the Rogers estate when he sought 

permission to use quotations from Will in his choral cantata Portrait of Will Rogers. 

Tuesday, April 8th, 1969, was the Santa Fe premiere of The Gods Will Hear. The 

William Jewell College Concert Choir, under the direction of Wesley Forbis, was on tour. 

The performance received a positive review from Bill Dunning of the Santa Fe New 

Mexican. The repertoire included Latin litanies and chants from the 16th century, three 

songs by New York composer William Schuman, other works, and The Gods Will Hear.  

“Composer Louis W. Ballard and poet Lloyd H. New were both given an ovation” and 

Dunning particularly liked the use of Native American instruments, the drums and bull-

roarers, for their sonic and visual effect.149 

In April 1969 Ruth Ballard responded to an article in The New York Times from 

October 1968. Raymond Ericson’s “What to Teach Indians” contained a couple of errors 

that Ruth wanted to correct. Apparently, Ericson’s statement that Louis Ballard “has 

written a ballet on Indian themes for the American Ballet Theater” was wrong in two 
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respects. The first was the name of the ballet company. He had composed Koshare for 

the Harkness Ballet and The Four Moons for the 60th anniversary of Oklahoma 

statehood. Second, Ruth took issue with the use of the words “Indian theme” to 

describe the work. She says that 

MacDowell, Jacobi, etc., all borrowed Indian themes, but misused them. 
Their ‘themes’ were concocted, pseudo-ethnic, quasi-romantic versions of 
Indian music, which have become falsely associated in the public mind, 
and in some critics’, too, with the true spirit of Indian music, and the 
race.150 

She fails to give any specific information as to why works of MacDowell, Jacobi, 

etc. do not contain the “true spirit of Indian music” like the works of Ballard, Chavez, 

Revueltas, and Villa-Lobos. One may wonder why she suddenly takes issue with the 

statement that a ballet is based “on Indian themes.” Many previous articles include the 

statement that works of Louis Ballard made use of Indian themes. A theme in music 

does not necessarily mean a melody or a rhythm. A theme can also be defined as a 

story or an idea that pervades a work of art. A ballet, such as Koshare, telling the 

creation story of the Hopi is certainly Indian themed. 

Another work, Why the Duck Has a Short Tail: An American Indian Folktale, was 

completed and premiered in Tempe, Arizona, on May 8th, 1969, as part of the 

Communication Through Music tour. The tour was sponsored jointly by the BIA and the 

Ford Foundation and also presented the Phoenix Symphony in concerts at Wingate 

High School auditorium Friday, May 9th at 2, 3:30, and 8 p.m. with more concerts 

planned for the Navajo Community College at Many Farms Saturday, May 10th at 10, 

11:15, and 3 p.m. and at Dilkon School on Sunday, May 11th at 1 p.m. and 2:30 p.m. 
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Maurice Peress conducted, Ma-Ska No-Zhe narrated, and Louis Ballard attended as 

guest composer. Why the Duck Has a Short Tail, for a juvenile audience, is composed 

for orchestra and narrator, and was described as the American version of Peter and the 

Wolf by Ruth Ballard. Louis Ballard discusses the work in an article from the Santa Fe 

New Mexican. 

This work, which is based on an authentic legend of the Navajo people, 
includes narration, Indian chant, and instruments within the framework of a 
modern orchestral composition. It tells the story of the First Indian Man 
upon this continent and of the creation of the mountain ranges. The animal 
characters, which are featured in this story, are the Eagle, Coyote, Bear 
and the Little Duck who sacrifices his beauty in order to help bring the 
magic stones to First Man.151   

Another article gives a synopsis of the work. 

The legend is about an Indian who was to build the mountains. In order to 
build the mountains he had to have magic stones from the bottom of the 
ocean. The magic stones were guarded by a ferocious dragon. The Indian 
asked for volunteers to go for them. Many animals and birds were 
cowardly and wouldn’t go…Then a little duck with a long beautiful tail said 
he would go. He swooped down into the water to the bottom of the ocean 
and quietly gathered the magic stones and was all ready to leave when he 
heard the horrible roar of the dragon. The dragon was so close that he bit 
off the tail of the duck. The duck held on to the magic stones, though, and 
brought them to the Indian, but no longer had a long a beautiful tail.152 

Also in 1969, the E-Yah-Pah-Hah Indian Chanters led by Ballard performed on 

May 13th during a benefit by the IAIA and Santa Fe Council to help eight IAIA students 

travel to France. The 60-member group sang songs of the Southwest, Alaska, 

Northwest, and the Midwest. A brief article, “Use Local Talent,” by Theo Doré of New 

York, appeared in the Albuquerque Journal on July 8, 1969. Doré had recently visited 

the Southwest and was taken by Ballard’s Why the Duck Has A Short Tail. The letter 
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was submitted to encourage Amiram Sheffet, then director of the Young People’s 

Concert Series of the Albuquerque Symphony Orchestra, to perform the work during a 

planned concert of American music. “Not to do this would be to do a grave injustice to 

your native talent as well as lose a valuable highlight to the interesting series of 

concerts.”153 Theo Doré, the magician, was the father of Ruth Ballard. Another article by 

Louis W. Ballard also appeared in the summer of 1969. The article/interview, “A New 

Ballet,” was included among a collection of articles by prominent Indian writers and 

artists in the South Dakota Review. The focus of the article was the genesis of Koshare, 

which was no longer new, and appeared alongside writing of other important 

contributors including Frank Waters, Simon J. Ortiz, Oscar Howe, and Jose Rey Toledo. 

About this time Ballard was considering leaving his position at the IAIA and BIA for a 

position at a college. Louis stated his case in a letter to Tom Hopkins, Chief of the 

Branch of Curriculum for the BIA, in August of 1969: 

This is to inform you that I have received an offer from San Francisco 
State College to head a new Native American Studies Department as full 
Professor. The Vice-President of the College has assured me of a starting 
salary upwards of $15,000 for the academic year, starting September 
16th…my present salary of GS-12-2 is inadequate compensation. If you 
can assure me of an increase to GS-13 by February 1st, 1970 I would 
have justification for refusing this new job offer…I am now completing an 
essay on Indian Music in relation to Bureau Music Education and have 
outlined some tentative music projects in response to your request for 
same.154 

The letter is signed “Louis W. Ballard – Music Curriculum Specialist, Bureau of Indian 

Affairs.” 
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1969-1979: The Bureau of Indian Affairs 

There are songmakers by the hundreds among the Indians on reservations  
– an indication that our musical heritage is very much alive.155 

By September of 1969 two big changes came for Ballard. Although he stated in 

numerous articles that productions of his film company would begin soon, future plans 

for any projects may have been waylaid because of a new position. A brief article in the 

Albuquerque Journal in September of 1969 revealed that Ballard “has been placed in 

charge of music curriculum planning and development for a network of 276 schools of 

the Bureau of Indian Affairs.”156 It also says that he would continue his position as 

director of the E-Yah-Pah-Hah Indian Chanters, as a music consultant for the IAIA, that 

he had plans to publish an article, “American Indian Music and Music Education Today” 

in the Music Educator’s Journal, and listed recent and upcoming performances of his 

works. 

Another article from the same day in the Santa Fe New Mexican announced that 

Ballard was soon to receive the first Marion Nevins MacDowell Award for a chamber 

music composition. The presentation of this award, for his woodwind quintet, Ritmo 

Indio, was scheduled for October 5th. The ceremony, held on the third day of the third 

annual MacDowell Festival, included a performance of the work by the Eastern 

Connecticut Symphony Woodwind Quintet at Mitchell College in New London, 

Connecticut. The composer was present to accept the award from Clarence B. Sharp, 

the president of the Eastern Connecticut Symphony Society. The MacDowell Award is 

given in memory of the widow of American composer Edward MacDowell. Ballard’s 
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work was chosen from thirty entries from sixteen states. The judges were Victor 

Norman, conductor of the Easter Connecticut Symphony, Dana Ewing, first oboist, and 

composer Charles Ewing. Another “premiere” was given the next day back in New 

Mexico when William Kirschke conducted the Roswell Symphony in the “New Mexican 

premiere” of Scenes from Indian Life. 

Thursday November 20th, 1969, Ballard participated in The American Indian of 

the Southwest: His History and Culture, a colloquium at the Albuquerque Academy 

designed to “expose white middle class students to a very rich heritage of which they 

probably aren’t even aware.” Other participants included Frank Waters, the Taos author; 

Joe Sando of the All Pueblo Council; and Jim Morley, director of drama at the University 

of New Mexico. Indian art of Al Momaday and others was on display in the library and 

art department and the colloquium opened with a showing of the film, “The Exiles.”157 

The film follows the lives of a group of young Native Americans living in Los Angeles 

and was premiered at the Venice Film Festival in 1961. The Albuquerque Academy is a 

private school in Northeast Albuquerque. 

In mid-December the composer visited Northern Arizona University to present a 

lecture and a performance of one of his works. He gave the lecture on Monday 

December 15th at the Honors Forum and spoke to the NAU Intertribal Club. The 

following day Scenes From Indian Life was performed at the Northern Arizona 

University auditorium during the Flagstaff Symphony’s annual Pops Concert. Other 

works on the program included Ingolf Dahl’s Quodlibet on American Folk Tunes, Aram 

Khatchaturian’s Masquerade, Wagner’s “Prelude” to Tristan and Isolde, Morton Gould 
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arrangements of “Star Dust” and “Yankee Doodle,” and a suite of selected songs from 

Lionel Bart’s musical “Oliver.” 

Put American Indian Music in the Classroom 

Indian music is part of our folk literature…As such, it should be a part of 
every classroom in America.158 

In March of 1970 an article in the Taos News announced that Ballard was 

awarded a $20,000 work-study grant from the Department of Social Development of the 

Ford Foundation. The grant was to fund Ballard’s work, which included the compilation 

of Indian music for key educational centers and development of ideas through music in 

teaching English as a second language to Indians. 

Specific compositional materials will be provided by Ballard to these 
Centers as well as visits to Reservation areas to conduct music 
workshops and teacher training programs. Indian instruments will also 
play a key role in familiarizing teachers and students alike with the ethnic 
resources of Indian music in the classroom.”159 

The article also reveals the titles of three recent lectures given by Ballard: 

“American Indian Music, Art, Religion - a Triumvirate” was given at UCLA, “Native 

American Resources in the Creative Arts” at Northern Arizona State University, and 

“American Indian Music – Yesterday and Today” at a multi-ethnic resources conference 

at the University of Buffalo. Incidentally, this was likely connected to a set of educational 

materials Ballard contributed to and was later published in 1972, American Indians 

Yesterday and Today: Teaching Pictures.160 The article also states that Ballard’s article, 

“American Indian Music and Music Education Today,” was highlighted in the March 
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issue of the national Music Educators Journal. The title was changed before publication 

to “Put American Indian Music in the Classroom.” The Santa Fe New Mexican ran a 

brief article with a picture of Ballard showing a copy of the journal to Bill Dunning. 

Dunning took the photographs for the MENC article and the cover of the issue.161 Later, 

Ballard was presented a certificate for excellence in journalism by the Educational Press 

Association for the article and another brief announcement of the award including a 

picture of Ballard working in his studio appeared in the newspaper.162 Another lecture 

from 1970, “On the Uses of Indian Chant in Teaching English as a Second Language,” 

was later released through the composers publishing company, NSMP.163 

The Koshare incident came up again in March of 1970 when Charles Loloma 

participated in The First Convocation of American Indian Scholars at Princeton 

University. During a panel discussion of “Native Arts in America” the topic of 

responsibility in new Indian art came up. Loloma used the Koshare incident as an 

example of a contemporary Indian’s misuse of elements from another tribe’s culture in 

the creation of new art. 

We term Kachina as something that we worship, because it has value 
from the spiritual point of view. Well, a choreographer and a young 
musician worked on it for something of this nature. I mean this was to be a 
creative thing…I talked about it and I objected to the use of it in a public 
performance. After I resigned from the institute…I read in a Santa Fe 
paper that this performance had been going on for a long time and then 
performed in Washington D.C., using the Kachina. Well, not only I, but a 
number of people protested against this…I feel that since I respect other 
people’s religion, why I think these people should respect mine…if you 
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want to see something authentic in its own area, you should go to that 
area.164 

A letter from the archive of the IAIA reveals that there were concerns being 

raised regarding Ballard’s legal right to copyright his compositions. Ruth sent a letter on 

May 13th, 1970, to Adele Z. Sandler of the Copyright Department at the Bourne Co. 

Music Publishers, attempting to clarify the issue. 

I am sending copies of this letter to various people in the Bureau of Indian 
Affairs so that we may all be aware of the rights of a composer, such as 
Mr. Ballard, to copyright his own original material…there have been 
unnecessary questions raised…Indian painters and sculptors, etc., have 
always sold their paintings, etc., without any doubt ever being raised as to 
their right so to do…Indian artistic elements of design appear with 
regularity in most Indian contemporary designs…No one ever raises an 
eyebrow. 

Since Mr. Ballard is the only Indian professional composer in the United 
States he is an easy target for those who are jealous of his creative 
musical ability… 

Now for purposes of clarification…let me repeat what I have been told by 
copyright experts…Indian tribal music, as such, is folk-music, and as such, 
is public domain. Transcriptions of Indian music differ from special 
arrangements…one is a notation, and the other, an original presentation. 
In the later…the composer is protected by copyright law, to own his own 
version. 

The special arrangements of tribal songs written by Mr. Ballard are his 
own…the Indian people, the Indian tribes, the Bureau of Indian Affairs, do 
not have any claim whatsoever, on the original music written by Mr. 
Ballard…I hope that this clarifies the situation for all concerned and will 
end the eight year persecution instigated by those who do not know 
anything about the copyright laws of our nation.165 

More works by Louis W. Ballard were performed in the following months. On 

Sunday, May 24th, Edward Lowone directed the Neighborhood Chorus of Pasadena in 
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one of Ballard’s choral cantatas. The concert was advertised as “a concert of three 

West Coast first performances”: Ballard’s The Gods Will Hear, Giacomo Carissimi’s 

Historia di Ezechia, and Rock Mass in E Minor by Hollywood composer/guitarist Larry 

Smith. Ballard was also busy preparing a concert suite version of The Four Moons. This 

new version was performed on June 28th by the Tulsa Philharmonic Orchestra directed 

by Franco Autori at the Tsa-La-Gi Trail of Tears Pageant in Tahlequah, Oklahoma. The 

suite did not entirely omit the dancers. One section was to be danced in this new 

version by Yvonne Chouteau, one of the four original dancers. Louis and Ruth attended 

and thought the performance went well.166 

During July of 1970 The American Forum for International Studies was holding a 

series of lectures, workshops, and field study programs on American Indian culture at 

the IAIA. The events were coordinated by Jim McGrath and included a festival of Indian 

films, workshops in art, language, history, a feast of Native American foods, and a 

performance of a new work by Ballard on July 28th. Ballard was on a leave of absence 

from the IAIA at the time to prepare a book and musical education materials under the 

Ford Foundation work-study grant. Some of these educational materials included Play-

Game Songs, songs in three languages for young children,167 and Pan Indian Rhythms, 

a set of graded percussion pieces funded by the Ford Foundation work-study grant.168 
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A letter to BIA Commissioner Louis R. Bruce dated July 10, 1970, from Louis W. 

Ballard, discusses upcoming performances and suggestions for future presentations in 

Santa Fe and Washington D.C. 

Thank you for…your interest in attending the world premiere of my Ballet, 
‘Why the Duck Has a Short Tail’ at EXPO ’70…Due to sudden curtailment 
of funds, I will not be able to attend…there will be several performances of 
the work by Ballet Celeste in Osaka, and also in Hong Kong and the 
Philippines.169 

The presentation of this work with dancers was new. The letter continues and suggests 

a performance with Indian dancers at the IAIA. Ballard also asks for sponsorship by the 

BIA for the creation and presentation of an opera co-written with Dr. N. Scott Momaday. 

Also in July, Ballard conducted the Milwaukee Symphony twice. The first was a 

performance of Scenes From Indian Life in the “One World in Music and Dance” 

concert, which included Oriental, African, and Flamenco music. In the second 

performance, the composer conducted Why the Duck Has A Short Tail at a zoo concert. 

Cacéga Ayuwípi 

World premieres of two new works also occurred in 1970: the percussion quartet, 

Cacéga Ayuwípi, and a work for cello and piano, Katcina Dances. According to Ballard, 

Cacéga Ayuwípi, which means Decorated Drums in the Sioux language, 

traces Native American rhythms from the Bering Strait, where the first 
people on this continent evidently came across from Asia, down through 
the Pacific Coast, then through the Southwest and into the Plains.170 

Each section utilizes rhythms found in songs of various groups from various geographic 

areas. The opening section uses rhythms of the Athapascan, Eskimo, Tlingit, and 
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Chinnook. The next section uses rhythms of the Mojave, Ute, Pueblo, and Apache from 

the desert and mountains of the west. Then rhythms of the Plains and Woodlands are 

heard from the Sioux, Comanche, Kiowa, Creek, Seminole, and Seneca tribes. The 

work uses both standard Western percussion instruments as well as Haida, Hopi, and 

Yacqui rattles made from turtleshell, glass, skin, and metal as well as Ute and Apache 

bull-roarers, whips, an eagle-bone whistle, and notched sticks. The composition was 

notated on four leaves instead of music paper, one for each performer. 

The original performers planned were a guest percussionist, Professor George 

Gaber from Indiana University; the composer Louis Ballard; Pueblo drummer Tom 

Talacho; and Navajo drummer Stanley Towne. On the same concert the premiere of 

Katcina Dances for cello and piano was to be performed by a cellist from Albuquerque, 

Dorothy Kempter, and Ruth Ballard on piano. A full-page article in the Pasatiempo 

section of the Santa Fe New Mexican discussed the premieres further. The concert, 

which was the only event open to the public during the American Forum for International 

Studies, was sold out. Before the performance there was a drastic change in the 

personnel due to schedule conflicts. Mark Romancito of the Zuni Pueblo and Michael 

Udow a percussionist with the Santa Fe Opera Orchestra filled in for Talacho and 

Towne in Cacéga Ayuwípi. Santa Fe Opera cellist James Holesovsky replaced Kempter 

in Katcina Dances. This work depicts nine Pueblo katchinas and was commissioned by 

and dedicated to Mr. and Mrs. Herbert Beenhouwer of New York. The article, written by 

Bill Dunning, includes five photos of Ballard and the other musicians preparing for the 

performance.171 
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The premiere performance of these works occurred on July 28th at 8 p.m. in the 

Kiva Theater of the IAIA; Ruth Ballard wrote the program notes and, likely, the 

biographical sketches. Between the two compositions, the composer gave a 

“Lecture/Demonstration on Pueblo Vocal Music – tribal musicians [and] American Indian 

instruments.”172 The composer is described as “the most authentic voice of his race in 

musical composition,” and Ruth as “A protégée of the great woman pianist, Alicia de 

Larrocha.” Percussionist George Gaber receives a lengthy biography while the material 

on the other performers: James Holesovsky, Mike Romancito, and Michael Udow, was 

brief. 

KATCINA DANCES – The KATCINAS are Gods and are represented in 
doll-like form for the children and for the homes, but most importantly in 
life-size paraphernalia for the many extant musico-dramastic ceremonials 
of these pueblo-dwelling Indians…Here is a musical perspective of a small 
segment of this Native American cosmos. 

CECÉGA AYUWÍPI – Translated from the Sioux dialect, ‘Decorative 
Drums,’…embraces all the manifestations of the rhythmic impulses and 
forms of the various North American Indian tribes, starting with the trans-
Siberian migration, down through the California region and then Plains 
and Southeastern tribes, of Florida. This ambitious work includes and 
Indian percussion battery of authentic Indian instruments, such as: Pueblo 
water-drum, Navajo water-drum, Chinook hand-drum, Cuica Brazilian 
drum, Eskimo hand-drum, Sioux hand-drum. Also, Rattles, such as Haida, 
Yaqui, Turtle, Glass and Skin, and Metal ones; bull-roarers, whips, Eagle 
Bone Whistle, Ute and Hopi Notched Sticks.173 

A review by Bill Dunning was generally positive although he felt that the works “might 

have used more rehearsal and preparation.” In the end the percussion quartet, which 

had undergone significant substitutions in the weeks leading up to the performance, 

was performed as a quintet. Larry Avakana, an Eskimo, joined the ensemble playing his 
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culture’s flat drum. Avakana and Romancito dressed in feathered costumes and entered 

from the rear of the hall. Even at the performance Ballard was planning to expand the 

instrumentation further. The composer “had begun plans to augment the work for six 

players, with the possibility that Dr. [sic] Gaber will introduce the work to the east later 

this season.”174 

“Discovering American Indian Music” 

Another important project in Louis W. Ballard’s career was the creation of the 

educational film “Discovering American Indian Music.” An article in the Santa Fe New 

Mexican revealed the genesis of the project. Bailey Film Associates proposed the film to 

Ballard in a letter. 

We would like to do a film on Indian music with you as our advisor. The 
film would be intended for use in the classroom and, like other films in the 
‘Discovering Music’ series, would probably work successfully on both 
elementary and secondary grade levels and in social studies areas as well 
as in music. This film would be a survey of Indian music from many parts 
of the U.S. It is clear that this music cannot be divorced from its social and 
ceremonial functions. Thus, when we show music being performed, we 
are also depicting various aspects of Indian life. Hopefully, a student 
seeing this film, will not only have an enhanced appreciation for the 
cultural traditions of the American Indian, but also a feeling for how 
Indians lived.175 

Ballard approved, agreed to work on the project, and recommended it to Ed Navrot, 

director of the state Office of Equal Opportunity; he also sought approval from Governor 

Cargo, who in turn communicated with Secretary of the Interior, Walter Hickel, for 

permission to use park and recreation areas for the filming. In the article Ballard also 

notes that there would be a budget for payment to the tribal musicians. The project by 
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Barnard Wilets was to be filmed on location in National Parks in New Mexico and other 

western states and was among a group of films in a series that included “Discovering 

Music of Africa,” and “Discovering Music of Japan.”  

‘We plan to film several tribes in New Mexico and Arizona,’ Wilets said, 
‘We are also bringing artists from other tribes, such as those of the Plains, 
the Pacific Northwest, and the Southeast, here to round out the picture of 
Indian music.’ He plans, he said to record the prize-winning Bow and 
Arrow Dance of a team from Tesuque Pueblo…Musical advisor for the 
production, he said, is to be Louis W. Ballard, well-known composer and 
Indian musician.176 

The 24-minute film includes performances of a “Navajo Corn-grinding song,” 

“Seneca Robin Dance and Farewell Song,” “Ute Bear Dance Song,” “Plains War 

Dance,” “Sioux Love Song,” “Pueblo Eagle Dance,” “Hoop Dance,” “Tesuque Bow and 

Arrow dance” led by Joe Duran, “Stomp Dance,” “Tlingit Death Song [Paddling 

Song],”177 “Apache Mountain Spirit Dance,” and an excerpt from Ballard’s Cacéga 

Ayuwípi with Louis leading a percussion ensemble. The Tesuque group had recently 

won first place at the Indian arts and crafts fair in Santa Fe. Tony Whitecloud of the 

Jemez Pueblo, Ralph Zotigh of Oklahoma, who is a hoop dancer at Taos Pueblo, and a 

group of students from the IAIA also performed on the film. The film closes with a 

statement by Ballard. 

I feel that music of the American Indian music is unique, is valuable, and 
can serve as a springboard for the composer in creating new works, which 
reflect the voice and the soul of indigenous America. 

Louis W. Ballard was receiving a lot of attention from the local press in 1970. An 

article in the Santa Fe New Mexican announced that Ballard presented another 

                                            
176

 "Indian music film to be made in area," Santa Fe New Mexican, September 27, 1970. 

177
 The film refers to this song, a rare example of a traditional Native American song using harmony, as a 

death song as discussed earlier. Willard Rhodes and John Bierhorst refer to it as a Paddling Song. 



 138 

workshop, this time at Haskell Junior College in Lawrence, Kansas and that Ruth 

Ballard performed two recitals during the trip, one in Lawrence and another in Kansas 

City. The article also says that a television film featuring Louis was made during the 

workshop and was to be shown at Kansas University and other educational centers.178 

This may have been the excerpt of Cacéga Ayuwípi included in “Discovering American 

Indian Music.” 

Another article in the Santa Fe New Mexican includes Ballard along with many 

other composers and performers as evidence of Santa Fe’s status as an important 

cultural center. The article, “Music is pivotal to culture center,” notes important visitors 

and residents in Santa Fe: John O. Crosby’s establishment of the Santa Fe Opera, a 

vacation place for Aaron Copland, Ernest Bloch, Dr. Felix Labunski, and Igor Stravinsky. 

Stravinsky, the “favorite composer at the Santa Fe Opera,”179 was introduced to the 

organization by Santa Fe area residents Dr. Victor Babin and his wife of the Vronsky 

and Babin piano duo. Other local talent mentioned included the 

composer/conductor/organist Mark Davis, organist Ruth Rye, and “prominent 

composer…Louis W. Ballard, who uses the musical materials of his Indian heritage to 

blend with European forms and produce new and often very exciting musical 

experiences from the two worlds.”180 

More plans for a Ballard opera were also revealed in the Santa Fe New Mexican. 

A reception and press conference at the home of Senator Joseph M. Montoya was 

scheduled to discuss the Symposium of Native American Arts. The symposium, planned 
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for the fall of 1972, was to be held at the John F. Kennedy Center for the Performing 

Arts in Washington D.C. and would feature the works of Native American artists, 

dancers, and musicians. The highlight of the symposium was to be the world premiere 

of an American opera composed by Louis W. Ballard of Santa Fe with libretto by Kiowa 

author Dr. N. Scott Momaday. Momaday had won a Pulitzer Prize for House Made of 

Dawn in 1969; his family was from nearby Jemez Springs. The list of planned attendees 

for the reception was long and included: Dr. and Mrs. Momaday; Native American artists 

Pablita Velarde, Helen Hardin, Alan Houser, Mrs. Ottilie Loloma, and Dr. Richard West, 

chairman of the arts committee; Bill Burgess, president of the Haskell Institute; Roger L. 

Stevens, chairman of the advisory board and the Kennedy Center, and other members 

of the advisory board; Senator Montoya, Congressmen Ed Edmundson and Benjamin 

Reifel, W.W. Keeler, Dr. Frank N. Hamblin, Dr. Gerald Holstine, Edward Purrington, Mr. 

and Mrs. Herbert Beenhower, and finally James V. McGrath, director of the arts 

program at the IAIA.181 

Sketches of the opera were presented at the press conference and the libretto for 

the work was to be based on Momaday’s book, The Way to Rainy Mountain; Jean 

Madeira, part Mohawk, and a mezzo-soprano for the Metropolitan Opera, had 

tentatively agreed to perform the leading role. Ballard and Momaday were guest 

speakers at the reception and press conference and the composer expressed hopes for 
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a preview at the University of New Mexico at Popejoy Hall in Albuquerque.182 He also 

discussed the focus of the opera and his musical approach with the attendees. 

His intention, he said, is to portray the life of a contemporary Indian 
against a background of the heritage of hundreds of years of tribal 
tradition and psychology…His music will be…’an evolutionary musical 
style, adopting Indian vocal forms and structures to the conceptual idea of 
European aria.’183 

The other participants in the symposium were to include many important Native 

American artists, writers, dancers, and musicians: Pablita Velarde and her daughter, 

Helen Hardin; Maria Martinez and her son, Tony (Popovi Da) Martinez; Otellie Loloma, 

Patrick Swazo Hinds, Alan Houser, R.C. Gorman, Jose Rey Toledo, Fred Kabotie, 

Willard Stone, Joe Beeler, Oscar Howe, Brummet Echohawk, and Richard West. Dr. 

West, chairman of the Art Department at Haskell Junior College in Kansas, was to 

select the art works to be displayed; Jim McGrath of the Art Department at the IAIA, 

Donald Humphrey director of the Philbrook Art Center, Tulsa, Oklahoma, and Paul 

Rossi director of Tulsa’s Gilcrease Museum were also to participate. Dunning’s article 

includes a number of pictures of Ballard, Momaday, Madiera, and the Kennedy Center 

for the Performing Arts.  

In October of 1970 Ballard was presented an important award and gave a 

presentation. A picture with a brief caption in the Santa Fe New Mexican announces 

that he was named, “Outstanding Indian of the Year by the National Council of 

American Indians in Tulsa, Oklahoma.”184 Early in October the composer presented “A 
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Musical Journey” to students at the Seneca Indian School. The presentation included 

songs from more than 50 tribes, a demonstration of traditional instruments, and he led 

the children in singing some of the songs. Another article, this time by Louis Ballard’s 

old friend Velma Nieberding, reviewed the recent demonstration and included excerpts 

from his lecture. The article also states that he was working on a ballet, not an opera, to 

be presented at the Kennedy Center for the Performing Arts in 1972. 

Indian music comes from this land, these trees and hills…your fathers and 
mine were instrument makers and composers of songs…the Indian drew 
strength from his daily contact with the forces of nature and his music 
grew from his search for the essence of a spirit world…some of it is 
imitative of animal sounds…and is derived from the language of the 
people…There are over 200 tribes with separate languages or dialectic 
variants in continental America alone…these tribes often posses as many 
as 500 songs or more, each with regional differences, making a very large 
and varied body of Indian music…My teaching of Indian music is based 
upon an intensive study and thorough knowledge of the Indian culture, 
plus familiarity with hundreds of tribal songs learned in my Oklahoma 
childhood…this background enables me to convey the pure sense and 
values of Indian music…When American music has a place of honor in 
both our music education system and the concert halls, then visitors to our 
shores will no longer ask as did a Russian several months ago, ‘Why is 
there no music from this soil, these people and these mountains?’185 

Incidentally, this “Russian” may have been Stravinsky. Ray Evans Harrell, a lifelong 

friend, shared memories of Ballard on Joy Harjo’s blog shortly after the composer’s 

death. 

He told me a story about bringing Igor Stravinsky to the Deer Dance in 
New Mexico. He said the great Stravinsky only heard monody ‘simple 
melodies’ and didn't ‘get’ the complexity of the art. Telling me the story I 
was incredulous. Now many years later as I have come to know what 
Louis was saying, I realize that we all must struggle to hear one another 
and that even the greatest can be foolish when they presume too much.186 
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The White House Conference on Children was held in Washington D.C. 

December 13th-18th, 1970. As part of the conference, a 90-minute concert, Sounds of 

Children, was given at the Sheraton Park Hotel on December 15th and was organized 

by the Music Educators National Conference. The concert included performances by a 

number of young performers, none over 14 years old, and was to be recorded and 

televised by NBC. Ballard was chosen to present the Southwest and include Indian 

influence. Ruth suggested the composition of a new work for the concert; Ballard 

composed the work, taped it, and sent it to the music committee for approval. At the 

concert, Midwinter Fires, for Sioux flute, clarinet and piano, was performed by two of 

Ballard’s children, Charles Christopher Ballard playing a Sioux flute, 13 at the time, 14-

year-old Anne Marie Ballard playing clarinet, and David Van Sickle, a piano student of 

Ballard’s. The title refers to a ceremonial of the Eastern Woodland Indians of the 

Allegheny region. The composer, Ruth, and the small ensemble were in D.C. for three 

days, stayed at the Shoreham Hotel, and were invited to a reception at the White 

House. A broadcast of the concert, The Sounds of Children, was not aired until 

Saturday, April 24th, 1971 at 8 a.m. on the NBC Children’s Theater on KOB-TV. 

Recordings of a few of the performances, including Ballard’s work, were released on an 

LP, Sounds of Children, produced by Lion Recording Services and included an 

introduction by President Nixon.187 

Ballard also formed a new ensemble at the IAIA in 1970, the American Indian 

Creative Percussion Ensemble, and was the co-founder, along with Ruth Doré Ballard, 

of The New Southwest Music Publications, Ballard’s own publishing company. Some of 
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the works published that year were Cacéga Ayuwípi, Katcina Dances, and Pan Indian 

Rhythms. The American Indian Sings Book 1, Ballard’s first textbook aimed at teaching 

traditional Native American songs, was also published by NSMP. The small booklet 

included “Arrangements of authentic tribal songs with original piano accompaniment & 

percussion & guitar chords.” The preface states that: 

This publication represents the first of a series of Indian songs that come 
directly from the Indian people through the eyes and ears of an American 
Indian composer-arranger. Every attempt has been made to preserve the 
idiomatic stylistic coloration of the originals in these modern arrangements 
brought to the musically-literate reader.188 

Ballard may have planned to release an accompanying recording. One copy of a 

cassette from 1979 in the Library of Congress contains recordings with Louis W. Ballard 

(voice, piano, percussion) and Ruben Romero (guitar). There are mentions in the 

literature of a second book but the material may have been absorbed into one of his 

other projects such as Oklahoma Indian Chants for the Classroom or American Indian 

Music for the Classroom. 

According to works lists, Louis W. Ballard also composed two additional works, in 

1970: Awakening of Love and Mojave Bird Dance Song. Awakening of Love is an organ 

arrangement of an excerpt from Koshare and the 1992 version, published by NWSMP, 

is dedicated to Frederika Seuss and Louis A. Ballard, the composer’s son. Mojave Bird 

Dance Song, for chorus and percussion, is likely another arrangement and example of 

the type of repertoire Ballard prepared for the E-Yah-Pah-Hah Indian Chanters at the 

IAIA. 
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In 1971 Ballard was busy giving lectures and teacher-training programs. There 

were numerous performances of Why the Duck Has a Short Tail; he was also making 

plans for another film and recording. In January he gave a series of lectures on 

American Indian music, art, and dance. An article by Eileen Schutte in the The Daily 

Plainsman discusses the lecture given at the Huron College campus in South Dakota 

and includes copious quotes from Ballard. He discusses the potential of Native 

American arts. 

These art forms offer the basis for the development of a truly indigenous 
American expression which will be a contribution to the stream of world 
arts forms…Such expression need not be limited to the visual arts, but can 
infuse new life and vitality into our literature, architecture and even our 
way of life.189 

Then he discusses his compositional style. 

I feel that it is my obligation to create music that reflects my own 
individuality, and gives vent to the inspirational ideas of the spirit of the 
American Indian culture, which is basic to this continent, and is derived 
from the myriad and diverse ethnic values of the native America.190 

He also emphasizes that his music is not entirely derived from native sources, “It uses 

many twentieth-century techniques of composition…Only in this way can it speak to the 

people of today.” The article also discusses the content of his lectures. “His lectures 

feature a combination of background information, Indian songs from 10 to 15 tribes and 

social dances from the American Indian which he teaches to his audience.”  Ballard 

notes that the audience enjoyed learning the songs. 

‘The strongest reaction is to American Indian songs…The audiences love 
to sing them, and usually ask to learn more…This is something that 
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involves them…It cuts away the talking and theories, and gets to the root 
of personal involvement.’191 

Ballard also lists other important contemporary Native American artists: Scott Momaday 

the Kiowa Cherokee author; Vine Deloria, a Sioux author; Oscar Howe, the Apache 

sculptor; Allen Houser and Maria Martinez, potters; in music he identifies Chandler 

Goetting, Laguna-Caddo trumpeter; Jean Madeira, Mowhawk opera singer; and Russel 

Moore, Pima Jazz trombonist. Further, he encourages students to “inquire into life 

values and life styles of ethnic people…what I am saying is develop a world viewpoint.” 

The article includes a photograph of Ballard holding a Hopi dance rattle, a Seneca horn 

rattle, and a Sioux hand drum.192 

During the week of January 27th Dr. Howard Hanson was invited to the regional 

meeting of the MENC in Albuquerque. The All State orchestra performed a concert of 

music by Hanson and Ballard, who also delivered a paper, “Function and Uses of Ethnic 

American Musical Resources in Music Composition and Graded Curriculum.”193 

In March of 1971 Ballard was also discussing plans with N. Scott Momaday and 

Bernard Wilets for another film “based on an incident in history concerning the American 

Indian.” Though more details were not given, an article in the Santa Fe New Mexican 

states that the budget could be up to $1 million. Ballard had worked with WiIets of the 

Bailey-Film Associates of New York on “Discovering American Indian Music.” The article 

includes a photograph of Ballard and Willets.194 
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“Discovering American Indian Music” was ready for distribution by the end of 

April and had its first state showing at the Museum of International Folk Art in Santa Fe 

in June. This first viewing of the film was a featured highlight of a larger celebration held 

during the weekend of June 5th and 6th. The museum was opening a new wing and the 

Festival of the Folk Arts also included the opening of two major shows: the 1971 

Southwest Craft Biennial and The World of Folk Costume. At the premiere, Ballard 

received an ovation from the audience and more applause followed when he introduced 

Greer Garson. The Greer Garson Theater at the Santa Fe University of Art and Design 

was named after the British actress. 

Ballard participated in a cultural weekend at the College of Santa Fe in March of 

1971. The theme for the weekend was “Togetherness” and was led by three student 

groups: Foreign Students Club, Spanish speaking students, and Nanahwa Indian 

students club. Presentations were given for the College of Santa Fe students and the 

public. Ballard participated in two events on Saturday, March 27th, an Introduction of 

Indian students from the IAIA and a lecture, “History of Music.” 

The Department of Indian Programs and Studies at Huron College presented an 

Indian education-training program Tuesday June 1st through Saturday June 5th. The 

program was funded by the U.S. Office of Education and included lectures from Dick 

West, director of art at Haskell American Indian Junior College in Lawrence Kansas; Dr. 

Will Burgess, dean of the Haskell School; and Dr. Roger Buffalohead, acting chairman 

of the Department of Indian Studies at the University of Minnesota. Louis Ballard 

lectured on June 4th. The week-long graduate training program was designed for college 

and university personnel to develop ways in which the participants and institutions can 



 147 

improve the opportunities of higher education for American Indian college students. 

Ballard was also an instructor at the Indian arts and crafts workshop, “Indian Summer, 

1971,” presented by the BIA at the IAIA. 

October 24th through November 9th the 21st Annual Symposium of Contemporary 

Music was held at Texas Tech University. Louis W. Ballard was a guest composer and 

lecturer. The opening concert on October 24th included the music of Heider, Stevens, 

Ives, and Ballard. Ballard’s lecture, “The Need for an American Tradition,” was given at 

8:15 p.m. on October 26th. He was also a panelist to discuss “The Status of the Avant-

Guard in Music.” Ruth Ballard performed a piano lecture-recital on Tuesday October 

26th in the Texas Tech University Music Building. Louis was also commissioned by the 

International Center for Arid and Semi-Arid Land Studies (ICASALS) of Lubbock, Texas 

to write a “20-minute composition for from seven to nine instruments (including some 

Indian-type instruments) which will reflect an Indian motif or legend” for performance on 

October 28th as part of the symposium.195 The resulting work, Desert Trilogy, for seven 

players, makes use of a Papago Indian flute and is in three sections: “Sagebrush,” 

“Yucca,” and “Saguaro.” It is a tribute to the unique flora and fauna of the Southwest 

and was nominated for a Pulitzer Prize in 1972. 

Desert Trilogy is an important step forward for me as a composer, I think. 
An artwork must have a probing philosophic basis if it is to convey a long 
lasting and important message. This is what I strove for here.196 

On November 16th Ballard attended the black-tie reception for the opening of 

Two Hundred Years of North American Indian Art held at the Whitney Museum of 
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American Art featuring the art of 57 Indian tribes and organized by Norman Feder who 

was the curator of American Indian arts at the Denver Art Museum. Mrs. Fred R. Harris 

and Senator Walter Mondale attended as well as Osage artist Yeffe Kimball. The 

program, a tribute to Phillip Morris for his contributions for the exhibition, included a 

speech by Jacob Thompson, Oneida, and president of the United Indian Nation, which 

argued his people’s right to their lands, and Arthur Janaluska reading from his ballet 

Dance of the 12 Moons. Ballard was a special guest and taught the attendees a “Haida 

Welcome Song.” 

Why The Duck Has A Short Tail was performed many times throughout 1971. 

The Philadelphia Orchestra led by assistant conductor William Smith was to perform the 

work in a children’s program called “What Makes Music Sound Like Music?” on 

Saturday, February 6th at 11 a.m. at Philadelphia’s Academy of Music. The New Mexico 

premiere of the work was presented by the Albuquerque Symphony on Saturday, 

February 13th, and was the fifth concert in the Concerts for Young People Series. 

Yoshima Takeda conducted the work with Dr. George Fischbeck, KNME-TV personality, 

as the narrator. An announcement of the concert included a photograph of Ballard, 

Fischbeck, and Takeda looking over the score.197 On March 1st at 8 p.m. Ballard 

conducted the Roswell Symphony in a performance of the work during a Pops concert 

at Pearson Auditorium. The concert included a work from another Southwestern 

composer, Portrait of a Frontier Town by Don Gillis, music by Burt Bacharach, 

selections from the musical “Hair,” an electronic version of Bach’s Brandenburg 

Concerto No. 3, and other works. The work was performed again Saturday, March 6th in 
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the Mescalero Community Center Gymnasium conducted by William Kirschke. Ballard 

received a standing ovation from an audience of 3,000 when he was a guest at the 

National Symphony Orchestra’s June 12th performance of Why the Duck Has a Short 

Tail and he estimated that this was the 100th performance of the work. Lloyd Geisler 

conducted with Richard Coughlin of WGMS-FM as narrator. The program at the 

Merriweather Post Pavillion also included Ballard’s Scenes From Indian Life, works by 

Britten, and Shostakovich. 

There were also plans being made to record some of Ballard’s works. Antal 

Dorati, the National Symphony Orchestra’s musical director, approved three Ballard 

compositions for recording. Ars Nova Ars Antiqua Recording Company, Inc. was 

planning to record the album that was to include Why the Duck Has a Short Tail, Scene 

From Indian Life and The Gods Will Hear. Furthermore, a foundation was to be 

established with the proceeds to fund scholarships for Indian students. There is no 

evidence that the project was completed. 

Another concert at Liberty Hall on November 1st by the El Paso Symphony 

conducted by William Kirshke included works by William Grant Still, Aaron Copland, 

Carlos Chavez, and Louis W. Ballard. The El Paso Symphony Association received a 

grant from the Texas Fine Arts Commission to present the Blending of the Cultures 

Festival. The program was attended by two of the composers. The 75-year-old Dr. 

William Grant Still flew in from Los Angeles to narrate during the performances of his 

Festive Overture and to tell his story, written by his wife, The Little Song that Wanted to 

Be a Symphony. Louis Ballard attended to narrate his own work Why the Duck Has a 

Short Tail. The Program also included Copland’s Appalachian Spring and Chavez’s 
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Sinfonia India. An announcement of the concert included photos of Ballard and Still,198 

and a favorable review says that the performance was recorded and broadcast.199 

Other Ballard works were also being performed in 1971. The world premiere of a 

band version of Scenes From Indian Life was given on November 3rd at the College of 

Santa Fe Gymnasium. Colonel Hal Gibson directed the U.S. Army Field Band for most 

of the concert and College of Santa Fe professor Victor J. Mozler conducted the Ballard 

work. Ballard was “delighted that the premiere will take place…under the baton of a fine 

musician and interpreter like Victor Molzer.”200 On November 28th there was a 

performance of The Gods Will Hear by the Vocal Arts Ensemble of the College of Santa 

Fe also directed by professor Victor J. Molzer. The performance included 

accompaniment by eight Native American students led by Edward Wapp Jr. 

In 1972 Louis W. Ballard continued to achieve national exposure. On February 

6th, 1972, a program on the composer’s life and works was aired on the radio program 

Voice of America. Ballard himself was in Washington D.C. April 1st and 2nd to give a 

series of performances. The title of the event was A Washington Premiere of 

Contemporary American Music Based on Native Indian Themes and Motifs and was 

sponsored by the National Collection of Fine Arts at the Smithsonian. The program 

included a lecture, a workshop in chanting, a viewing of “Discovering American Indian 

Music,” and an all Ballard chamber music concert. This concert included performances 

of Ritmo Indio, Cecéga Ayuwípi, and Desert Trilogy, performed by members of the 

                                            
198

 "Two Guests Appear With El Paso Symphony: Program Geared Toward Arts Festival," El Paso Herald 
Post, October 30, 1971. 

199
 Joan Quarm, "Symphony Orchestra Presents Special Arts Festival," El Paso Herald Post, November 

2, 1971. 

200
 "CSF to host world premiere concert," Santa Fe New Mexican, October 28, 1971. 



 151 

Dupont Circle Consortium. In an article from The Washington Post, Phil Casey gives a 

brief rundown of these and Ballard’s other recent activities, and describes Ballard as “a 

very hip and sophisticated American Indian.”201 Early in May the composer conducted a 

250-voice choir in a performance of The Gods Will Hear in Dallas Texas as part of a 

festival on American music. The Ethnic Arts Festival, which stressed integration through 

music, was sponsored by the U.S. Department of Health, Education and Welfare and 

directed by the Dallas Public Schools. Another Ballard work was getting more 

performances in May. Why The Duck Has a Short Tail was given eighteen times at the 

John F. Kennedy Center for the Performing Arts during concerts and special youth 

performances for students from area schools. This was the first work by a New Mexican 

composer to be performed at the venue. 

Portrait of Will Rogers 

On May 4th Louis W. Ballard was in Liberty, Missouri for the world premiere of 

Portrait of Will Rogers (Tribute to a Great American). The William Jewell College Choir 

conducted by his old friend Wesley Forbis, the same group that premiered The Gods 

Will Hear, presented this new work. The group commissioned Ballard to compose this 

work as well. Will Rogers is the subject of the work and Will Rogers Jr. narrated the 

premiere. According to Ballard, “I used half-dozen quotes from Will Rogers in the libretto 

I wrote for the piece, something in the manner of Copland’s Lincoln Portrait.” An article 

in the Santa Fe New Mexican also reveals that Ballard had some ideas for expanding 

the work into a Broadway show.202 Later, the paper published another article with a 
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picture of Ballard, Forbis, and Will Rogers Jr.203 A Recording of the premiere of the work 

and Scenes From Indian Life by the Eastman Rochester Orchestra conducted by 

Howard Hanson was broadcast on Friday, May 26th at 6 p.m. on KTRC Radio in Santa 

Fe, New Mexico. According to station manager Bill Hanrahan the broadcast of the 

Ballard work brought in “a gratifying pile of letters…double or triple the usual 

response…virtually all of them positive.”204 

An article in the Santa Fe New Mexican reveals that Ballard had been 

“encouraged to expand the idea…into an operatic form” and includes information from 

Ballard regarding the work: 

This work deals with issues larger than one man. The primary issue is that 
of spiritual roots. Will was no mythical character – he was real, self-
actualized…The musical raison d’etre of ‘Portrait of Will’ is my belief that 
American themes and folklore can be explored to the fullest as the basis 
for larger forms of music such as cantatas and operas…fusing such 
European techniques as polyphony and aria writing with contemporary 
musical styles, American music can evolve to greater heights of 
expression without sacrificing its essential spirit or the originality of its 
creators.205 

Ballard and N. Scott Momaday continued to discuss plans for an opera, likely 

discussions of an operatic version of Portrait of Will Rogers, but once again, nothing 

became of it. 

Continuing to expand his horizons as an educator, Ballard taught a course on 

Native American Music at the University of New Mexico as part of the Native American 

Studies program in the spring of 1972. In March he participated in the American Indian 

Arts Festival at the Oklahoma College of Liberal Arts in Chickasha, Oklahoma. He 
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returned to Oklahoma a few months later. Saturday, July 1st was the opening of the 

annual Quapaw Pow-Wow and Louis Ballard, invited as a special guest, was honored 

for his numerous achievements. Neiberding, always dutiful to update the public on the 

activities of Ballard, relays a quote that reveals the motivating idea behind his recent 

lecture activities. “My one big challenge has been to make others understand Indian 

music as I hear and see it.”206 The composer returned to the Oklahoma College of 

Liberal Arts and presented an Indian music workshop July 17th through the 21st. It was 

one of five workshops being held that summer as part of an Indian Studies Training 

Program coordinated by Henrietta Whiteman, the coordinator for the Native American 

Studies program at the University of California, Berkeley. The workshops were open to 

university instructors of Native American students, teachers in BIA schools, and any 

teachers in public schools with Native American students. The workshop demonstrated 

techniques for teaching traditional Native American songs, analysis and style overviews, 

transcription of songs, as well as discussion of bibliographies and discographies of 

American Indian music. 

Broadcasts of Ballard’s music were bountiful in 1972. Besides the New Mexican 

broadcast of Portrait of Will Rogers and Scenes From Indian Life, National Public Radio 

of Washington D.C. sent recordings of the Ballard program at the Smithsonian to its 

eighty FM member stations. The programs were scheduled for broadcast between July 

30th and August 5th. For example, on August 3rd a program of Ballard’s music was 

broadcast at 8:30 p.m. on Wisconsin’s WHA-FM as the Concert of the Week. The 

program included performances of Ritmo Indio, Cacéga Ayuwípi, and Desert Trilogy. In 
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the fall of 1972 a concert of Ballard’s music was presented on Sweden’s national 

television and included a performance of Cacéga Ayuwípi. He had also been asked to 

compose a concerto or sonata by the Canadian Broadcasting Corporation for 

educational and concert purposes. 

The first Annual Eight Northern Pueblos Youth Conference was held at Ghost 

Ranch on August 15th. Numerous topics concerning the youth of the area were 

discussed. Ballard presented the possibility of training a chorus of young people from 

the pueblos. He felt there were many advantages in presenting such a group to the 

nation and the world. On Saturday, November 4th and Sunday the 5th, Ballard gave a 

lecture and attended performances of his music at Westmar College. The Le Mars 

Community high school band directed by Joe Brice performed Scenes from Indian Life. 

The Westmar college woodwind quintet consisting of Cindy Elmer (flute), Jack Porter 

(oboe), Dan Kratz (clarinet), Dean Pelz (bassoon), and Bill Lund (French horn), directed 

by Gerald Olson, performed Ritmo Indio, and the Westmar Chorale, directed by Frank 

N. Summerside, performed The Gods Will Hear. A review in the Le Mars Daily Sentinel 

includes a picture of Ballard signing autographs at the Sunday concert.207 The events 

had been advertised in the Le Mars Daily Sentinel, and a letter to the editor from Nancy 

Johnson, a Colorado Elementary music teacher, conveyed the positive experience she 

had at one of Ballard’s lecture/performances the prior year.208 In spite of the positive 

reviews and ample announcement of the events there was a problem. A letter to the 

editor of the Le Mars Daily Sentinel from Mrs. Betty Lou Larson, a piano teacher from 
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Le Mars, decries the lack of attendance at the Le Mars Arts council lecture and 

performances. The event included 

‘a few hours of instruction, discussion, and participation in authentic songs 
and dances…under the guidance of…Mr. Ballard.’  Larson felt that the 
lecture and performances were informative and was saddened by the low 
number of teachers that attended the events.209 

In 1972 Louis Ballard also created two sets of educational materials. The first 

was the set of classroom posters, American Indians: Yesterday and Today, which 

included an accompanying guidebook. Ballard contributed to the section on Indian 

music in the guidebook. The content was largely derived from his article “Put American 

Indian Music in the Classroom.” Marion Gridley was a consultant for the project.210 

Later, Gridley would feature Ballard in sections of two books on important Native 

Americans. The other set of educational materials Ballard created was Oklahoma Indian 

Chants for the Classroom. This set was the next step toward American Indian Music for 

the Classroom. Unlike the previous booklet, The American Indian Sings, this set was 

released with a recording of Louis demonstrating and talking about the songs. The 

booklet accompanying Oklahoma Indian Chants for the Classroom included 

transcriptions, dance diagrams, song analysis, and some information on the culture 

from which the songs originated. The repertoire for this set seems to focus on the types 

of traditional songs Louis would have learned at powwows in Oklahoma and was first 

issued on LP, then later on CD. 
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On January 21st, 1973 it was announced at a luncheon in the Massachusetts 

Room of the Statler Hilton in Washington D.C. that Ballard had won the Indian 

Achievement Award for 1972 from the Indian Council Fire Achievement Award, Inc. 

Forrest Gerard (Blackfeet), president of the council, made the initial announcement. 

Mr. Ballard fully epitomizes the spirit and philosophy of the Indian 
Achievement Award…It is given in recognition of achievement and 
accomplishment, either personal in nature or humanitarian in endeavor.  
He is a combination of both – in his personal life he has struggled to rise in 
his chosen profession, and in his work he is helping to usher in a new era 
of enlightenment concerning Indians and their culture. 211 

Pete Domenici, the Republican Senator from New Mexico also commented on Ballard’s 

award. While a longer version may be found in the Congressional Record of the Senate, 

an abbreviated version was released in newspapers. 

I believe Mr. Ballard serves as a fine example of the self-determination 
that is being displayed by other fine Indian people across the country…He 
and others like him are able to preserve the culture, religion and traditions 
of the Indian people, yet he is a vital participant in the main stream of the 
American economy. I praise his efforts as representative of the thousands 
of Indian people in America.212 

Ballard was the first musician, the first Quapaw, and the fifth Cherokee to win the 

award. The council consists of former awardees and the first award was given at the 

Chicago Century of Progress, 1933. An article by Leslie Fuller in The Albuquerque 

Tribune reveals that this was the first time since 1934 that the award was given to a 

New Mexican. The first was Maria Martinez, the famous San Idelfonso potter.213 The 

composer was presented a bronze medallion, emblazoned with the profile of an 
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American Indian. He received the award with gratitude yet used the occasion to voice 

his frustration with his position as a Native American composer. “I’m always proud to 

receive recognition from my people…The critics can’t get over the fact that I’m an 

Indian…They segregate me as a curiosity. Actually I’m a composer who just happens to 

be an Indian.”214 A few days later, he clarified the statements in a letter to the editor. He 

objected to “certain critics…tendency to cliché usage in attempting to describe or 

analyze the works of an American Indian, Black or Spanish-speaking composer, 

confusing ethnic values with creative, original talent.”215 As an example of a well-written 

review, Ballard quotes Peter Altman of the Minneapolis Star 

The compositions suggest that Ballard is a purposeful imaginative and 
distinctive composer who is able to rework characteristic folkloric musical 
elements into strong, idiomatically modern expressions.216 

He also states one reason for the lack of recordings of his music. 

Several of my larger works scheduled for earlier release by prominent 
record companies were temporarily shelved due to the cutoff of a Ford 
Foundation grant for the dissemination of new American music by record 
companies.217 

Another Ballard lecture occurred during the 29th annual All-State Music Festival 

and Conference, held at the Fine Arts Center at the University of New Mexico, January 

25th through the 27th. It consisted of band, chorus, and orchestra concerts, auditions, 

rehearsals, and clinics. Some of the guest clinicians included Lucille Wood, Professor of 

Music Education at Los Angeles State; Jeanne Hook, assistant coordinator of music 
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education for Albuquerque Public Schools; and Robert D. Johnson, the director of music 

education for the Society for the Preservation and Encouragement of Barber Shops 

Quartet Singing. 

On Wednesday April 11th, 1973, Louis Ballard gave a presentation as part of 

Indian Heritage Week at Northeastern State College in Tahlequah, Oklahoma; other 

activities included an Indian arts and crafts display, poetry readings, a pow-wow, and 

gourd dancing. Speakers included Ballard; Willard Stone, a Cherokee wood sculptor; 

Senator Henry Bellmon, W. W. Keeler, and Louis R. Bruce, commissioner of Indian 

Affairs. A recording of Ballard’s lecture may be found in the Indiana University Archives 

of Traditional Music. The significance of this recording is that it is a complete example of 

the type of presentation that Louis W. Ballard likely gave during his numerous lecture 

demonstrations all over the country. It includes the presentation and translation of a 

traditional Native American song, statements of his artistic philosophies, discussion and 

demonstration of his music.218 

April 13th through 17th, 1973, the National Council of Teachers of English 

sponsored a workshop, Creativity in the Humanities: Process and Product, at the Santa 

Fe Hilton. The workshop was open to teachers of English or any related filed at any 

level and were also presented in Atlanta, Georgia and Rochester, New York. The 

featured speakers included Ballard, Elliot Eisner, Professor of Art and curriculum at 

Stanford University; J. Barre Toelken, Professor of English at the University of Oregon; 

Aaron W. Hillman, Professor of Education at the University of California at Santa 
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Barbara; and Jean Campbell, of Los Alamos High School, the organizations local 

chairman. 

Also in 1973, Ballard’s music was performed as part of an important benefit. In 

initial announcements, Ballard and his music were to be honored in a concert to raise 

money for scholarships for Native American students at Popejoy Hall at the University of 

New Mexico in a program themed “integration through music.” The program, planned for 

May 11th, 1973, presented by the student organization, Committee for the Advancement 

of Native American Scholarships, was also to feature a fashion show and Native 

American ballerina Yvonne Chouteau. In the days following the initial announcement 

more details emerged, the program seemed larger in scope, and the title was changed. 

The new program, Night of Indian America, became a “major benefit for the 

Advancement of Native American Scholarship” and was supported by Governor and 

Mrs. Bruce King, and Mrs. Billy Mills of Albuquerque. It was to be emceed by Tom Dunn 

of KOB radio and a meet and greet was scheduled in the Kachina Room of the 

International Airport. The opening of the program featured Ritmo Indio and Katcina 

Dances. The second half featured the designs of Mrs. Bernice Beenhouwer in a fashion 

show with Native American models promenading to the Albuquerque Symphony led by 

Ballard in Scenes From Indian Life. An article in the Santa Fe New Mexican includes a 

photograph of Billy Mills, Mrs. Bruce King, and Charles Ballard playing some 

instruments from Louis Ballard’s private collection at a rehearsal held at the Governor’s 

Mansion days before the event.219 It was billed as the first Native American organized, 

directed, and produced presentation in history. 
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The composer was awarded an honorary doctorate by the College of Santa Fe 

on May 13th, 1973. During commencement exercises, Ballard was presented the Doctor 

of Music degree; Frank A. Kleinhenz the President of the University of Albuquerque 

received the Doctor of Humanities degree; and jazz clarinetist Pete Fountain was also 

awarded a Doctor of Music degree. Rev. Robert W. Mulligan, president of Xavier 

University, was the commencement speaker for the event. The recipients, Mulligan, and 

Cyprian Luke, president of the College of Santa Fe, posed for a picture that appeared in 

the Santa Fe New Mexican.220 

The event honored Ballard as ‘the nation’s pre-eminent American Indian 
composer and a widely respected music educator.’ His honorary degree 
praised his ‘commitment to enrich lives of young people, whatever their 
origin.’221 

Two new compositions were completed in 1973. On May 20th Skitch Henderson 

and the Tulsa Philharmonic Orchestra premiered Devil’s Promenade at the Tulsa 

Assembly Center Arena. The work was commissioned by the orchestra to 

commemorate its silver anniversary season, Jubilee 73, and the title refers to the area 

in northeast Oklahoma where the composer was born and grew up. 

According to Ballard…’It is the official ceremonial grounds of the Quapaw 
Indians and received its name through the unusual geological formations 
along the banks of Spring River which runs directly through the 
community.’222 

The piece requires ten Native American percussion instruments including water drum, 

war drum, Seneca cow-horn rattle, seashell rattles, tom-tom, and a Dakota drum, which 

Ballard provided for the premiere. The work seems oddly out of place among the other 

                                            
220

 Anne Hillerman, "CSF gives 189 degrees," Santa Fe New Mexican, May 14, 1973. 

221
 "Honorary Degree Presented To American Indian Composer," The Joplin (MO) Globe, May 25, 1973. 

222
 "News of Music," The Ada Evening News, April 29, 1973. 



 161 

performances of the celebration. The Tulsa Philharmonic Choir joined the orchestra for 

a medley, arranged by Henderson, of “The King and I.” The entire second half of the 

concert was a showcase for Sammy Davis Jr. The second new composition was Kateri 

Takewitha, a chamber work for mezzo-soprano, string quintet, and woodwind quintet, 

inspired by a Mohawk girl, one of the first Christian converts proposed for sainthood. 

The newly formed American Indian Creative Percussion Ensemble performed by 

invitation at the 35th National Folk Festival at Wolf Trap Farm in Vienna, Virginia on July 

27th, 1973. Ballard led the ensemble of 5 percussionists: Edward Wapp Jr., a fellow 

music instructor at the IAIA; John J. Vigil, a student from the Santa Fe High School 

band; Charles C. Ballard, the composer’s son; Bruce L. Footracer, band director for Fort 

Wingate High School; and Peter MacDonald, a student from Yale University. This was 

the first performance by an all-Indian ensemble at the festival and they performed in 

tribal dress. The ensemble performed Cacéga Ayuwípi for the large crowd attending the 

festival, then Ballard taught the crowd some traditional Native American songs. 

Five young Indians performed on what seemed like 500 percussion 
instruments last night in some of the most formalized folk music probably 
ever heard in the National Folk Festival…The large crowd at Wolf Trap 
Farm Park stood and cheered and then joined in a series of vigorous 
Seminole chants taught by Ballard.223 

Other performers at the festival that evening included Larry Johnson, a young blues 

singer; Dr. C. J. Johnson and a group from St. Joseph Missionary Church in Atlanta; 

Marshall Dodge, Louisiana Aces, an amplified Cajun group; Maybelle Carter and family, 

and the Matusz Polish Dance Circle. 
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The composer was recognized for his achievements on two occasions in August 

of 1973. On August 2nd, Ballard and Native American artist Alfred Momaday were 

honored at the annual Oklahoma College of Liberal Arts Inter-Tribal Heritage Club 

Powwow on the Chickasha, Oklahoma campus. Another honor was soon to follow when 

he was named Indian of the Year during the American Indian Exposition in Anadarko, 

Oklahoma, August 13th through 18th. 

Back in Santa Fe, Ballard was a judge during the 52nd annual Indian market 

sponsored by the Southwest Association on Indian Affairs. The event was held 

Saturday August 18th and Sunday August 19th in front of the Palace of Governors in 

Santa Fe. It featured many exhibitors bringing their items for critiquing. Items included 

various types of pottery, jewelry and fetishes, paintings, rugs, blankets, sculptures, 

kachinas, baskets, and Ballard presided over the musical instruments. 

The Bala-Sinem Choir of Fort Lewis College, Durango, Colorado, released an 

album through Canyon Records in September of 1973. The name of the group means 

“red people” in the Hopi language and the ensemble consisted of members from 20 

different tribes. Mark Romancito, a former student of Ballard’s from the IAIA, organized 

the group. Most of the songs on the recording are from Romancitos IAIA days, the rest 

were learned from the students themselves, taught phonetically to the others, modeled 

after Ballard’s E-Yah-Pah-Hah Indian Chanters. 

A noteworthy performance and a broadcast that included the works of Ballard 

took place in November of 1973. Why the Duck Has a Short Tail was presented in 

Knoxville, Tennessee, in a performance with dancers. The New Mexico Ballet 

Company, by invitation of the Knoxville Ballet Company, performed the work with 
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choreography by Suzanne M. Johnston, owner and director of the Suzanne School of 

Classical Ballet. Then, on Thanksgiving Day, November 22nd, Ballard’s music was 

played on Wisconsin’s WHA-Radio during the stations Salute to Native Americans. The 

program was “designed to acknowledge the Indian point of view and highlight the 

cultural achievements of the Native American, will include music, literature, and 

interviews.”224 The schedule included a 10:30 a.m. Holiday Concert featuring Ballard’s 

music, a noon concert with Edward MacDowell’s Indian Suite and music of Latin 

American Indian composers. A number of segments were presented: Indian Folk songs 

were presented at 5:30 p.m., N. Scott Momaday read from his book, The Way to Rainy 

Mountain, Ray Murdock read Tales of Nanabozho, a collection of Chippewa stories, a 

review of Beyond Wampum and Feathers, an exhibit in New York City’s Museum of the 

American Indian, and interviews. 

Ballard produced more educational materials in 1973. The first two were, My 

Music Reaches To The Sky: Native American Musical Instruments and Music 

Instruments of Indian America, which were part of an educational curriculum and are 

discussed in the literature review. Another release may have been The American Indian 

Sings Book 2. Some of Ballard’s works lists mention a second volume and copyrights 

were issued in 1973 and 1995 but no copies have been located. 

American Indian Music for the Classroom 

In 1973, while on leave from his position at the BIA, Ballard created one of the 

most important projects of his career. Early in the year he began work on his 

educational kit American Indian Music for the Classroom. Part of this work included 
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fieldwork in the form of teaching children about Native American music. An article by 

Emma Louise Philabaum from the journal Arizona, “A Plan to Share Music of the 

American Indian,” documents his work with Mrs. Jo Hartline and her fourth grade class 

at Kenilworth Elementary School in Pheonix, Arizona. 

In four one-hour sessions with the composer from Santa Fe, New Mexico, 
the youngsters had adapted their ears to new scale progression. Their 
tongues had learned to reproduce another language; their feet had found 
order in the Indian dance steps. Their fifth singing session was taped by 
Ray Boley of Canyon Records for use Ballard’s soon-to-be published 
lexicon of Indian music and dance…For Ballard the sessions reinforced 
his conviction that Indian music belongs in every classroom…it must be 
taught by ear. And ear training is the basis for the rudimentary music 
education system Ballard hopes to introduce along with his new 
program.225 

The sessions with the children included call and response singing, demonstration of a 

variety of Indian instruments, rhythm exercises, and display of a map of the United 

States showing the locations of tribes. 

These songs of the American Indian people are easy to teach and 
learn…students enjoy learning them. The fourth grade class we worked 
with in Pheonix learned and recorded four songs and dances in a few 
short hours.226 

By November, American Indian Music for the Classroom was completed and released. 

Raymond A. Boley of Canyon Records produced the kit, which was intended for use as 

a teaching tool for Grades 1-12 in both music classes and general study but is also 

valuable for teachers, scholars, and anyone interested in traditional Native American 

music. 

The composer presented a series of three workshops in Arizona in February of 

1974: the first was on Tuesday, the 26th, at Arizona State University in Tempe, the 
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second at Northern Arizona University in Flagstaff on February, 27th at 3:30 p.m. in the 

Creative Arts Building, and the third on Thursday, the 28th at the University of Arizona in 

Tucson. An article by Maggie Wilson of the Phoenix Arizona Republic from March 1st, 

1974, contains a wellspring of quotes from Ballard on his philosophies as a composer 

and educator. 

In spring of 1974 the William Jewell Concert Choir, directed by Wesley Forbis, 

continued to promote Ballard’s music. The ensemble performed two works during a 10-

day tour of four states. Benedictine College in Atchison, Kansas, was one stop on the 

tour. The wide variety of repertoire the group presented included The Gods Will Hear 

and A Portrait of Will Rogers. Both works were commissioned and premiered by the 

ensemble and Carl Fisher music publishers were planning a William Jewell Choral 

series in recognition of the ensembles continued efforts to encourage American 

composers. 

The composer and N. Scott Momaday were working on an Opera Pagent in 

1974. The project was to be based on the history of the Eight Northern Pueblos. The 

BIA of the Northern Pueblos submitted a grant proposal to Morris Thompson, 

Commissioner of Indian Affairs to fund the project. The group requested $25,000 for 

Phase I. Participants were to include Ballard, Momaday, San Juan Tribal Consultant 

Tony Garcia, tribal musicians, singers, dancers, and scenic and costume designers. 

Ballard presented more lectures on Native American Music in 1974. The first was 

during the Workshop in Ethnic Music from June 21st through July 3rd at Howard 

University. Other topics in the workshop included Jazz, Caribbean Music, Afro-American 

Choral Music, and Puerto Rican Music in the U.S.A., Afro-American Children’s Songs, 
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and Choral Compositions of John Work. Notable fellow lecturers at the event included 

Billy Taylor and Marian McPartland. Another Ballard lecture, “American Indian Music, 

Art and Religion – A Triumvirate,” occurred on Tuesday July 2nd, 1974 at the University 

of Arizona in the Physics-Meteorology auditorium at 8 p.m. 

Ballards’ discontent with the various musical organizations in New Mexico, 

leading to legal action and/or public confrontation in the press, also continued in 1974. 

One local Santa Fean, Sandra Prewitt Edelman, disagreed with a recent case against 

the Santa Fe Chamber Music Festival. 

Ordinarily, my sympathies lie with the Native American when he confronts 
an imposed society. But my sympathies fail utterly in the case of Louis 
Ballard versus the Santa Fe Chamber Music Festival. 

Ballard’s charges are not only absurd but dangerous: absurd because his 
views, carried to its logical extension, would require that compositions be 
performed only at or near the birthplace of the composer. 

Thus we should have to travel to Salzburg to hear Britten-not to mention 
North Carolina to hear Ballard ‘what’s a nice Quapaw-Cherokee boy doing 
in Tewa country?’ 

And dangerous because it would give to an agency of the State 
jurisdiction over what is and must remain an activity of the individual 
imagination. 

The National Socialists, some of us may remember, tried that in Germany.  
We used to call it censorship, and we used to deplore it, heartily, calling it 
un-American. 

Anyway, somehow I never thought of Beethoven as an out-of-state 
composer.227 

Incident at Wounded Knee 

The Sioux tribe and history informed two new works in 1974: Siouxiana and 

Incident at Wounded Knee. Siouxiana (Coming of Age) is a two-movement woodwind 
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choir, I. “Legends Retold” and II. “Vision Quest,” commissioned by North Dakota 

University and premiered in Grand Forks on January 28th, 1974. The work was 

published through NSMP and a recording of the work may be found in the Digital 

Repository of Arizona State University.228 

The second piece composed in 1974 was Incident at Wounded Knee. The four-

movement work for chamber orchestra consists of: “Procession,” “Prayer,” “Blood and 

War,” and “Ritual.” The Saint Paul Chamber Orchestra commissioned the work and it 

was dedicated to their conductor Dennis Russell Davies. Various articles and the 

preface to the score reveal that the work was inspired by two historical events at 

Wounded Knee, South Dakota. 

Ballard said he wrote the work in Santa Fe after a trip to St. Paul and a 
visit to the Sioux reservation and Wounded Knee…As he was at work on 
the music, Indian militants staged a protest at Wounded Knee. The 
modern incident, and an infamous and tragic 19th century massacre of 
Oglala Sioux at the same site provided the impetus for the 
composition…‘The Indians were being tried in St. Paul,’ Ballard said. 
‘Wounded Knee became a conscious influence on my work.’229 

Ballard explains further that the music 

is not a literal depiction of any programmatic materials, but rather…tone-
rhythmical series of musical episodes meant to suggest violent 
conflict…emotion-laden processions…spiritual state of being.230 

According to the preface to the score, the four-movements are an “evocation of the 

traditions and moods of the Indian people.” 

Wounded Knee, a tiny hamlet in South Dakota, is the site of the December 
1890 massacre by the U.S. Cavalry of almost 300 Indians…this band of 
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the Oglala Sioux tribe had participated in the Ghost Dance Ceremonies, a 
ritual that promised release from the oppression for this suffering people. 
However, the U.S. Governments looked upon this activity as being 
subversive...troops forced the surrender of the small band of Indians and 
were “escorting” them to winter quarters at the Pine Ridge Reservation 
when a shooting incident occurred. This incident precipitated the 
massacre of the entire group of Indians. 

Today a simple stone marker commemorates that tragedy. The seeds of 
discontent sown by that event motivated the young Indian militants in the 
recent (1973-1974) incidents at Wounded Knee when they demanded 
redress of their grievances of treaty violation and racism. 

My own mother related how she was persecuted in school when she 
spoke her own language and sang her own tribal songs. The awareness 
of this heritage of suffering and protest has led me to express my feelings 
in the way most natural to me – through music.231 

In her dissertation from 1995, Tara Browner states that the last movement of the 

work “contains (unidentified) dance rhythms” and corrects Ballard in an inaccuracy. 

In Ballard’s historical statement, he describes the 1890 Massacre of 
Lakota by the United States Cavalry at Wounded Knee Creek in South 
Dakota, but gives the Oglala Sioux as the murdered Indians, instead of the 
actual victims, Big Foot’s band of Hunkpapa, from Standing Rock.232 

This correction is also not accurate. It was not Big Foot’s band of Hunkpapa. The 

Hunkpapa fled Standing Rock after the death of Sitting Bull and joined Big Foot 

(Spotted Elk) and his Miniconjou Lakota Sioux. So the victims at Wounded Knee Creek 

were Spotted Elk, his Miniconjou, and smaller number of Sitting Bull’s Hunkpapa. 

The Saint Paul Chamber Orchestra performed two of Ballard’s works early in 

1974. On April 29th, Ritmo Indio was performed on a program with works of Stravinsky 

and Mozart. The second work was Incident at Wounded Knee. One article reports that it 
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received its “World premiere on May 4th in St. Paul, Minnesota with works by Britten, 

Bach, and Mozart.”233 Although, this was the “American” premiere of the work and it was 

not performed in its entirety; the “world” premiere occurred six months later. 

Ballard traveled to Europe for that “world” premiere. During their European tour, 

Dennis Russell Davies and the St. Paul Chamber Orchestra performed Incident at 

Wounded Knee in Warsaw, Poland, on October 12th. Stops included Prague, Budapest, 

Belgrade, Berlin, Munich, Amsterdam and Paris with a repertoire that also included 

works by Haydn, Martinu and Peters. It was a State Department sponsored tour and the 

Gulf Oil Company of Denver funded Ballard’s trip. 

A series of musical episodes depict the emotional procession toward the 
town, the state of the souls in torment, and the violent conflict. The work 
culminates in musical and dance forms affirming the essential spirituality 
of Native American people. Incident is not a political work, but it drew a 
strong reaction from oppressed peoples when it was played in Poland and 
Czechoslovakia, as well as the cities of Western Europe. The fact that I 
was taking a bow onstage with a white American orchestra and conductor 
did more than words can to show that we live in a free country.234 

As a result of the world tour of Incident at Wounded Knee, Ballard was getting a 

lot of attention. He was honored further when Governor Bruce King declared the first 

week of November 1974 as “Louis Ballard Week.” The American premiere of the 

complete work occurred on November 9th in Minneapolis during the Gala Homecoming 

Concert. The St. Paul Chamber Orchestra and Dennis Russell Davies continued to 

perform Incident at Wounded Knee. A performance on February 17th, 1975 as part of 

the Wartburg Artist Series consisted of Frank Martin’s Ballade for flute piano and 

strings, Johann Sebastian Bach’s Cantata No. 209, Non sa che sia dolore with soprano 
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Elly Ameling, Ballard’s Incident at Wounded Knee, and Haydn’s Symphony No. 87 in A 

Major. A review in the Waterloo Courier praised Ameling’s performance, Ballard’s work, 

and the ensemble in general. R.P. Flessner described Incident as 

elements of 12-tone blended with serialized Native American rhythm, 
producing a truly stunning effect…the performance was immaculate, and 
the orchestra played with rousing intensity in spite of the poor acoustics.235 

The majority of the program was repeated on Sunday February 23rd at a Town Hall 

concert in New York City for a tougher critic. Incident certainly did not fare as well under 

the pen of John Rockwell. 

Actually, the least impressive aspect of the afternoon was the New York 
premiere of the day, Louis W. Ballard’s ‘Incident at Wounded 
Knee’…However unkind it may be to say so, the idiom sounds like high-
class movie music. Mr. Ballard had written his four-movement piece in a 
neoclassical, rhythmically emphatic style reminiscent of Hindemith with 
some rather flat, melodramatic devices thrown in. At key moments it 
sounded as if he yearned for big orchestra sonorities and was grudgingly 
making do with the 20 players he had to work with.236 

At the New Mexican premiere in 1980, the work received a kinder review from the local 

press. 

‘Wounded Knee’ is not difficult to listen to…’Ritual’ uses broad strokes of 
Indian dance rhythm, spirited flute passages and stunning violin phrasing 
to bring the piece to a conclusion. The movement’s success is a credit to 
the musical vocabulary Ballard has developed in the three preceding 
sections. The music unfolds in rich layers and undoubtedly, would divulge 
more of its secrets on further listening.237 

An article from March of 1975 highlights Ballard’s various activities as an 

educator and work with the BIA. Earlier in the month he took part in a discussion 
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sponsored by the National Endowment for the Humanities called The Composer as a 

Social Critic and had also recently performed a workshop for music educators at the 

Navajo Community College. Ballard worked with 78 music teachers, promoted the use 

of rhythms and instruments, and developed plans to use the music as a teaching tool. 

Music should be considered a integral part of the school day…Anyone can 
sing and play Indian songs, but the use of American Indian music in the 
classroom seems to be a revolutionary idea…I encourage teachers to 
work with people on their own reservations…They are our most valuable 
resource. There is nowhere else to learn about this type of music, since 
colleges do not offer courses for teachers in this field.238 

It also discusses some of Ballard’s other recent accomplishments. Grants and 

fellowships from the National Endowment for the Arts were released early in 1975. The 

composer received a grant for $2,125 to copy the score and parts of Portrait of Will 

Rogers for performance. The piece was “probably” being performed at the Cowboy Hall 

of Fame in Oklahoma City. He visited USC by invitation from their Native American 

Studies Department as part of an Indian celebration and workshop. In Philadelphia he 

was to judge an Indian music festival, and he made an appearance at the Cabrillo 

Festival in northern California. The article also includes a photo of Ballard at his desk.239 

Ballard was a member of the American Lore Association and attended a meeting 

on Easter Sunday from 3 to 7 p.m. at the home of Kathleen Shelbee. The honored 

guest for the meeting was Chief Red Dawn, grandson of the chief at the Wounded Knee 

incident. A brief article in the Santa Fe New Mexican also states that Ballard “recently 
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received the Bicentennial Award for the Southwest in the form of a grant to do the 

musical score for the Will Rogers Memorial.”240 

Another lecture was given during a series sponsored by the Taos Art 

Association. Ballard was scheduled to present on April 13th at 4 p.m. in the Taos 

Community Auditorium. An article in the Daily News-Sun from Hobbs, New Mexico, 

covers another one of Ballard’s lectures. He was in Hobbs for three days, May 4th 

through the 6th, lecturing in elementary schools as part of an artist-in-residence 

program. The presentations included instruction in music using Native American 

instruments, a film on Native American music, recordings, and a live performance. 

David Wright, a violinist from the University of New Mexico, accompanied Ballard on the 

lectures to perform the Rio Grande sonata. The article, “Dr. Ballard Calls Art Society’s 

Saving Grace” in the Daily News-Sun, included a photograph of Ballard and Wright 

teaching students at Jefferson Elementary School.241 

The composer was the subject of two letters to the editor of the Santa Fe New 

Mexican in July of 1975. A letter from Darthy Hughes from July, 8th praises the 

composers music and suggest more performances of his works. 

…the beauty, the stillness and vastness of the desert, the strength of the 
majestic mountains, the lifeblood of the Rio Grande…All of these unique 
characteristics of our enchanted land have been immortalized in the music 
being written by Dr. Louis Ballard…is a real part of the heritage of our 
corner of this nation…In this Bicentennial year, I feel that it would be a 
great tribute to give this very talented Indian composer the acclaim in our 
own state that he has received on an international scale…his chamber 
compositions: Katchina Dances, Desert Trilogy, T’Saviyo, Ritmo Indio; his 
Scenes from Indian Life…Rio Grande Sonata…are musical interpretations 

                                            
240

 "Easter open house set," Santa Fe New Mexican, March 28, 1975. 

241
 Lana Cunningham, "Dr. Ballard Calls Art Society's Saving Grace," Daily News-Sun (NM), May 6, 1975. 



 173 

of the struggle, the heartaches and the joys of the growth of the colorful, 
historical tapestry which is the Southwest.242 

The letter ran as a brief article in the Albuquerque Journal a few days later on July 17th. 

Another letter to the editor questioned the lack of Ballard’s music on the programs of the 

Santa Fe Chamber music Festival. This time the letter was from a friend of Ballard’s, 

Edward Wapp, Jr. 

I am a musician from Minneapolis…Looking over the Santa Fe Chamber 
Music Festival Program, I noticed and was disappointed that the works of 
New Mexico composers were not included…did not include the works of 
American Indian composer Louis Ballard...I have attended Minneapolis 
concerts where his works have been performed, and his works have been 
well received by Minneapolis audiences and musicians.243 

The Tewa Singers performed July 31st, 1975 at 9:30 a.m. in the Santa Cruz 

United Methodist Church. The group consisted of students from the Santa Clara and 

San Juan pueblos who studied Indian music at an Espanola summer school under Dr. 

Ballard. They learned to sing songs in various languages including Tewa. This is 

another group similar to the E-Yah-Pah-Hah Singers Ballard led at the IAIA. The 

students were Rosana Calbert, Trini Abeyta, Rose Montoya, Sherill Tafoya, Donna 

Tafoya, Deborah Curley, Stephen Garcia, Elmer Garcia, Orlando Martinez, Percy Tapia 

and Arnold Tapia. 

A teacher workshop, American Indian Music and Related Arts, was held on the 

Bemidji State College campus August 3rd through the 8th, 1975. The schools music 

department, American Indian Studies department and the University of Minnesota 

sponsored the events and Ballard presented workshop discussions and demonstrations. 

Other faculty included Donald Bibeau, director of Indian Studies at BSC; Carl Gawboy, 
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artist; Larry Kitto, Minnesota Chippewa Tribe director of the Higher Education 

Committee; Paul Parthun, BSC music professor on the Indian Studies staff; Richard 

Sieber, professor of music from the University of Minnesota; and Gerald Vizenor, a 

Native American author. The workshop attracted teachers from various educational 

levels from 15 states and there were participants from the Ojibwe, Kiowa, Navajo, 

Sioux, and Yakima tribes. Ballard had a message for the non-Native attendees: 

‘Don’t think because you’re a non-Indian you can’t sing Indian songs.  
These are our songs as Americans and we must learn to recognize it.  
Indian singing is the most natural in the world’…Find an Indian who knows 
songs, he said, and listen carefully…’Learn so you can sing them under 
water or in your sleep!’…’When a lead Indian singer dies its like an archive 
burning down…Here’s epic literature. Here’s epic poetry – and it’s 
unwritten.’244 

A number of works were performed leading up to and during the Cabrillo Music 

Festival in Santa Cruz, CA. The festival orchestra was in residence on the Long Beach 

State University campus from Monday August 4th through Sunday the 10th giving 

concerts and preparing for the festival. Dennis Russell Davies was the director of the 

ensemble, which may explain the multitude of Ballard works that season. The repertoire 

during the residency consisted of: Justus Mathew’s Seven Pieces for Orchestra, 

Corelli’s Concerto Grosso in D Major, Garrett List’s Songs, and Haydn’s Symphony No. 

98 on the Friday program, Ballard’s Ritmo Indio, Gounod’s Petite Symphonie, Robert 

Hughes Cones, and Henry Cowell’s Persian Set on Saturday, and Ballard’s Devil’s 

Promenade, Mozart’s Symphony No. 12 in C Minor, and Mendelssohn’s Symphony No. 

3 in A Minor (Scotch) on the final Sunday concert. Devil’s Promenade received an odd 

review in the Press Telegram: 
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The other pseudo-exotic piece was ‘Devil’s Promenade’ by Louis Ballard. 
An American Indian, Ballard uses authentic Indian themes and rhythmic 
patterns and treats them in full MGM style. It’s done skillfully and with 
noisy climaxes, and the audience loved it. Like one of those Sunset 
magazine recipes for lamb and zucchini stew topped with melted Swiss 
cheese, though, one feast is enough.245 

The 1975 season of the Cabrillo Festival of Contemporary Music ran from August 

15th through August 24th. The repertoire included Ballard’s Cacéga Ayuwípi, Desert 

Trilogy, Devil’s Promenade, Ritmo Indio, and the world premiere of a tone poem, Ishi  

“America’s Last Civilized Man.” An article by music critic Paul Mertelendy of the 

Oakland Tribune gives a mixed review of the new work. 

In his tribute to California’s most famous and perhaps most tragic Indian 
‘Ishi,’ the episodic segments remind one of watered-down knickknacks 
from a souvenir stand, like precedents of Chavez, Copland and Villa-
Lobos…‘Ishi’ is a 15-minute-long orchestral piece given its world premiere 
at the mission here Sunday at the closing event of the Cabrillo Music 
Festival The work has five sections (unfortunately not printed in the 
program) Ishi’s world, conflagration, retreat, capture and immolation…the 
work portrays the destruction of a tribe by the encroachment of the whites, 
who then saved the last man, Ishi, to be studied anthropologically before 
he, too, died off at the start of our century…might make an excellent 
dance score.  Its modal music, occasional pentatonic-effect and exotic 
percussion (maracas and Indian drums) give an ethnic savor within a 
conventional setting dominated by brass and strings The sense of Ishi as 
the victim-prisoner of manifest destiny emerges as the kernel of Ballard’s 
proud statement.246 

More performances occurred in October and November and Ballard recognized 

the Santa Fe New Mexican for their coverage of his activities. Saturday October 23rd 

was the West Coast premiere of Scenes From Indian Life by the Los Angeles 

Philharmonic Orchestra under Zubin Mehta at the Hollywood Bowl. The performance 

was part of the Ethnic Music Festival that also included music from Japan, Mexico, 
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Argentina, Israel, Czechoslovakia, Scotland, and Gospel music. November 23rd the 

Sioux City Symphony Orchestra performed Scenes From Indian Life, Devil’s 

Promenade, and Why the Duck Has a Short Tail with Ruth Ballard as the narrator. A 

letter to the editor of the Santa Fe New Mexican from Louis Ballard appeared on 

November 16th. He was recognizing a recent article featuring his activities. 

I want to thank you for the excellent coverage of my activities…Society, of 
course, needs the composer, but often it is felt that the composer does not 
need society. This is not true and I take to opportunity to verify it. Many 
people have called to express their interest in my work and the thriving 
Santa Fe music scene. I even received an invitation to conduct a program 
of my music in the Midwest by a gentleman who was passing through our 
town. Keep up your coverage of Santa Fe arts and artists.247 

1975 is also the year that Ballard wrote the textbook Music of North American 

Indians. The textbook and recording were published by the Silver Burdett Company to 

supplement levels 7 and 8 of the Silver Burdett Music series. The accompanying 

recording contains the following tracks: “Taos War Dance (Pueblo),” “Crown Dance 

Song (Apache),” “Sioux Ghost Dance Song (Plains),” “Navajo Women’s Song,” “Creek 

Indian Lullabye,” “Ponca War Dance Song,” “Commanche Raid Song (Plains),” “Stomp 

Dance Song (Creek),” “Drum Beat Patterns,” “Zuni Rain Dance (Pueblo),” “Kiowa Flute 

Music (Plains),” “Apache Violin Music,” “Matachine Dance (Pueblo),” and Cacéga 

Ayuwípi, III. “Plains and Woodlands.” The “Sioux Ghost Dance Song” was one he 

himself sang during his lectures, such as the opening of the lecture on April 11th, 1973, 

in Tahlequah, Oklahoma.248 A transcription of the song is included in the textbook. Louis 

is also heard singing the “Ponca War Dance Song” and demonstrating drum beat 
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patterns on the recording. The movement from Cacéga Ayuwípi was recorded during 

the performance at Wolf Trapp in 1973 of the Native American Creative Percussion 

Ensemble and opens with Ballard discussing the movement. 

1976 started with a number of performances. Ballard may have expanded the 

score of Incident at Wounded Knee for full orchestra. An article in the Yuma Daily Sun 

states that on Monday and Tuesday, January 19th and 20th at 8 p.m. the Pheonix 

Symphony directed by Eduardo Mata presented the symphonic world premiere of 

Incident at Wounded Knee.249 Sunday, February 1st was the Bicentennial Festival 

Concert of the Santa Fe February Festival of the Arts. The concert featured works about 

America by American composers. William Kirschke led the Orchestra of Santa Fe in 

Ballard’s Scenes From Indian Life, John Knowles Paine’s Prelude to Oedipus Tyrannus, 

Aaron Copland’s Appalachian Spring, Virgil Thompson’s The Plow That Broke the Plain, 

and John Donald Robb’s Scenes from New Mexico Mountain Village. Robb was a local 

composer and former dean of the College of Fine Arts at the University of New Mexico. 

The program included the Star Spangled Banner and the string section also performed 

Benjamin Franklin’s Entrada from his string quartet as a tribute to Franklin. Anne 

Hillerman of the Santa Fe New Mexican gave the concert a favorable review and 

remarked that Ballard’s work was 

a delightful, humorous look through music at the differences between 
personalities…’Scenes’ was a fine introduction to the Native American 
composer’s work for a home town audience…unusual percussion effects 
and the alternative dramatic and comic tempos which marked each of the 
three brief sections made ‘Scenes’ stand out in the programming as an 
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original southwestern work, and gave it a sound that is perhaps uniquely 
American.250 

A reception after the 8 p.m. performance was held for Ballard and Robb in the Santa Fe 

Room of La Fonda. Governor and Mrs. Jerry Apodaca were there with the board and 

Kirschke to welcome the composers. Kirschke stressed the importance of performing 

works of contemporary American composers. 

I feel a responsibility to the creative process of today…as well as a 
responsibility to the continuance of composition of our American 
heritage…If we don’t perform the work of contemporary American 
composers, in 50 years there won’t be any. They will simply cease to 
create if their work isn’t performed.251 

Louis Ballard and Vincent Price were honored in Oklahoma in February. Louis 

and Ruth visited the capital for a special performance of Portrait of Will Rogers. The 

festivities began with an official welcome of Ballard and Price by Governor Boren in his 

office, a tour of the building, and photo taking. Ballard took an autographed picture of 

Price, the Governor, and himself home for his records. Vincent Price was the narrator 

for Ballard’s work and Poe’s The Raven. A dinner party to honor the guests was held at 

the home of Mr. and Mrs. Robert Bowers, associates of the Allied Arts Council. This 

was a premiere of sorts because this was the first time the orchestral version of Portrait 

of Will Rogers was performed. 

An article in the Music Educators Journal from February 1976 briefly discusses 

the composer’s participation in the Special Arts Project in New Mexico. Ballard, 

guitarists Hector Garcia and Antonio Mendoza along with members of the Albuquerque 

Symphony Orchestra traveled to homes and schools in Hobbs, Silver City, and 
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Carlsbad giving presentations and concerts. In Hobbs, Ballard presented workshops on 

Indian music and a sample movement from his Rio Grande Sonata was performed.252 

Rio Grande Sonata 

Although the work existed earlier in various forms, the world premiere of the Rio 

Grande Sonata occurred at a concert given by the Yale-St. John’s Consort at St. John’s 

College in Santa Fe on February 29th, 1976. The latest version of the work was 

commissioned by St. John’s through a grant from the New Mexico American Revolution 

Bicentennial Commission. In the program, violinist Scott Hankins and Pianist Manuel 

Maramba performed the new four-movement work. Mezzo-soprano Mary Neidorf 

presented songs of Charles Ives; Frank Lynch and Maramba performed Gordon Jacob’s 

Sonatina for Oboe and Harpsichord. The Rio Grande Sonata was originally a solo violin 

work composed for the virtuoso Jack Glatzer and copy of a solo version of the work is 

held in the library of the IAIA. The revised four-movement work was a classical sonata: 

I. “Ojo” de Dios in sonata-allegro form, II. “Monte del Sol” in rondo form, III. “Monte de 

Luna,” a twelve-tone scherzo, and IV. “T’Saviyo.” Ballard discusses the movements in 

an article from the Santa Fe New Mexican. 

‘On Lumholtz’s first expedition into northern Mexico, the explorer 
discovered prayer sticks of varied colored threads among the 
Tarahuamara and Hutchol Indians. These later developed into the familiar 
decorative objects of New Mexico, Ojo de Dios, Eyes of God. The 
variegated colors and textures relate to the colors and textures of New 
Mexico’s land and sky and are reflected in the music. More than this,’ he 
adds, ‘they symbolize the religious aspirations of the people.’ 

He describes the second movement as expressing the exuberance of 
dance forms drawn from the power of the sun, which is ever-present in 
daily life and one of the essentials of existence. In Monte de Luna, the 
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third movement, the mysticism of New Mexico, as evidenced in the night 
sky, is expressed in the final movement, the Indian spirit hovers over the 
land.253 

During the intermission of the performance, Ballard was presented with a Caitlin 

Peace Pipe Award. Mrs. Theodora Montoya Anderson had accepted three awards for 

Ballard, Dr. George A. Boyce, and Senator Joseph M. Montoya in December of 1975; 

she presented Ballard his award at this time. The American Indian Lore Society 

presents the annual awards to Indians and non-Indians for contributions to the 

American Indian. 

The composer gave more lectures and more works were performed in March and 

April of 1976. During the Idaho Music Educators convention, Thursday March 25th 

through Saturday the 27th, Ballard gave two lectures on “American Indian Music in the 

Classroom.” The convention included workshops, business sessions, and concerts. 

Barbara Andress, associate professor of music education at Arizona State University, 

presented workshops on teaching intermediate grade choirs and other topics. The 

fourth annual symposium on the American Indian, American Indian Perspectives on the 

Bicentennial, was held in the Memorial Union at Iowa State University April 23rd and 

24th. Besides a lecture by Ballard, activities included films, discussion, and a pow-wow. 

An article from April 6th, 1976, in the Arizona Daily Sun reveals some of the composers 

that the Flagstaff Symphony was presenting during its 1976-77 concert season. One 

concert included works of three living composers: Louis Ballard, Victor Saucedo, and 

Robert Duisberg. The Arizona Bicentennial Commission funded the works by Ballard 

and Saucedo. 
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Thus Spake Abraham 

Lock Haven State College of Lock Haven, Pennsylvania commissioned Ballard to 

compose a new work for the opening of the John Sloan Fine Arts Center that April. The 

choral cantata Thus Spake Abraham for SATB choir with piano contains 6 sections: 

“Prologue,” I. “Abraham, the lawyer,” II. “Abraham, the politician,” III. “Abraham, the 

statesman,” IV. “Abraham, the prophet,” and “Epilogue.” The composer bases the text 

for the work upon selected writings and speeches of Abraham Lincoln, Biblical 

scriptures, and original writing. 

Like the Biblical Abraham of ancient Israelites before him, Abraham 
Lincoln followed the course of destiny as if guided by the hand of God. 
Indeed, we are told by scriptures and by history that both Abrahams, in 
leading their people & nations did rely upon Devine Guidance. This choral 
cantata attempts to portray via artistic terms the dominant themes which 
influenced these men’s lives and, in utterly human terms, to invite a 
comparison between the two men.254 

While Kershaw’s dissertation contains an excellent analysis, some details are not 

clear. A copy of the work in the possession of this writer contains a variety of dates. The 

title page contains the date May 1976, as do catalogs for the NSMP, but the last page of 

the score is dated August 28, 1977; perhaps the work was modified over the years. The 

title page also says that the work was dedicated to Dr. Francis N. Hamblin and a 

personal inscription by Ballard to Hamblin from April 1, 1979 reads: “To Frank and Alice 

Hamblin with love of life & music – in memory of the weekend on the Susquehanna 

River – Louis W. Ballard.” Hamblin was the president of Lock Haven State College. 

Curiously, a second inscription on the following page reads: “Best wishes from Louis W. 

Ballard, 08/13/80 – Mandal Plato(?).” Kershaw was only able to identify one 
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performance of the work and this writer finds little more, which was the planned 

premiere of the work during the dedication of the John Sloan Fine Arts Center 

mentioned briefly in an article a full year before,255 and the premiere of the work in 

Buenos Aires, Argentina, August 23rd, 1980. 

The Gods Will Hear received a positive review after a performance by the Los 

Alamos Choral Society and Sinfonietta under the direction of John Ward. The program, 

May Festival Bicentennial Concert of New Mexico Composers, was performed on 

Sunday May 16th, 1976. The program consisted of works by living New Mexican 

composers: Alan Stringer’s Canticle, three songs by John Robb, songs by Warner 

Hutchison and Robert Dike, Laurence Powell’s The Santa Fe Trail and Ballard’s work. 

Anne Hillerman of the Santa Fe New Mexican praised Ballard’s piece: 

‘The Gods Will Hear’ was interesting and powerful music, again with a text 
that works in both content and rhythm. Ballard’s use of Indian instruments 
in his percussion section makes his music exciting from the start. The 
composer has also made skillful use of the strengths and differences in 
male and female voices. 

The strong rhythms in ‘The Gods Will Hear’ contribute to the work’s 
effectiveness. The tempo of the music matched the natural rhythm of the 
words.256 

An article in the Santa Fe New Mexican discusses the Ballards’ multitude of 

activities throughout the summer of 1976. First, during an evening of music on Indian 

themes at the Bicentennial Horizons of American Music Festival in St Louis, the 

composer conducted the Webster Symphony in Scenes From Indian Life and Incident at 

Wounded Knee. His father, then living in St. Louis, accompanied him to the reception. 

Then he presented a workshop at the new American Indian Center in Wichita. Later 
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Ballard and his wife were in Ohio for the Futurology series at Mount St. Joseph College 

and the composer conducted a program of his music at the Cincinnati Conservatory. 

Another lecture was planned for Roosevelt University in Chicago and he participated in 

the Ravinia Festival, Telluride Festival, and Navajo Music Festival. The article also 

reports that since the premiere of Ballard’s Rio Grande Sonata at St. Johns in February, 

the U.S. Office of Information reports that it has been played in 30 nations including 

India, Pakistan and New Zealand.257 

July 11th through the 16th Ballard led a small group seminar during the American 

Indian Music and Dance workshop offered jointly by the University of Minnesota and 

Bemidji State University. The workshop was developed to “expose participants to native 

American dance and music as a means to understanding the lifestyle of the North 

American Indian.”258 Sandra Koops of the Santa Fe New Mexican referred to Ballard as 

“the Santa Fe phantom.” Performances and lectures in other cities kept him away from 

Santa Fe much of the time. Cellist, Bonnie Hampton and pianist, Nathan Schwartz, 

members of the Francesco Trio, performed Katcina Dances at St. John’s College as 

part of the Santa Fe Chamber Music Festival on Tuesday July 27th, 1976. The article 

also notes that this could be viewed as the “healing of a rift that developed between the 

composer and the Festival a couple of years ago through a series of 

misunderstandings.”259 Along with listing some of Ballard’s many accolades Koops 

posed some important questions: Why has Ballard not had more exposure than the one 

or two performances per year and why aren’t there recordings of his works? These 
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problems plagued Ballard for his entire career. The program also included pianist Paul 

Hersch performing Beethoven’s Piano Sonata in C Minor, Op. 111 and Tartini’s Didone 

Abbandonata with violinist Leon Spierer. On July 31st Ballard was guest artist at the 

White Mountain Festival in New Hampshire and he performed a program of American 

Indian Music where Dennis Russell Davies was the conductor of the festival orchestra. 

The Inter-tribal Indian Ceremonial was held in Gallup, New Mexico, August 12th 

through the 15th, 1976 and Ballard was the guest artist. Ballard’s appearance was one 

of a few firsts for the event. It was the first time that an Indian composer would be the 

guest performer, the first time a country western group would perform during the event, 

and the inclusion of an Indian market was also a first. The ceremonial also staged four 

performances of Indian dances, three afternoons of rodeo, a parade, and arts and crafts 

exhibit. The dances included Crow, Yakima, Pawnee, Kiowa, Quechan, Seminole, and 

Yaqui performers. On the opening day, following the Indian flag ceremony, Ballard 

conducted the Navajo Band in the “Star Spangled Banner” and an arrangement of 

Scenes from Indian Life. Over the course of the weekend he also conducted Cacéga 

Ayuwípi and gave a lecture/demonstration, “An Indian Happening,” which called for 

audience participation in traditional Indian music. Louis Ballard must have collected a 

large number of Native American instruments. An article in the Santa Fe New Mexican 

reveals that it took a chartered plane and ten crates to transport his collection of Native 

American instruments from his home in Santa Fe to Gallup.260 

October 1st, 1976 a concert of Music by Oklahoma Composers was given during 

The Bicentennial Parade of American Music. The concert was held at the John F. 
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Kennedy Center for the Performing Arts and included works by eight composers: Irvin 

Wagner, Roy Harris, Robert MacGimsey, Uncle Wallace Reed, Mrs. Wallace Reed, 

Michael Hennagin, Gail Kubrik, and Louis Ballard. The series featured music from each 

state and was sponsored by the National Music Council and a grant from Exxon. 

Yvonne Chouteau danced to the performance by the Oklahoma City Junior Symphony 

of Ballard’s The Trail of Tears, an excerpt or arrangement from The Four Moons ballet. 

Friday, October 8th, 1976, Ballard gave another lecture and clinic on “American 

Indian Music in the Classroom” at Eastern New Mexico University as part of a workshop 

on Multicultural Music and Dance In the Classroom. The workshop presented teachers 

with the materials and techniques to include ethnic music and dance in their 

classrooms. An article announcing the lecture appeared in the Avalanche (TX) Journal 

with a quote from Ballard. 

‘I first wrote Indian music as a protest to correct stereotypes and clichés,’ 
he said. Until Dr. Ballard, no ‘Indian’ music was written by Indians, but by 
Caucasians who transcribed Indian themes for piano and orchestra for 
pseudo ‘Indian-sounding’ music.261 

Ballard completed two additional orchestral works in 1976, both part of his 

Fantasy Aborigine series. The first was Fantasy Aborigine No. 2 (Tsiyako). The 20-

minute work is for string orchestra and was premiered on October 10th by the Northwest 

Chamber Orchestra of Seattle. The title, according to Kershaw, “is based on the Pacific 

Northwest Indian tradition.”262 Other works lists also place Fantasy Aborigine No. 3 

(Kokopelli) in 1976 but was not premiered until the following year. The work is dedicated 

to Thomas Kirschbaum, the conductor of the Flagstaff Symphony, and was made 
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possible by a commission from the Arizona Arts Commission in celebration of the 

American Bicentennial and Flagstaff’s centennial. In addition to strings, harp, timpani 

and other standard instruments, the 15-minute work makes use of a Yaqui water-gourd 

drum, Tewa seashell rattles, Hopi gourd rattles and rasp, and a cricket clicker. Kokopelli 

is a well-known flute playing, fertility deity, of the Hopi and other Southwestern cultures. 

In 1976 Ballard also composed music and provided some voice over segments 

for another film which was released in 1977, “The American Indian’s Sacred Ground: 

The story of the American Indian and his relationship to the land.” The film, narrated by 

Cliff Robertson, tells the story of Native American’s connection to the land by visiting a 

number of sacred sites around the country. In one segment Ballard speaks the part of 

Chief Powhatan, father of Pocahontas. 

Why should you take by force, that which you have by love? Why should 
you destroy us who have provided you with food? 

The score consists of newly composed sections and at least one arrangement of a 

“Cherokee Quail Song.” The film visits the Grand Kiva at Largo Canyon, New Mexico; 

Devils Tower in Wyoming; Pipestone in Minnesota; Lake Onondaga, New York; Canyon 

De Chelly, Arizona; and Bear Butte, South Dakota. 

In early 1977 Ballard continued his busy schedule, traveling often to attend 

concerts or give lectures. On April 2nd, 1977 the composer attended a concert devoted 

to his music in Minneapolis. It was the second in the Great Composers Series at the 

Tyrone Guthrie Theater. Other composers in the series included Copland, Hindemith, 

and Mendelssohn. The next stop was in Chicago on the 4th for a lecture. Then he 

managed to make it all the way to Arizona and was present on Tuesday April 5th when 

the Flagstaff Symphony Orchestra and conductor Thomas Kirschbaum gave the world 
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premiere of Fantasy Aborigine No. 3 at Northern Arizona University’s Ardrey Memorial 

Auditorium. Kirschbaum thought the work was a beautiful and well-written piece; he and 

the orchestra enjoyed preparing and performing it. Other works on the program included 

Max Bruch’s Concerto for Violin and Orchestra in G with Ani Kavafian, winner of the 

1976 Avery Fisher Prize, as the soloist and Camille Saint-Saëns Organ Symphony with 

Flagstaff dentist and organ master John W. Stilley at the organ. On Tuesday April 12th 

singer Yma Sumac performed a concert at the Lensic Theater in Santa Fe as a charity 

benefit for the American Cancer Society. Ballard was once again working on an opera; 

Sumac was expected to star in it. The composer noted that the opera “has a Hopi 

theme suggesting a link between the Sky kachinas of ancient history and the flying 

saucers of today, and Sumac’s five-octave range as a singer is a natural for it.”263 

Another performance at the Audrey Memorial Auditorium occurred on Sunday, 

April 17th when Kirschbaum led the Flagstaff Symphony Orchestra in a performance of 

Why the Duck Has a Short Tail as part of a Lollipop Concert. The Conservatory of Music 

at the University of Kansas at Kansas City presented a concert of the music of Louis 

Ballard on April 26th, 1977. The composer and Ruth attended the concert and Maurice 

Peress, Ballard’s former colleague and conductor of the Kansas City Symphony, threw 

a reception in their honor the following day. 

An article in the Delaware County Daily Times announces that Elaine Woodal 

was named editor of a new journal, which focused on literature and the arts relating to 

Afro-Americans, Chicanos, Native Americans, and Puerto Ricans. Louis Ballard, the 

“internationally know composer,” is included in a list of twenty-six people in the creative 
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arts serving on the board.264 Ballard’s article, “Toward Another (Musical) Aesthetic,” 

appeared in the first issue of the journal, Minority Voices: An Interdisciplinary Journal of 

Literature and the Arts, in the spring of 1977. 

Ballard attended the National Tribal Chairmen’s Association meeting in Atlanta in 

May. The caption to a photo of Ballard with Ray Butler reads, “Dr. Louis W. Ballard, 

New Mexico resident and program director for the BIA, met with Ray Butler, acting 

commissioner of the BIA”265and states that one of the issues discussed was the pending 

Supreme Court lawsuit, Santa Clara Pueblo vs. Julia Martinez. 

In June, Ballard attended a fine arts camp as a special observer at Fort Still 

Indian School, Oklahoma, with Fred Shields. The camp, for students from Oklahoma, 

New Mexico, and Mississippi, included band and vocal music as well as traditional and 

contemporary art. Band director Jack Romine was one of the instructors. Ballard would 

turn to Shields and Romine later that year to participate in the National Indian Honor 

Band. The camp ended with a concert and art show on Friday, June 10th, 1977. The 

following month Ballard presented another workshop, this time on the campus of the 

University of Montana. The workshop, Native American Music, was held July 18th 

through the 22nd and was designed to introduce students to the regional varieties of 

Native American music, its historical perspective, and relevance to public school 

curricula. 
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WAMUS77 

The Indian Honor Band performed during the Washington Redskins, Dallas 

Cowboys National Football League game in Washington D.C. Sunday, November 27th, 

1977. Over 100,000 people were expected to attend the game at the Robert Kennedy 

Stadium. It was the first Indian half-time show in professional sports history and the 

program was to cost the BIA $150,000. The presentation was conceived by a policy 

planner for the BIA, John Olguin of the Isleta Pueblo tribe and approved by the director 

of the Indian education program, Dr. William Demmeret Jr. Coordinated by Ballard, this 

was also part of a five-point program to develop Indian arts and to provide opportunities 

and exposure for talented Indian youths. An article in the Washington Post discusses 

the philosophy of creating such a program at that time: 

The effort is part of a new movement to re-establish American Indians as 
first-class citizens in the United States. Olguin cites job discrimination, low 
social status and a generally low opinion of Indians by the American public 
as barriers, which must be overcome. 

‘I believe what’s going to happen (at RFK) will be as significant as a 
takeover at Alcatraz,’ said Olguin, who now works for the National 
Education Association as a human relations specialist and lives in Vienna. 

‘The public will be aware that Indians can do something. The Indians will 
be aware that they can do something. And the Bureau of Indian Affairs, in 
spite of themselves, will realize that Indians can do something.’ 

‘People have been ignoring us (American Indians) and I don’t know why,’ 
said Olguin, who is serving as the liaison between the Redskins team and 
the BIA. ‘After this is over, the band will disband and go back to its tribes, 
but the American Indian music program will just be starting, now that there 
is an awareness.’266 

150 students from BIA and public high schools, representing 80 tribes in 30 

states were selected from approximately 700 during a series of auditions held in August 
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and September of 1977. The selection committee included Louis Ballard, Fred Shields 

the Haskell Indian Junior College band director, Jack Romine of the Mississippi 

Choctaw BIA schools in Philadelphia, Mississippi and nine other BIA music teachers. 

Fred Shields and Jack Romine co-directed the marching band at the rehearsals and 

performances. 

The event was a point of pride for many communities and is reflected in the 

numerous brief articles from around the country that highlighted the participation of 

students and other locals. Some of the those featured included Andy Annette and Army 

Private Curtis Claymore from Bemidji, Montana; Jackie Corcoran from Havre High 

School in Havre Montana; Gary Harrington and John Harrington from Sandia High 

School in Albuquerque, New Mexico; Dorthea Dodge, from Kirtland, New Mexico; Don 

and David Gomez from Taos, New Mexico; Susan Pete, Cathy Pete, and June Smith 

from Watersmeet High School in Ironwood, Michigan; fourteen students from Mount 

Edgecumbe and Sitka schools in Alaska; and fifteen students from various schools in 

Oklahoma. 

The members gathered for rehearsals at Intermountain Indian School in Brigham 

City, Utah, from November 12th through the 20th. On November 20th the band, funded by 

the BIA, traveled to Washington D.C. and stayed at the National 4-H Center in Chevy 

Chase, Maryland. The band performed on November 22nd at the National History 

Museum of the Smithsonian Institution, at the White House, and saw a premiere 

showing of “Three Warriors.” At the White House the performers were honored guests 

of First Lady Rosalynn Carter and Mrs. Walter Mondale. “Three Warriors” was a film 

from 1977 that told the story of a young boy discovering his American Indian roots. 
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Additionally, The Army Air Force Band presented a clinic for the visitors. On 

Thanksgiving Day, the students were served dinner as guests of the American Indian 

Society of Washington D.C. 

At the game the Indian Honor Band and associated ensembles performed a pre-

game show. First, the members of the Zuni tribe presented a Harvest Dance directed by 

Mark Romancito. Then the Jemez Pueblo Day School presented a Buffalo Dance. 

Finally, the Thunderbird dancers from the Washington D.C. area danced Plains Indian 

war dances. The opening ceremonies included an appearance by Miss Indian America 

XXIV, Gracie Ann Welsh a Mohave-Chemehuevi-Yavapai. The American Legion Steve 

Youngdeer Post No. 143 All-Cherokee Honor Guard, led by Commander Sherman Lilly, 

gave a presentation which honored the only two living Indian Congressional Medal of 

Honors recipients: Col. Jack Montgomery (Cherokee) of Gore, Oklahoma and Col. 

Ernest Childers (Creek) of Broken Arrow, Oklahoma. After the Washington Redskins 

Band played their fight song, “Hail to the Redskins,” the National Indian Honor Band 

performed the National anthem, which was interpreted in Plains Indian sign language by 

the 50-girl drill team from the IAIA and the Intermountain Indian School in Brigham City, 

Utah. 

The Halftime show presented by the Indian Honor Band, 50 tribal dancers, the 

drill team et al. was based on the theme “American Indian Heroes, Heritage and 

History.” The music, conceived and led by Ballard, included four compositions by the 

composer, who was also the director of the BIA’s Office of Music Education. Taking the 

size of the venue into consideration when preparing the music he decided to use 70% 

brass instruments and included Indian drums and rattles. It opened with a percussion 
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fanfare and welcome march with accompanying maneuvers and formations. The band 

played “Hymn to the Sun” while dancers formed Indian geometric designs for: Sun, 

Smoke, Moon, and Arrows. In the following section “Stand for the Tall Chiefs 

(Kihekastenozhe)” the band played while large banners representing four great 

American Indian chiefs were carried onto the field. The chiefs represented were 

Powhatan (Wahunsonacock), Sitting Bull (Tatanka Iyotake), Geronimo, and Seattle. 

Victor Sarracino from Laguna Pueble led a ceremonial Eagle Dance. In a final section 

the band played “Eagle March (Hunka-No-zhe),” “in which Ballard has stylized the 

rhythms and motives of the traditional Indian dance music.”267 Louis and Ruth Ballard 

attended the performance, as did Roger L. Stevens, chairman of the board of the 

Kennedy Center, Mrs. Stevens and the Secretary of the Interior. After the performance 

there was a reception in Virginia and Ruth Ballard is quoted as saying “The crowd was 

capacity and the show fantastic.”268 

John Olguin and others had attempted to persuade CBS to televise the program 

instead of football replays and commentary. The program was originally to be broadcast 

as part of the game but it did not happen. It was, however, recorded and made into a 

documentary and televised early in 1978. A preview of the 28-minute documentary on 

the Indian Honor Band was given in Santa Fe on April 1st, 1978. Then on Thursday, 

May 25, 1978 the film was shown again on Albuquerque’s KNME-TV. It begins by 

covering the preparations in Santa Fe and rehearsals in Utah and continues with 

highlights from the half-time show. Ballard is quoted as saying that the films emphasis 
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was on the talent of Indian youth and how that can advance the cause of Indian 

bicultural education in the performing arts. At a preview of the film in Santa Fe Ballard 

recognized important participants and acknowledged praise from the office of New 

Mexican Governor Jerry Apodaca. An award was given to Grey Cohoe, IAIA art 

instructor, for creating the four large portraits of Indian chiefs used in the performance. 

The next two compositions Ballard composed were also for band and he 

continued discussing plans for an opera. The first new work was a concert band suite, 

Dance of the Nighthawk Kitowah, and was premiered in Chicago on April 5th, 1978. The 

next work composed for concert band, Ocotillo Festival Overture, was premiered in 

Tempe on March 11th, 1979. In an article from the Santa Fe New Mexican, Ballard 

revived long dormant discussions of an opera based on the life of Will Rogers. 

‘Will Rogers epitomizes the American dream,’ he says, growing excited as 
he discusses the opera. ‘That’s why I’m so vitally interested right now in 
creating an opera, a stage work, based upon this figure of Will Rogers. But 
more, based upon what he represented.’ 

‘He could not have been who he was if he had not been an Indian,’ Ballard 
continues, explaining that the teasing, self-critical wit of Will Rogers was a 
characteristic of Indian humor. 

‘It’s time for another Will Rogers,’ Ballard asserts, enthusiastically unrolling 
the oversized diagrams. ‘But there hasn’t been one in sight, so why not 
resurrect the spirit, the essence, of what this man had to offer?’ 

And as he points to the little blocks drawn across the pages, he explains 
that each one represents an anecdote from the life of the Oklahoma 
humorist, and that in this rudimentary stage the opera will move both 
forward and backward in time, ‘like fingers meshing together,’ so that 
events in Roger’s childhood may be juxtaposed against their effect on his 
adult life; all tied together by the thread of the Cherokee’s famous wit, and 
what Ballard sees as his ‘inner voices.’269 
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Dennis Russell Davies and the St. Paul Chamber Orchestra gave Incident at 

Wounded Knee its New Mexican premiere on Friday, January 18th, 1980 at the Civic 

Auditorium in Los Alamos. The ensemble performed the work without the optional 

Pueblo drum and gourd rattles. Dvořák’s Five Bagatelles, and Mozart Symphony in D 

Major, and Vaughn Williams’ The Lark Ascending were also on the program, which was 

sponsored by the Los Alamos Concert Association. The Ballard’s hosted Dennis Russell 

Davies, the conductor, at their home in Santa Fe where a pre-concert party was held 

before the Los Alamos performance. The orchestra was on a tour of the Southern U.S. 

and it was one of Davies final tours with the group as he was about to become the 

director of the Stuttgart Opera in Germany. 

1980-1989: Musical Discrimination and The Three Cities 

In the 1980’s the tensions Ballard felt toward the performing groups in New 

Mexico increased. In the midst of all of the turmoil in Santa Fe, Louis W. Ballard 

continued to compose new works for piano, percussion ensemble, orchestra, chamber 

works, and he released a full-length recording of his music. 
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Figure 3-8.  Is It Really Musical Discrimination?270 

On May 15th, 1980 an article by Anna Dooling in the Santa Fe Reporter exposed 

an ongoing campaign by Ruth to get her husband’s music performed. “The Case of 

Louis Ballard: Is It Really Musical Discrimination?” included a menacing picture of 

Ballard and Ruth in the garage of their Santa Fe home with placards hung beside them 

reading: “MENDELSSOHN WAS BANNED IN NAZI-GERMANY NOW BALLARD IN 

SANTA FE.” After the seasons final concert of the Orchestra of Santa Fe, on April 27th, 
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the couple, with the help of others from Tesuque Pueblo, posed with the placards and 

handed out flyers which stated: 

Never in the history of the musical life of this nation has there been such a 
brutal disregard and total unconcern for the sensibilities of minority group 
composers and musicians to be heard in the very locale in which they 
have lived and worked and contributed to the quality of life in this tri-
cultural city of Santa Fe.271 

Dooling recounts a brief history of the Ballards’ criticism of the local music 

ensembles in New Mexico and additional examples are found in the local press. First 

she notes that Ruth had sent letters to the New Mexico Symphony Orchestra of 

Albuquerque dating back to 1963, the year the couple first arrived in Santa Fe, 

demanding that Ballard’s music be played. Later, Ruth’s criticism became more public. 

In a “letter to the editor” type section titled “Mr. Citizen…His views on issues of the day” 

in the Santa Fe New Mexican from July 3rd, 1973, the views are not his, but hers. 

My opinion…is that no American Music Organization should pursue a 
policy of all-European programs of music when American musical genius 
abounds in full glory to enrich such programs with our own 
music…Besides, right here in the Southwest are several composers who 
have won National and International Prizes for Chamber Works, so what 
excuse or reason is there not to perform such music? And in a locale, 
dedicated to the advancement of indigenous sculpture, painting and 
crafts?272 

In 1974 the attacks continued when the Ballards filed a complaint against the Santa Fe 

Chamber Music Festival through the Human Rights Commission. Then in February of 

1979, Ruth sent a letter to U.S. Representative Manuel Lujan, claiming that her 

husband and his music were denied equal opportunity. The most recent installment 
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began on April 3rd when The Ballards sent a letter through their attorney, Mary Walz, to 

William Kirschke, musical director of the Orchestra of Santa Fe, accusing the orchestra 

of discrimination. According to the letter Ballard’s works had not been included on 

performances under the group’s CETA grants, or during the Festival of the Arts, and 

that Ballard had never been invited to give presentations on music at schools. The 

picketing occurred after the concert on April 27th in front of the Sweeney Center in Santa 

Fe. Dooling talked with three important musical figures in New Mexico that had been the 

object of the Ballard’s criticism: William Kirschke, Orchestra of Santa Fe musical 

director, Sheldon Rich, Santa Fe Chamber Music Festival director, and William Weinrod 

of the New Mexico Symphony Orchestra. The trio responded to the claims by citing 

instances of Ballard’s works being performed by local ensembles, questioning his 

abilities as a composer, claiming that Ballard had never submitted works for 

consideration, and stating the fact that it is difficult for any composer to get their works 

played. 

1980 also included trips to visit Ruth’s family and performances in Argentina. In 

February Ruth celebrated her mother’s 80th birthday in New York while Louis was 

making preparations for a recording of Incident at Wounded Knee and other works. On 

May 19th Louis attended a concert in New York City at Symphony Space, which 

included a performance of Incident at Wounded Knee by the Brooklyn Philharmonia 

conducted by Cuban conductor Tania Leone. In August of 1980 Ballard and Ruth were 

invited to Argentina: Ruth to perform a solo piano concert of Spanish repertoire, and 

Louis for the premiere of Thus Spake Abraham by the Choro Conservatorio Gilardo 

Gilardi. The two were participating in the International Congress on Education of 
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Teachers in Buenos Aires, sponsored by the OAS and the cultural ministry of Argentina. 

An article in the Santa Fe New Mexican includes some brief quotes from Ruth regarding 

Thus Spake Abraham and makes mention of the lack of performances of Ballard’s 

music in the Southwest. 

She said the work presents a ‘gut level Lincoln,’ and has some ‘raw 
language and humor.’ It is the result of some research of Ballard did on 
Lincoln and is drawn from Lincoln’s early writings and speeches…Mrs. 
Ballard said she felt badly that her husband’s work had to be premiered 
outside of this country and asked how it is possible to build a 
Southwestern tradition when the music is most often played out of the 
region. The premiere of the work will be recorded and televised she 
said.273 

Theo Doré and his wife Henrietta joined Louis, Ruth and Louis A. in Santa Fe to 

celebrate Theo’s 88th birthday in October. A party was held at the home of Mr. and Mrs. 

Ira Wyant and Theo, still active as a magician, performed magic tricks. Don Gold had 

recently featured him as one of four famous octogenarians in the book, Until the Singing 

Stops. 

In 1981, inspired by his recent visit to Argentina, Ballard composed the first of 

three works for solo piano, A City of Silver: Concert Fantasy for Piano. Pianist Val Goff 

premiered the work at Northeastern State University in Tahlequah, Oklahoma on April 

30th. The preface to the score contains a brief analysis and another more 

comprehensive analysis may be found in Crappell’s dissertation. 

As a musical invocation on the tragic events of this period, this work 
emerges as a universal statement of human loss…implicit in the 
dedication ‘Para todos los desaparacidos del mundo,’ (for all the 
disappeared ones of the world), a burning issues in Argentina during his 
visit in 1980. The title refers not only to the mineral riches of Argentina and 
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La Plata Rio (The Silver River) but to the quick-changing fortunes affecting 
the lives of the people.274 

In August there was a performance in New Mexico and Ballard lectured. The 

Southwest Indian Art Institute was held from August 10th through the 17th on the College 

of Santa Fe campus and was sponsored by the Southwestern Association of Indian 

Affairs and the College of Santa Fe’s Native American Outreach office. Its goal was to 

teach attendees about Southwest Indian art and offer opportunities to interact with 

Native American artists through a series of workshops and cultural events. Ballard 

presented a lecture/performance of Southwest Indian music. Later that same month 

composer, conductor, and multi-instrumentalist David Amram performed three concerts 

in New Mexico. During the New Mexico Music Festival in Taos a program included 

Amram conducting the Festival Orchestra in his own Elegy for Violin and Orchestra, and 

Ballard’s Scenes from Indian Life. 

Ballard participated in the first Southwest Cultural Heritage Festival in Stillwater, 

Oklahoma, in October. Partially funded by the National Endowment for the Arts, the 

festival included plays, poetry, an art show, and lectures. Ballard took part in Native 

American Contributions to the Southwest: A Living Tradition, one of three symposia 

exploring the roots of culture in the Southwest. On October 15th the Oklahoma State 

University and Choir performed A Portrait of Will Rogers and Copland’s Rodeo Suite. 

Another program during the festival included Indian ceremonial dances, N.Scott 

Momaday’s The Gourd Dancer in sign language and dance, and a performance of some 

of Ballard’s chamber works. 
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The Four Moons enjoyed a revival in 1982. Events in Oklahoma commemorating 

the original performances of the work included the creation of a statue honoring the five 

Native American ballerinas and a restaging of the work by the Tulsa Ballet Theater. In 

the years following the revival, the group performed the work in a New York premiere, 

and a premiere in Louis Ballard’s hometown, Santa Fe, New Mexico. On November 

13th, 1982 the 10-foot tall bronze sculpture by Jay O’Meira was unveiled on the Williams 

Center Green next to the Performing Arts Center in Tulsa Oklahoma to honor the states 

five Native American ballerinas: Yvonne Chouteau, Rosella Hightower, Moscelyne 

Larkin, Maria Tallchief, and Marjorie Tallchief. The celebration was also one of many to 

celebrate and the state’s diamond jubilee. The program, also dedicated to the late 

Walter Terry, included performances of Roman Jasinski’s Classical Symphony, Arthur 

Mitchell’s The Greatest, and George Balanchine’s Square Dance.275 Terry, 

distinguished dance critic, had died on October 6th. Ballard’s The Four Moons was 

among the “More than 500 of the World’s Major Ballets” included in Walter Terry’s Ballet 

Guide. 

A new orchestral work, Fantasy Aborigine No. 4: Xactcé’óyan, Companion of 

Talking God, received it’s world premiere on November 15th, 1982 in New York and was 

later nominated for a Pulitzer Prize. Dennis Russell Davies led the American 

Composer’s Orchestra in a concert at Alice Tully Hall. The work was commissioned by 

the orchestra and received little discussion in a review by John Rockwell of The New 

York Times. 
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Louis W. Ballard of Santa Fe is a leading Native American composer; 
perhaps THE leading Native American composer. His ‘Xactcé’óyan’ is not 
directly evocative of Indian music, except for an occasional tambourine 
effect. Instead, Mr. Ballard was inspired structurally by ‘certain aboriginal 
design motifs’ and then developed his score abstractly from these initial 
inspirations. The result last night sounded hyper-actively overwritten.276 

The design motifs Rockwell was referring to were taken from the design on an Indian 

rug. 

Ballard says the work ‘is like nothing I have known before. The first 
movement grew out of an Indian rug…I was working on the score in my 
studio where I have these rugs. In talking about what the work should say 
and what elements I should use, I looked at this rug…It has these 
beautiful colors and textures, arrows, mountains and designs. So I 
thought, why not?’ After transcribing the rug pattern into grid form, he laid 
it over a blank sheet of orchestral music and discovered a definite musical 
pattern. Using that pattern he pinpointed notes and developed a theme.277 

At the performance, a key performer was ill so Lou Harrison’s Symphony No. 3 replaced 

Francis Thorne’s La Luce Eterna for the performance. The other works on the program 

were Colin McPhee’s Tabuh-Tabuhan, and Roger Session’s Symphony No. 7. 

In May of 1983 the feud between the Ballards and the musical community of 

Santa Fe continued. Albuquerque attorney Judd S. Conway filed a lawsuit against the 

Santa Fe Chamber Music Festival and its executive director, Sheldon Rich. Louis 

Ballard was seeking a $50,000 award for compensatory damages and $500,000 in 

punitive damages and Ruth Ballard was seeking $25,000 in compensatory damages 

and $25,000 in punitive damages over remarks made by Rich to a newspaper in May of 

1980. Ballard alleged that Rich defamed him in the article by Anna Dooling which 

resulted in lost royalty income of $10,000-$20,000 annually, sustained health problems, 
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and Ballard’s music being denied performances by all of the performing arts societies in 

Santa Fe.278 

The Gods Will Hear was performed in China late in 1983. The Baptist singing 

group, The Centurymen, sponsored by the First Baptist Church of Osceola, Arkansas, 

was traveling from October 24th through November 12th to perform. The repertoire for 

the group consisted of American songs by Stephen Foster, spirituals, evangelistic 

music, a medley of frontier songs, a Stars and Stripes review, and classical works. The 

classical works included: Beethoven’s Hallelujah from Mount of Olives, selections from 

Leonard Bernstein’s Mass, pieces in German by Mozart and Schubert, Ode to Music, 

Ying Ue by Buryl Red, director of the Centurymen, various works by Copland, and 

Ballard’s cantata. During the 17-day tour the group was to perform with the Peking and 

Shanghai Symphonies. A producer from NBC was to travel with the group and film a 

documentary to be shown in the spring of 1984.279 

Friday, November 11th through Sunday, November 14th, 1983 the Tulsa Ballet 

presented its New York debut performances in the Brooklyn Center at Brooklyn College, 

sponsored by the Metropolitan Life Foundation. The repertoire included a shortened 

version of the 1938 Gaîté Parisienne, choreographed by Léonide Massine to music by 

Jacques Offenbach; Arthur Mitchell’s Rhythmetron; Hands of Fate (pas de deux) from 

Balanchine’s Cotillon set to the music of Emmanuel Chabrier; Roman Jasinski’s 

Convolutions to the music of Anton Rubenstein’s Piano Concerto in D Minor; and 

Jasinski’s restaging of The Four Moons. Reviews of the performances in The New York 
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Times were positive and included the remark, “Technically, the women were astounding 

in The Four Moons.”280 Roman Jasinski, Rosella Hightoer, George Skibine and Miguel 

Terekhov choreographed the original ballet in 1967 for the second Oklahoma Indian 

Ballet Festival. This performance was re-choreographed for four young dancers. These 

young dancers represented the original four American Indian ballerinas who danced the 

original roles in the ballet. An article in The New York Times names the performers in 

this new version and briefly describes the dances: 

Cynthia Crews, in the Choctaw variation as the Rosella Hightower figure, 
flashed through ‘Swan Lake’ arabesques to recall Miss Hightower’s career 
as an outstanding classical ballerina. She projected strongly on her own 
terms in the dance with a feathered headdress. She was preceded in the 
first Shawnee variation for Miss Larkin, in which the Cuban-born Ena 
Naranjo proved a knockout in an allegro solo with very swift turns and 
jumps on toe. Miss Hale in the Osage solo for Marjorie Tallchief, was 
beautifully lyrical and birdlike with fluttering hands. A technical whiz in the 
fouettés, she is an impressive dancer on all counts. 

The tragic history of the Cherokee is implied in the final variation for 
Yvonne Chouteau, which Gail Gregory translated seriously with arms 
reaching upward or shooting an imaginary bow and quietly dancing in 
stylized Indian steps. The striking prologue, with four Indian women on 
pedestals before four disks as the dancers stood below, the final 
composite pas de quatre, and the score by Louis Ballard, the Indian 
composer who conceived the work, all make ‘The Four Moons’ a welcome 
surprise.281 

On Saturday, February 25th, 1984 the Triad Chorale performed The Gods Will 

Hear during a program of music from Latin America, the Caribbean, and North America  

The concert, conducted by Noel DeCosta, held at Symphony Space in New York City 

was called In Celebration of Music in the Americas, and included Miss Criolla, a folk 

mass by Ariel Ramirez, and Freedom Freedom by Coleridge-Taylor. Ruth “Doré” 
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discusses this performance and Ballard’s other activities in an article from the New York 

Tribune, which is also filled with quotes by Ballard. 

Ballard, a Cherokee-Quapaw Indian from Santa Fe, New Mexico, is quick 
to point out that he himself does not write Indian music. ‘Indian music is 
being composed right now by tribal musicians…what I do is extract the 
essences of this music and return it in a new form. I strive to recreate the 
spirit of tribal music through my own original works.’…’A cultural exchange 
seems to be taking place whereby more New York musicians and 
composers are coming to Santa Fe every year while my own compositions 
are being performed more frequently in New York.’282 

Then on Tuesday, February 28th, the Tulsa Ballet Theater, brought by Ballet at 

Santa Fe Inc., performed The Four Moons ballet at the Armory for the Arts. The 

organization Ballet at Santa Fe, Inc. was a non-profit group whose goal was to 

encourage professional dance companies to perform in Santa Fe. The performance 

also included Square Dance with choreography by George Balanchine and 

Rhythmetron: Ritual of the Winds. The group had recently performed The Four Moons 

during its New York debut at the Brooklyn Academy of Music and Dance. They had also 

hoped to establish a summer residency program in Santa Fe.283 The artistic directors for 

the group were Roman Jasinski and Moscelyne Larkin, husband and wife, who were 

principle dancers with the Original Ballet Russe. The Tulsa group’s repertoire included 

major classical ballets, several George Balanchine dances, other contemporary works, 

and ethnic ballets with a preference for Native American themed dances. Larkin was 

one of the original four moons Ballard composed the work for in 1967. Hale, Gregory, 

Crews, and Naranjo danced The Four Moons again. This performance in Santa Fe was 

a “showcase for the Indian-oriented dances.” The other “Indian-oriented” work was 
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Rhythmetron. It was originally choreographed by Arthur Mitchell to tribal African tribal 

music for his Dance Theatre of Harlem and according to Connie Cronley, manager of 

the Tulsa Ballet Theatre, he “restaged it with an Indian motif as a tribute to us.”284 

The cover story article in the Pasatiempo section of the Santa Fe New Mexican 

also included another brief article, “Hometown recognition pleases composer.” 

Years of dedicated work are starting to pay off for Santa Fe composer 
Louis Ballard…learned he is the only Native American composer invited to 
contribute music to a Human Rights Festival concert scheduled March 19th 
in Albany, N.Y. He will share the limelight there with the likes of Leonard 
Bernstein. And this weekend, Ballard’s multi-media choral cantata, The 
Gods Will Hear will receive its New York City debut after being performed 
widely in the United States, Europe, and The People’s Republic of 
China.285 

The article continues with a discussion of the Santa Fe premiere by the Tulsa Ballet 

Theater of The Four Moons. ”I’m delighted it’s finally coming to the place where it was 

born…I wrote it 17 years ago to be performed in Tulsa. I’m glad people in Santa Fe are 

getting a chance to see it.”286 

Ballard also composed a new piano work in 1984. The second of a trio, A City of 

Fire: Concert Fantasy for Piano, was inspired by a place much closer to home. 

As a relief from my composing schedule, I take long walks. One night, I 
walked up a mountain trail in back of the house. I looked across the Rio 
Grande Valley to the Jemez mountains. It was an incredibly clear night. I 
could see the lights of Los Alamos flickering across to me, seeming to 
dominate the horizon. It inspired me to write my piano solo, City of Fire.287 

The preface to the score presents additional information. 
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A City of Fire…is dedicated to the city of Los Alamos, New Mexico, where 
the horror of atomic fire was unleashed. Following a programmatic design, 
this fantasy begins in a tonally stable manner symbolic of our pre-atomic 
innocence. As the tone poem unfolds, turbulent timbres are introduced 
through the accretion of dissonance…288 

The preface also presents a brief analysis and Crappell’s dissertation reviews the 

work as well. Roberta Rust premiered the work along with a performance of A City of 

Silver in Carnegie Hall on October 12th, 1984. This represented the “first performance in 

Carnegie Hall of the music of a Native American composer by a Native American 

concert pianist.”289 

There was a lack of activity from the composer in 1985. Others noticed the 

dearth of Ballard’s music on concert programs of the season. An article by Bill Dunning 

in the Santa Fe New Mexican, discussing the upcoming season of concerts in the area, 

asked that very question. “One wonders if Santa Fe’s Louis Ballard might be able to 

make an appearance in such a series as these; his music has been absent from local 

concerts in 1985.” Incidentally, on the same page, a photo of Sheldon Rich appears with 

the caption, 

WONDER WORKS – For his success in erasing the Santa Fe Chamber 
Music Festival’s debt, Pasatiempo salutes Sheldon Rich, pictured with 
some young friends, as Man of the Year in Music.290 

Ballard composed two new works in 1986: Music for the Earth and Sky and A 

City of Light. Music for the Earth and Sky, a sequel to Cacéga Ayuwípi, was another 

work for percussion ensemble and American Indian instruments. It was premiered by 
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the New Mexico Symphony Orchestra on March 29th, 1986. Works of Louis W. Ballard 

were included in the Musik im 20. Jahrhundert, held at the Hochschüle in Saarbrücken, 

West Germany. Ballard was there to conduct the European premieres and the recording 

following the performance of Cacéga Ayuwípi and Music for the Earth and Sky. Incident 

at Wounded Knee, Ritmo Indio and Katcina Dances were also performed during the 

festival. The audience particularly appreciated Incident at Wounded Knee.291 

The composer may have visited France during the trip as well. 1986 was also the 

year of a third piano work in a series, The City of Light: Piano Impromptu. 

A City of Light, inspired by the composer’s visit to Paris where his music 
received a warm reception on the Radio France program Musique et 
Culture. Ballard was seeking a part of his European ancestry. ‘At Place 
Balard, in the fifteenth Arrondissement,’ he says, ‘the spirit of my 
Cherokee ancestors mingled with the ghosts of medieval France, but a 
disquieting sense of restlessness and turbulence characterizes the 
atmosphere of Paris of the eighties.’292 

Like the previous two works from the set, the score for A City of Light includes a brief 

analysis in the preface and once again Crappell’s dissertation contains additional 

analytical information. 

On Sunday February 8th, 1987 Bernard Holland of The New York Times reviewed 

a performance in Weill Recital Hall. The concert was part of an Affiliate Artists series, 

the Xerox Pianists Program, sponsored by the Xerox Corporation, which featured new 

performers playing new works. The program consisted of Marcantonio Barone 

performing Ulysses Kay’s Two Impromptus and the Brahms C minor Trio, Stephen 

Drury performing the World Premiere of Louis W. Ballard’s City of Light and Liszt’s B 
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minor Sonata, and Alec Chien in Schubert’s “Trout” Quintet. Holland had this to say 

about the Ballard work: 

Then there was Louis W. Ballard’s ‘City of Light,’ an altogether angrier 
work in which abrasive chords and agitated passage work have been 
compacted into a dense wall of virtuoso writing. Stephen Drury’s energetic 
playing and Weill Hall’s sonic boom capitalized on the inherent violence of 
the piece.293 

The reviewer also notes that the chamber works, which occurred later in the program, 

were sabotaged “by an out-of-tune piano more or less shell-shocked by the Ballard and 

Liszt onslaughts.” Drury would go on to champion many other difficult modern piano 

works. 

Ballard produced his first and only full-length recording of his works early in 1987. 

It was released through the composer’s own label, WAKAN: Native American Classics, 

and included recordings of Incident at Wounded Knee, Cacéga Ayuwípi, and Music for 

the Earth and the Sky. Two of the works were performed soon after, probably to 

promote the new recording. Sunday, March 15th the Oklahoma Symphony program 

consisted of Ballard’s Incident at Wounded Knee, Mozarts Piano Concerto No. 9 in Eb 

with pianist Emanuel Ax and Brahms Symphony No. 1 in C Minor. Rick Rogers of the 

Daily Oklahoman praised the orchestras handling of the complexities in the Ballard work 

but was critical of the Brahms, calling attention to intonation problems and “boisterous” 

horns. On Sunday March 29th, 1987 a concert celebrating New Mexico’s Diamond 

Jubilee featured local composers. Neal Stulberg led members of the New Mexico 

Symphony Orchestra in Ballard’s Music for the Earth and Sky, Morton Subotnick’s Key 

to Song, Tom McVeety’s Harmonic Doors, James Galloway’s Lembraças da Bahia 
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(Memories of Bahia), and Scott Wilkinson’s In Memoriam. Ballard attended the 

performance in Albuquerque for the American premiere of Music for Earth and Sky. 

Ballard was also in attendance for the Santa Fe premiere of Incident at Wounded 

Knee. The spring concert of the Orchestra of Santa Fe was held at the historic Lensic 

Theater on April 4th, 1987. The conductor, William Kirschke, led the ensemble in 

Haydn’s Symphony No. 87, Ballard’s Incident at Wounded Knee, Weill’s The 

Threepenny Opera, and Gershwin’s Rhapsody in Blue featuring recent Robert 

Casadesus Piano Competition winner, Douglas Montgomery. Priscilla Zimmermann of 

the Santa Fe Reporter gave the entire concert a favorable review. Incident at Wounded 

Knee received the weight of the review, discussing the historical significance of 

Wounded Knee, briefly describing the various movements of the work, and praising key 

musicians for their performance.294 

A cover story in the Santa Fe New Mexican by Bill Dunning features the thoughts 

of three local Santa Fe composers and answers the question, “What does it mean to be 

a composer, here and now?”295 Dunning talked with Joseph Weber, Peter Garland, and 

Louis Ballard. Ballard vents his continued frustration with musical life in Santa Fe. 

‘From a logical perspective,’ says Ballard, ‘the locality for a composer or 
musician is a place where music-making is a necessary and accepted part 
of life, where musical creativity is a vital fabric of the total community, and 
where every facet of its environment would be radically altered without live 
music.’ ‘Only part of the time is this true in Santa Fe,’ he adds, suggesting 
strongly that Santa Fe needs a civic center for the performing 
arts…Recalling a tour of Germany last year for concerts of his music, 
Ballard says that city cultural centers and performing halls are a source of 
pride even in small towns there, but Santa Fe awaits a commitment, in his 
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words, to ‘stop wishing and talking and just do it.’ ‘If it’s true that a street 
musician cannot perform in Santa Fe, and premieres are the exception 
rather than the rule, Santa Fe has a long way to go,’ he says.296 

The article also reveals that Ballard was to speak June 3rd on the heritage of American 

Indian music as part of the Santa Fe Arts Festival. Ballard felt that the composer should 

compose because he has something to say that is vitally relevant to their place and 

culture. The article also mentions an essay by Ballard, The Last Gladiator, which 

outlines the value of the creative musical artist to society. The author ties these three 

composers to a history of composers in the Santa Fe area. The list of Santa Fe 

residents includes Harry Partch, Edgard Varese, Ernest Bloch, Victor Babin, Morton 

Subotnick and Joan La Barbara. Igor Stravinsky and Aaron Copland had also been in 

the area for summer residencies. 

Ballard composed two unique chamber works and an orchestral work in 1988: 

Capientur Anullo, Bellum Atramentum, and Fantasy Aborigine No. 5 Naniwaya. Also, an 

important article, Ruth Doré’s “Louis Ballard: Music for the Earth and the Sky,” appeared 

in the Fall 1988 issue of Artspace: Southwestern Contemporary Arts Quarterly. The 

article also included additional information in the form of a “Composer’s Precis” and 

included a disc with excerpts from two works inserted in subscription copies of the 

journal. Fantasy Aborigine No. 5 and Bellum Atramentum were premiered in 1989. 

Capientur Anullo (they will be caught by nobody), composed by “Ergo Sum” is a trio 

basso for viola, cello, and double bass, in graphic notation. The work may have been 

performed in Denmark and Ballard noted that “The Trio Basso has shown interest in 
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playing it…”297 Ballard also traveled to Austria in 1988. He was an artist representative 

at the 7th Symposium of the International Society for Polyaesthetic Education titled Art of 

the World, World of Perception, in Mittersill, Austria. 

An interesting article, “Designer Score,” by Richard Barrett ran in the Santa Fe 

New Mexican on May 5th, 1989. The article is overlaid with a graphic score of a new 

Ballard work, Bellum Atramentum. The symbols and notation of the score make for 

difficult reading but the article is an important one because it discusses this score, 

Ballard’s current projects, his background, and reveals some details regarding his 

thoughts on Native American music and approach to composition. 

‘I’ve had the idea for this work in my mind for 20 years,’ said Ballard while 
sitting in his studio at the base of Sun Mountain on Santa Fe’s Eastside. 
‘When I was approached by the Ensemble of Santa Fe, I decided to apply 
it,’ he said.298 

The Ensemble of Santa Fe commissioned the work from Ballard and three members of 

the group premiered it: oboist and director Thomas O’Connor, cellist Erika Duke, and 

violinist Robin Lorentz. The score for Bellum Atramentum, Ink War in Latin, so named 

because Ballard said writing it was a war, is a graphic score and includes words, 

diagrams and musical symbols. 

At first glance the score looks like a schematic for a computer circuit; on 
closer inspection, a very complicated board game. Louis does the 
calligraphy for the score himself, and a beautiful job it is….”A lot of things 
take place in this piece that have never taken place before. It’s my 
invention and copyright. It was a good chance for me, not to experiment, 
but to put together some ideas that I’ve had stewing in the pot for twenty 
some years or more. It embodies aleatory (chance), improvisatory and 
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through-composed music. It shows what you can come up with when you 
live among the piñons and mountains of New Mexico.299 

The premiere was given in Santa Fe during a concert of 20th Century American 

music on Friday, May 19th, 1989. The concert also included performances of Elliot 

Carter’s Sonata for Violincello and Piano, Enchanted Preludes for Flute and Cello, 

David Lang’s Illumination Rounds, David Stanley Smith’s Sonata Pastoral for Oboe and 

Piano. John Roberts of the Santa Fe New Mexican gave the concert an interesting 

review and devoted much of the article to the Ballard work. 

Using carefully chosen pitches, rhythms and volume, three players are 
instructed to create music at designated speeds. The cellist and violinist 
were joined by oboist Thomas O’Connor, director of the Ensemble. They 
set off on three different paths and created an emotionally moving 
experience. Constantly the texture changed: often a lot was going on, 
sometimes less, and occasional periods of rest occurred. The oboe 
seemed to dominate: I would have liked more equal contributions from the 
three.  But some people are louder than others, even though they have 
nothing to say different from anyone else. Ballard intended this musical 
social interaction to last 45 minutes, but for this premiere changed the 
signs along the road to have the journey end after only 15. I would have 
enjoyed much more of this fascinating trio’s chances together.300 

On May 27th, 1989 Louis W. Ballard was the first American composer to have an 

entire concert of music performed at the Beethovenhalle in Bonn, Germany. The 

program was part of the Day of New Music Festival and included Cacéga Ayuwípi, 

Music for the Earth and the Sky, Ritmo Indio, Katcina Dances, Incident at Wounded 

Knee, A City of Light performed by the composer, and was also the premiere of 

Dialogue Differentia for symphony with 2 Cherokee monochords and three voices. The 

text, “concerns a young Sioux warrior who confronts the forces of change represented 
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by Western Europeans”301 and was borrowed from a variety of sources: An Essay on 

Man by Alexander Pope, various 1st Cen. Latin poets, and other texts in Lakota Sioux. 

Dennis Russell Davies, then the Music Director of the Beethovenhalle Orchestra, 

commissioned the work and conducted the performance. Louis traveled to Germany to 

perform with his “15 containers full of Native American instruments.”302 Later, Ballard 

published an excerpt, Mi Cinski, hec’ela t’ankalake k’un iyaye (My son, the old one has 

gone), as a soprano solo with piano. 

Here is an art song in the Lakota dialect for soprano with piano 
accompaniment, which was inspired by a Lakota Mother’s expression of 
grief.303 

September 21st, 1989 was the world premiere of Ballard’s Fantasy Aborigine No. 

5 (Naniwaya). The performance, given by the Tulsa Philharmonic under Bernard 

Rubenstein, also included Beethoven’s Triple Concerto, and Saint-Saens’ Symphony 

No. 3 “Organ” with Fred Elder. Ballard left lengthy program notes for the fantasy. 

Like its four predecessors in the series of works which are centered 
around Native American culture, this composition is also non-
programmatic and no specific Indian musical themes are used; neither is it 
intended to be evocative nor quasi-ethnic from the conceptual standpoint 
as a piece ’about’ a time or a place. Instead it represents my attempt to 
crystallize into musical form and substance certain inner feelings and 
psychological impulses which grew out of my responses to actual spiritual, 
physical, and aesthetic experiences resulting from encounters with sacred 
places or spaces as so defined in the Native American Milieu. In short, I 
have walked on Indian hallowed ground and my only means to adequately 
express such an experience is through the medium of my music, which to 
me is a language that transcends words, pictures or reflections. 
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The subtitle, NANIWAYA, is my spelling of Nanih Waiya or Nana Awaya, 
the Mother Mound of the Mississippi Band of Choctaw Indians in and 
around Philadelphia, Mississippi. As to the translation of the term, this is 
as uncertain as the ancient origin and function of the mound. Various 
meanings have been given, ‘leaning hill’ and ‘a place of origin,’ being 
prominent definitions but whatever the meaning or tale of origin as a burial 
mound or temple mound it is certain that it is a space of very high esteem 
to the Choctaw people from whose language the word OKLA-HOMA 
(‘home of the Red-Man’) was given. The Choctaw Indian Nation of 
Oklahoma traces its roots to the aforementioned group with close spiritual 
and historical ties from the time of Removal. 

The definition of a sacred space or place in the Native American World is 
as varied as the languages and cultures of the many indigenous 
inhabitants of this great land. With some groups and/or moieties it might 
be a certain mountain, with another it might be a particular lake or 
waterway, or a special cave or a mound, or it might be a number of 
objects all of which are in some way related to the religious or 
mythological beliefs and consequently held in high esteem by the 
practicing members of that group. People from the dawn of antiquity have 
died to protect these places and beliefs, hence the full meaning of the 
terms sacred and sacrifice as ‘dedicated to a deity or to some religious 
purpose.’ A place where the very blood of that group’s ancestors has 
intermingled with the soil is a place the racial memory and collective 
subconscious will continue to revere and preserve against violation. The 
Pre-European Americas had many such places and as America matures, 
the citizenry is gradually adding to the list other places to protect and 
revere.  I, or let us say, we must do so before the entire hemisphere is 
violated.304 

1990-2007: Later Works 

All I say to my audience beforehand is not to listen for feathers in my 
music. They may not hear them.305 

In 1990 Ballard completed the choral cantata Live On, Heart of My Nation. The 

work, composed for chamber ensemble, SATB choir, vocal soloists, and narrator, 

includes texts by Ballard and a poem by Maggie Culver Fry, Goodbye to a Special 

Chieftain. Kershaw’s analysis is informative and notes that the work utilizes a “Choctaw 
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Walk-Dance” and “Honoring Song,” much of the choral material is sung in Native 

American languages (Cherokee-Creek, Choctaw-Chickasaw, and Cherokee), is 

composed in two main sections, and the theme of the cantata is the North American 

Indian.306 The work was published through the NSMP and Ballard later released 

excerpts from the cantata: Four American Indian Christian Hymns and Gado 

Dajvyadvhneli Jisa (One Drop of Blood) as a baritone or soprano solo arrangement of 

one of the hymns. 

I based this art-song on an ancient hymn-tune of my people, the Tsalagi, 
(Cherokee), and first used it in my choral cantata, Live On, Heart of My 
Nation, commissioned by The Garrard Foundation for the official opening 
of the Garrard Ardeneum in McAlester, Oklahoma, April 1, 1990. Many 
years ago I first heard the song while visiting some small churches in the 
hill country of Eastern Oklahoma and decided to transcribe it for choir. 
Here, it appears as a vocal solo. My original piano accompaniment was 
added and the English is my version of a non-literal translation/adaptation 
of the Sequoyah syllabary. Many elders of the Cherokee Nation of 
Oklahoma relate tales of traumatic experiences during the time of forced 
removal from their ancestral homelands in the Smokey Mountain region of 
North Carolina, Tennessee and Georgia. Stories handed down from 
generation to generation and the echoes of sorrow and poignancy are 
alive in the music. This removal during the winter of 1838-1839 is know as 
The Trail of Tears and the elders say that on this trail, One Drop of Blood 
was first sung.307 

The University of Massachusetts department of music and dance, faculty, and 

students gave a series of presentations and performances with Ballard in December of 

1990. The programs included: demonstration of traditional American Indian instruments, 

performances of Ritmo Indio by students, City of Light performed by Ballard, City of 

Silver by graduate student Nikki Stoia, The Gods Will Hear by faculty, students, and 
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community members, and discussion with recording of Incident at Wounded Knee in 

honor of the 100th anniversary of the massacre. 

In a letter from January of 1991 to the Los Angeles Times Ballard publicizes his 

thoughts on a topic about which he had long been silent. He was critical of a Hollywood 

film, Kevin Costner’s “Dances With Wolves,” particularly the music. 

Kevin Costner’s ear for music extends only to the pleasant jingle of box-
office receipts, while his film’s score suggests a nickelodeon-type shoot-
em-up thriller circa 1910. Neither the pathos nor the defiance of a 
beleaguered (Native American) nation was realistically or imaginatively 
realized through what should have been (but was not) an artistically viable 
music accompaniment to the film…’Dances With Wolves’ has (once again) 
dashed the hopes of professional Native American artists to achieve a full 
participation in film productions…The sequel? ‘Dances With Wolves II,’ of 
course…a euphemism for ‘Dances With Dollars.’308 

Later that year Ritmo Indio was given in a performance. On Saturday, September 

28th, 1991 the Renaissance City Winds performed the work in a program of American 

music titled From Sea to Shining Sea in honor of the Bill of Rights. The program also 

included an arrangement of Bernstein’s America from “West Side Story,” Roy Harris’ 

Fantasy Sextet for Woodwinds, Horn and Piano, William Grant Still’s Miniatures, 

Wallingford Riegger’s Concerto, Op. 53, and Julia Lee Niebergall’s Hoosier Rag, and 

America the Beautiful arranged by the ensembles artistic director R. James Whipple.  

In 1991 Ballard also composed a modern dance work, Maid of the Mist and the 

Thunderbeings. It had its premiere at the Buffalo Performing Arts Center on October 

18th, with additional performances on the 19th, and 20th. Ballard worked with Apache 

choreographer Raoul Trujillo to create the work, Robert Kemsley conducted the 

orchestra, the Repertory Dance Theatre of Utah performed the dance and Bruce King, a 
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member of the Oneida tribe, wrote the story based on an Iroquois legend. The work, 

composed for a 24-piece orchestra, includes Native American Instruments: bark rattle, 

turtle-shell rattle, horn rattle, deer-hoof rattle, peach-stone dice bowl, Seneca flute, 

water drum, rain sticks, gourd rattle, tom-tom, and sea-shell rattle.309 The performances 

were funded with a $190,000 grant from Meet the Composer sponsored by the Lila 

Wallace-Reader’s Digest Arts Partners program. This is another example of Ballard 

composing a work inspired by a Native American folk tale. 

The legend of the Seneca Indians, one of six tribes that comprise the 
Iroquois Nation, suggests that centuries ago a great serpent went to war 
with the Thunderbeings, who struck him with bolts of lightning and sent 
him writhing and churning, forming the horseshoe shape now known as 
Niagara Falls. People sought advice from the Thunderbeings 
(supernatural helpers of the Creator) on how to live, and their 
communication was so satisfying, their lives so good, that the 
Thunderbeings returned to their pre-ordained duties of bringing the rains. 
The Falls became a gathering place for young men seeking to prove their 
courage. This angered the Thunderbeings, who vanished.310 

A synopsis of another section of the Seneca legend, centered around Niagara Falls, 

was presented in an article from Santa Fe New Mexican. 

(Elwood) Green, who is cultural consultant for the show, said the legend 
beings in the spring, when the women would go out into the woods to pick 
berries to dry. But one young girl slipped away from the women and fell 
asleep. While sleeping, a very small serpent entered the girl’s body 
without her knowing and when the girl awoke she slipped back in among 
the women…the girl married a young man. But on the night they became 
husband and wife, the man died. She later married another…the man 
died. The girl was despondent. But she was married a third time and, once 
again, the man died…she believed something was wrong with her…was 
not worthy of living. She got a canoe and slipped into the water above the 
falls and waited for the water to take her to her death. But as she was 
falling over the falls, she realized she was under the falls and men 
surrounded her, the Thunderbeings…were helpers of the Creator who 
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only could be seen in their village under the falls. Outside their village, 
their only manifestation was their voices, the thunder. They had the power 
to see into the girl’s past and saw the snake enter the girl’s body. They 
performed a medicine ceremony and forced the snake out of the girl. 
When she returned to her people she was married again and successfully 
had a family.311 

Later that year Louis W. Ballard was the keynote speaker at a conference in 

Oklahoma. VISION 21: Affirming Diversity, Challenging Racism was presented in Tulsa 

in November. The title of Ballard’s speech, which he later published through NSMP, was 

“Honoring Cultural Diversity and Minority Awareness.” 

In 1992 one movement of the work Ritmo Indio was performed and recorded 

twice by the same ensemble. On Thursday January 9th, Quintet of the Americas 

performed “The Soul” from Ritmo Indio in Carnegie Hall in the program “Discovering the 

New World.” It was in celebration of the “Quincentenary of Columbus’s arrival in the 

Western hemisphere” and included performances of William Thomas McKinley’s 

Concerto for the New World, Roberto Sierra’s Dos Tonos de Verde (Two Shades of 

Green), Villa-Lobos’s Bachianas Brasileiras No. 9, and America, an arrangement of 

American tunes by Ilan Rechtman. The ensemble quickly made two recordings of the 

work. Unfortunately, they only released the one movement. The first recording was 

made sometime on January 10th or 12th at the Manhattan School of Music but was not 

released until 1996 on Quintet of the Americas: Discovering the New World. The second 

recording of the movement, made at Vassar College in June of 1992 was released the 

same year on Quintet of the Americas: Souvenirs – 20 Musical Mementos From the 

New World. 
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Ballard may have reacted against the celebration of Columbus by composing a 

new work that celebrated the real survivors. Quetzalcoatl’s Coattails for solo classical 

guitar was composed in 1992, commissioned by Santa Fe classical guitarist Robert 

Bluestone, and consists of two parts: Part A. Plumage and Part B. Incineration. Ballard 

discussed the work in the Composer’s précis of the score. 

The theme of European discovery, A.D. 1492, carries with it the onus of 
genocide aimed at the destruction of the aboriginal peoples of the 
Americas. Any musicodramatic rendition of this theme must also express 
the trauma associated with the cataclysmic events that forever changed 
our landscape and way of life…My basic idea was to celebrate the survival 
of my people and to point toward a newer life in the future. 

Structurally, the music is asymmetrical within the symmetry of idiomatic 
intervals and rhythms. Part A attempts to suggest the grandeur and pomp 
of Quetzalcoatl, the Plumed Serpent, a mythological figure whose return 
promised a better life and good things for Native People in the Americas. 
Mistakenly, the first Europeans were considered to be sky people as the 
myth promised and they were content to live upon this lie…so they came 
in on Quetzalcoatl’s Coattails! Part B suggests disappointment as this 
pseudo-vision of Europeans wrought death, disease and destruction 
hence incineration of mystical plumage as a dream goes up in smoke.312 

More performances of works by Ballard followed in April and May. The Los 

Alamos Choral Society performed a concert of New Mexican composers at the First 

United Methodist Church in Los Alamos on April 4th, 1992. The program, conducted by 

John Ward, included works by Bradley Ellingboe, Michael Mauldin, John Cheetham, 

Dorothea Steinke, Warner Hutchison, and Ballard’s A Portrait of Will Rogers. Also in 

April of 1992 he was the featured composer in the Visiting Composer Series at Arizona 

State University. Ballard, ASU faculty and students presented a concert of his works on 

Thursday, April 23rd. The program consisted of: Ritmo Indio, Katcina Dances, A City of 
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Light, a lecture “The Prophecy of Dvořák: One Hundred Years Later,” Siouxiana, and 

Desert Trilogy. The digital repository of the ASU Library, accessible online, contains the 

program and complete recordings of the performances and lecture. This is significant 

because it is the largest selection of works easily available to the public. It is also 

significant because it is a recording of the composer performing A City of Light. 

Baritone John Eppler and pianist Frank Daykin premiered a work by Louis 

Ballard on May 10th, 1992 at Christ and St. Stephen’s Church in Manhattan. The 

program also included works by Ned Rorem, Alan Hovhaness, and Donald Martino. 

Though an announcement in The New York Times does not specify, the Ballard work 

was likely the recently published arrangement of Gado Dajvyadvhneli Jisa (One Drop of 

Blood). 

Atlantic Center for the Arts 

From September 27th through October 17th, Ballard was a Master Artist in 

Residence at the Atlantic Center for the Arts in New Smyrna, Florida. The focus of the 

residency was “The Native American Experience” and included James Luna, a visual 

artist, a Luiseno Indian from La Jolla Reservation in California, Elizabeth Cook-Lynn, 

poet, novelist, and Crow Creek Sioux from South Dakota, and Quapaw/Cherokee 

composer Louis W. Ballard. During his visit Ballard also scheduled an outreach at 

Rollins College in Winter Park, Florida on October 6th. Larry Wallberg’s article in the 

Daytona Beach News-Journal interviewed the residents and announced the final 

performance. It also discusses a transcription assignment Ballard gave students 

attending the residency.   

Ballard led…a performance of a Passamaquoddy song he collected and 
notated in 1978…The rendition was spirited but stilted, and paled beside 
the field recording. Each of the associates had made his own transcription 
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of the material, but none of the written versions, according to Ballard – and 
this was corroborated by my own ears – could quite catch the rhythmic 
subtlety or fine melodic nuances of the original.313 

The final concert occurred at the conclusion of the residency when Ballard, Luna, 

Cook-Lynn, and associates presented the program, INsideOut, at the Atlantic Center for 

the Arts on Friday, October 16th, 1992. During the opening section, Music, Brent 

Michael Davids, Sean Heim, Egfried Huelsmann, Jamie Sterrett, and William Waite, 

performed with Ballard. Davids, a Mohican composer, was there to assist Ballard and 

present one of his own works. Heim, Huelsmann, Sterrett, and Waite were studying with 

Ballard during his residency. Louis began the program with an introduction then sat with 

his group at a drum and led them in “No’da’sha-ae’b’dah,” a Ponca Honor Song and 

“Wiuni’tek-mucin-du’tu’wuz,” a Passamaquoddy-Penobscot Pine Cone Dance Song. 

Next, the University of Central Florida Woodwind Quintet, with the addition of one 

instrument, performed two movements from Ballard’s Ritmo Indio: “The Source” and 

“The Soul.” The additional instrument was Mohican composer Brent Michael Davids 

playing his soprano crystal flute. The other works on Ballard’s portion of the program 

included Sean Heim’s Trespass, performed by the UCF woodwind quintet and dancer 

Bob Basey, William Waite’s Dispensed Overflow for flute and percussion, Jamie 

Sterrett’s Spirits of the Wood for synthesizer and dancers, and Brent Michael Davids’ In 

Wisconsin Woods for bass crystal flute and vocals. The program notes described the 

final piece, Timucuan Maidden, as a pastiche composition by 5 composers for “Native 

American Idiophones, aerophones, membranophones, crystal flutes (2), bird-roar, bird-
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whistle, giggle-stick, bull-roars (5), H20 chimes and ‘others.’”314 The second section, 

Literature, included an introduction by Elizabeth Cook-Lynn followed by readings of 

poems and an excerpt from a novel by students and Cook. The final section, Visual 

Arts, opened with an introduction by James Luna followed by the opening of an exhibit 

in the Whatmore Workshop featuring works of a variety of media by Luna and students. 

In December of 1992 Louis W. Ballard was nominated for a MacArthur 

Fellowship. “The MacArthur Fellows Program celebrates and inspires the creative 

potential of individuals through no-strings-attached fellowships.”315 The details of 

Ballard’s recommendation are revealed in documents of Wilma P. Mankiller held in the 

University of Oklahoma’s digital archives. The nominator wrote, 

I whole heartedly recommend Louis Ballard, the most creative human 
being, of any race, that I’ve been privileged to know…He continues to 
research Indian music of literally hundreds of tribes in the Americas. He 
has spoken of a dream that would include musicians and composers 
embracing both tribal interpreters as well as contemporary artists. A 
MacArthur Fellowship would allow him to realize these dreams…316 

Ballard’s nomination was considered. As part of the selection process the committee 

requested an evaluation from Wilma P. Mankiller, then chief of one of Louis’ own tribes, 

the Cherokee. 

Louis W. Ballard had been nominated for a MacArthur Fellowship. Would 
you be so kind as to assist the Selection Committee by providing an 
evaluation of his qualifications? In your opinion, does he qualify for the 
award? Can you suggest others familiar enough with his work to provide a 
frank evaluation of it?317 
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Mankiller’s response is unknowledgeable and she makes her own unsolicited 

nomination. 

In my view John (sic.) W. Ballard does not qualify for the MacArthur 
Award. While he is undoubtedly talented, his work does not have the 
originality, spirit, or creativity which would qualify him…Further it concerns 
me that though Mr. Ballard is of Cherokee and Quapaw ancestry he has 
had little involvement in the cultural, social or political life of Cherokee 
people….John Trudell, an incredible original thinker and poet who does a 
kind of an ‘Indian rap’ or poetry set to music comes to mind as someone 
who would qualify for an award. I may nominate him. He is so 
unconventional and nomadic (I have not seen him wear shoes for over a 
decade), I am not sure I can track him down to get enough basic 
information to nominate him.318 

In 1993 Ballard arranged a dance work for orchestra and composed a new wind 

sextet. Maid of the Mist and the Thunderbeings was revised as a symphonic suite and 

he renamed the new version Fantasy Aborigine No. 6, Niagara. The premiere of this 

new version was conducted by Marin Alsop at the Cabarillo Festival in Aptos, California 

on August 8th. The Lonely Sentinel, a work for wind sextet, was composed in 1993 and 

premiered on January 23rd, 1994 at May Memorial Unitarian in Syracuse, New York. A 

brief review of the work appeared after another performance by the Eastern Chamber 

Players on July 23rd, 1996. 

An answer to Ives’ question is offered in ‘The Lonely Sentinel’ by Louis W. 
Ballard. This work, superbly read before the performance by Scott Blanks, 
is scored for flute (Brian Gordon), oboe (Cary Ebli), trumpet (Paul 
Randall), horn (David Wick), trombone (Richard Stout) and tuba (James 
Jenkins). The slow, languid opening features the two winds, while the 
brass join in later to create a more active texture…if it were not stated that 
it was a response to Ives’s piece, it would be difficult to divine its 
intention.319 
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The final concert of the Brooklyn Philharmonic’s free summer concert series 

given on August 21st, 1993, included drumming and works by Louis Ballard, Dvořák, 

Victor Herbert, Coleridge Taylor, and David Aram. The program was a tribute to 

American Indian jazz saxophonist, Jim Pepper, who had died in 1992. 

In the spring of 1994 works of Ballard were being performed in Santa Fe. March 

27th, 1994, pianist Emily Van Cleve performed the piano preludes at the College of 

Santa Fe. The program also included nocturnes by John Field, Frederic Chopin, Edvard 

Grieg, and Samuel Baber and preludes by Johann Sebastian Bach, Claude Debussy, 

George Gershwin, and Rachmaninoff. Then in May of 1994 Ballard conducted Incident 

at Wounded Knee during the final performances of the Santa Fe Symphony’s concert 

season on Saturday the 7th and Sunday the 8th at the Lensic Theater in Santa Fe. This 

is the first time Ballard was invited to conduct this work. Ballard discussed the genesis 

of the work with ethnomusicologist Jack Loeffler in an article from the Santa Fe New 

Mexican. While the composition was inspired by the events at Wounded Knee, South 

Dakota, Ballard clarifies, 

The composition does not refer to any specific incident, but to the concept 
or idea of man’s inhumanity to man…I deliberately focused on the music 
and the states of being…the emotional and spiritual elements, which I, as 
the creator and artist had the liberty to do.320 

Loeffler also notes “Ballard frequently employs musical instruments of Indian 

provenance in his compositions, which often take their inspiration from the beauty of the 

natural environment.” The concerts also included Franz Kormmer’s Concertino in C, Op. 
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65 for Flute, Oboe, and Orchestra with flute soloist Carol Redman and oboist Thomas 

O’Connor, and Felix Mendelssohn’s Symphony No. 4, Italian. 

The composer finally composed an opera, Moontide: The Man Who Hated 

Money; it was the product of a commission from The Day of New Music Festival in 

Bonn, Germany. A workshop in April of 1994 was devoted to the new work, which 

composer himself wrote the libretto and music. The premiere was given on April 11th, 

1994 in Norden, Germany. 

Another work composed that year was an orchestral work, Feast Day, Part IV of 

Scenes From Indian Life. A review in the San Jose Mercury News from January 1995 

announces the program Voices of America by the San Jose Symphony. The 

performance included Scenes from Indian Life, Aaron Copland’s Lincoln Portrait, 

narrated by James Earl Jones, Chinary Ung’s Grand Spiral: Desert Flowers Bloom, and 

Bernstein’s Symphony No. 2: The Age of Anxiety. The performance of Scenes From 

Indian Life included the addition of the new movement. 

The ‘Feast Day’ finale is not tribe specific. ‘It’s the world of the Rio 
Grande,’ says Ballard. In reference to the reservations along the river not 
far from his current home in Santa Fe, N.M. ‘I don’t want to infringe on any 
specific religious ceremonies – the people are very protective of their 
ceremonials.’321 

In the article Ballard also mentions important changes to his compositional practice and 

process. There is no longer a focus on instruments, and he began composing with the 

aid of a computer. 

‘Usually, I do not include Native American instruments or quotations in my 
music. Rather I make idiomatic stylizations and adaptations,’ he said. ‘The 
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real challenges are to convey the tradition in the music and to convey the 
history in the present time.’322 

The statement that he does not usually include Native American instruments in his 

works represents a change from his earlier ideals. The use of instruments was one of 

the ways Ballard initially presented his culture through his music and one that was 

common in his works from the 1960’s. In his masters degree thesis he instructs: 

Rather, he should seek to stylize the rhythmic structure of Indian music 
and, if possible, he should try to find and artistically utilize some authentic 
rhythmic instruments that are used by Indians in their music. 

The second change, one in his compositional process, is conveyed in another 

statement from the article: 

Ballard has embraced changes of his own, the latest being composing via 
computer, which allows him to hear the sounds right after writing them.  
It’s the best thing to happen to the composer since the invention of ink,’ he 
said.323 

With this shift to computer-aided composition Ballard began composing new works, 

revising old, and preparing works for publishing and copyright submission. As a result 

many more works became available through the NSMP. 

In 1995, another noteworthy Native American composer mentioned Louis W. 

Ballard in an article and he traveled to hear a performance of his music. The article, 

from Indian Country Today, by Brent Michael Davids mentions one of Ballard’s ideas, 

the creation of a Native American Music Association. This finally occurred in 2004 with 

the creation of FNCI, the First Nations Composer Initiative. The article also picks up on 

another of Ballard’s earlier aspirations regarding Native Americans in the film industry, 
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encouraging the use of Native American composers in the creation of films.324 On 

Tuesday, July 18th, Music for the Earth and the Sky was performed during the Eastern 

Music Festival in Greensboro, North Carolina. Ballard was present as the headliner of 

the festival’s First Americans week. 

The following year, an important article was published in The Public Historian. 

Ballard’s exhibit review essay, Two Ogaxpa Sacred Robes Visit Home after 250 Years, 

but the Ogaxpa Don’t Live There Anymore appeared in the autumn 1996 issue. His 

encounter with the robes inspired the creation of The Fire Moon string quartet discussed 

in Chapter 4. 

Ritmo Indio received another important performance on February 5th, 1997. The 

New Jersey Chamber Music Society presented a concert, Joyful Voices: Sounds of 

Nature and Spirit, to coincide with an exhibition of the art works of Jaune Quick-to-See 

Smith titled Subversions/Affirmations. Though the performance included Brent Michael 

Davids’ In Wisconsin Woods, David Yeagley’s Woodland Spirit Dances on the Bark of 

an Ancient Stump, and Ballard’s Ritmo Indio, the focus in an article from The New York 

Times was on Jerod Tate and his composition Dream World Blesses Me.325 The 

performance was of the type which had become popular and continues today, in which 

the works of Native American composers are presented together on the same program. 

Ballard was awarded a Lifetime Musical Achievement Award at the fifth annual 

First Americans in the Arts (FAITA) awards in Beverly Hills, California on February 15th, 

1997. The award celebrates the achievements of American Indians in the performing 
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arts. Over 1,100 guests attended, and this was the first time the awards show was 

broadcast on national radio to over 25 reservations in 12 states. Actor Michael Horse 

(Twin Peaks) and singer Rita Coolidge hosted the event at the Beverly Hills Hilton. The 

composer performed three of his piano preludes, Daylight, The Hunt, and The Warrior 

Dance and was presented the award by Harrison Lowe and Lois Red Elk. An article in 

the Santa Fe New Mexican contains some quotes from Ballard regarding the award: 

‘I’m very gratified and proud to have this opportunity to make my 
contributions known in the musical field…A lot of my work is based upon 
my heritage…It’s important for young people…I want to encourage young 
composers and artists.’326 

During his acceptance speech Ballard revealed the source of Native American music, 

“the music of our people emanates from the beauty of our languages.”327 

On Sunday, August 17th, 1997 Ballard gave a lecture recital that included Four 

American Indian Piano Preludes as part of the opening ceremonies for the new Amy 

Rose Bloch Wing of the Museum of Indian Arts and Culture and the permanent 

exhibition, Here, Now and Always. The wing was named after the daughter of Museum 

of New Mexico regent Nancy and Richard Bloch, Amy Rose, who died of leukemia in 

1984 at the age of 27. After the Blessing Ceremonies and a Tewa Women’s Choir, 

Ballard gave his presentation. The opening also included a performance by Robert 

Mirabal’s group Wild Ponies and a children’s dance presentation. 

In 1998 Ballard composed two new works. The first, The Fire Moon, is discussed 

in Chapter 4. The second work, Manitoo Gitche Manitoo (Spirit, Great Spirit, praise we 

sing), is a Native American Doxology for organ, percussion, and voices, with text in 
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Chippewa-Ojibwa and Lakota. The first performance of the work was given during Mass 

on Sunday, June 20th at 10 a.m. at Our Lady of Guadalupe Church Chapel in Santa Fe 

with the sanctuary choir directed by Mickey Gallagher Gonzales. The service was also a 

memorial to Ballard’s recently deceased patron, Mrs. Allece Garrard.  

The Taos Chamber Music Group performed Ritmo Indio on their Woodwind 

Magic concert on February 16th, 1998 at the Santuario de Guadalupe. The ensemble 

was founded by the flautist Nancy Laupheimer, and included Pamela Epple 

(oboe/English horn), Robert Wingert (clarinet), Joel Scott (French horn), and Richard 

Hall (bassoon). The group seemed to enjoy performing the Ballard piece, “We 

performed it several times in October in Taos…There’s so much depth to it, it’s well 

worth revisiting.”328 The program of 20th century contemporary works also included 

Ravel’s Tombeau de Couperin, and woodwind quintets by Carter and Nilsson. 

Laupheimer briefly discusses Ballard and the ensemble: 

One of the goals of Taos Chamber Music is to reflect the area we are 
from, so we do try to program music that reflects our culture in Northern 
New Mexico. And Ballard is one of the more known Native American 
composers in the country…it’s not your typical ‘Oh, here’s an Indian 
melody’…It’s more complex, and combined with classical forms. In this 
case, in the second movement, Pamela Epple plays Sioux flute. That 
movement is closest to something you could say, this is Native 
American…But there are other influences, mostly in the rhythmic 
treatment. But there also are melodic motives that come from more 
traditional native melodies.329 

Louis Ballard’s father died On May 24th, 1999. The program book for the annual 

Quapaw Pow Wow that year included a memorial announcement for Charles (Smokey) 

Ballard and also contained a full-page article on Louis W. Ballard and an earlier 
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photograph of the composer/dancer in full regalia. He was chosen by the Ogáxpa Pow 

Wow Committee to be the Honorary Head man Dancer that year. 

On Sunday, October 31st there was a 3 p.m. performance at Carnegie Hall of 

Incident at Wounded Knee by the American Composer’s Orchestra conducted by 

Dennis Russell Davies. Protest was the theme of this first program in a series of four 

20th Century Snapshots. There was a pre-concert lecture at 1:45 and the program 

consisted of three works of protest on behalf of martyrs to Nazism, American Indians, 

and Rodney King. This was also the New York premiere of the three works by Ballard, 

Beaser, and Singleton. Robert Beaser’s Heavenly Feast is a setting of text by Gjertud 

Schnackenberg, and was sung by the soprano Lauren Flanigan. The other work of 

protest was Alvin Singleton’s 56 Blows. The performance concluded with GAS! – The 

Great American Symphony by Curtis Curtis-Smith. Paul Griffiths of The New York 

Times was not impressed. The program 

was a strange and disappointing occasion. ‘Protest’ was the theme, which 
might have explained the presence of some weak pieces, except that 
those same pieces were ineffective in voicing any kind of protest.  The 
mildness of most of the music and the silliness of the last piece subverted 
the point of the program, to suggest that protest through music is 
unnecessary or impossible, or that nobody is protesting, neither of which 
is the case.330 

The review continues with a discussion of the Singleton and Beaser works, including a 

critical comment toward Flanigan whom he felt was “an impassioned soloist, and 

perhaps it was her emotional involvement that occasionally overcame her control of 

vibrato and tuning.” The Ballard work is only mentioned. The other program themes in 

the series were Roots, Lindbergh, and Copland-Sessions. 
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In 2000 Ballard completed an elementary arrangement of Scenes From Indian 

Life, and presented a performance of Four American Indian Piano Preludes and a 

lecture, Music as Cosmic Balance, on September 4, 2000 in Bed Goisern, Austria. The 

composer appeared as part of the conference, Nature-Culture-Civilization, sponsored 

by The Universitàt Mozarteum Salzburg. Later, he traveled to Connecticut College in 

New London and participated in another conference, American Indian Music, on 

September 15th and 16th. This conference also included the other “Four Corners 

Composers”: Brent Michael Davids, Jerod Tate, and David Yeagley.331 

Ballard was the Distinguished Visiting Professor of Music at William Jewell 

College in Liberty, Missouri from January through June of 2001 and was to receive his 

second honorary Doctor of Music degree. The chair of the schools music department, 

Wesley Forbis, Ballard’s old college roommate, had commissioned two choral works 

from the composer, and performed his music many times throughout his career. The 

semester’s celebration of Ballard included a concert. On Friday, April 20th, 2001 the 

Liberty Symphony and the William Jewell College Grand Chorus conducted by Phillip 

Posey presented the music of Ballard and the African-American composer Adolphus 

Hailstork. The program included The Gods Will Hear, Dream Forest (an excerpt from 

The Maid of the Mist and the Thunderbeings), and Devil’s Promenade. The Graduation 

Convocation occurred on May 12th, 2001. Before departing on June 24th Ballard 

deposited some materials and a note in the William Jewell College Archives. The first 

item was a copy of the catalog for The New Southwestern Music Publications. The 

second item was a copy of Gado Dajvyadvhneli Jisa (One Drop of Blood) for soprano 
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with the inscription “To William Jewell College from a Hall Distinguished Visiting 

Professor.” The accompanying note reads, “To William Jewell College Library Archives 

– Message: “God told me to send this to you.” Signed, Louis W. Ballard (composer).” In 

2001 Ballard also composed Thusnelda Louise (Dream-Epitaph for a Departed Child), 

an art-song for mezzo-soprano with text based on an inscription from a 19th century 

tombstone. The work was performed in The 2002 Béla Rózsa Memorial Concert, which 

featured the winners of the Béla Rózsa High School and University of Tulsa College 

Composition Competitions. Joseph Rivers accompanied Anne Sherman in the Ballard 

work and his own Naked to the World I Came.332 Later that year, Ballard was awarded 

the Cherokee Medal of Honor from the Cherokee Honor Society. The ceremony on 

October 26th was held at the Northeastern State University Performing Arts Center in 

Tahlequah, Oklahoma and members of the Tulsa Philharmonic Orchestra performed 

Ballard’s brass sextet, The Lonely Sentinel.333 

In 2004, while a student at the University of New Mexico, I took a course in 

Native American Music with Maria Williams. My final presentation for the course was a 

paper and performance of one of the Four American Indian Piano Preludes. I contacted 

Louis Ballard early in the semester to request copies of his piano works. He invited me 

to his home in Santa Fe and I had a list of questions to ask him. When I arrived he 

made it clear that he was not interested in an interview but had a presentation prepared 

for me. During the few hours I spent with him he showed me videos of Emmanuel Arciuli 

performing various Indianist works and Four American Indian Piano Preludes, and 
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played recordings of his other piano works performed by Roberta Rust. He talked about 

his piano works with me, demonstrated the preludes on piano, and presented some 

slight alterations to the scores. He also told me he was being inducted into the 

Oklahoma Music Hall of Fame in November. After our meeting Louis Ballard signed a 

promotional photo, gave it to me, and also revealed that he was undergoing treatment 

for cancer. At the time, he was optimistic about his recovery but didn’t want others to 

know about it. Also in 2004, Ballard became a founding member of FNCI, the First 

Nations Composer Initiative. The organization, emphasizing the creation and promotion 

of American Indian music and musical traditions with a focus on Native American 

composers and performers, was formed in February of that year. He was an advisor for 

the organization which included a number of Native American composers of a younger 

generation: Brent Michael Davids, Jerod Impichchaachaaha’ (Tate), and Raven 

Chacon.334 

 

                                            
334

First Nations Composer Initiative website http://www.fnci.org (accessed March, 28, 2014). 

http://www.fnci.org/


 234 

 
 
Figure 3-9.  Louis W. Ballard – Promotional picture given to the author. 
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Native American Indian Songs 

An article from November of 2004 in the Native American Times announced the 

release of Ballard’s Native American Indian Songs. The box set was sold through the 

composer’s website, and included “a detailed guidebook, two CD’s, photos, cultural 

notes and other resources to enable teachers – elementary, secondary and college – to 

teach students these important songs.”335 This new set was essentially an updated 

version of American Indian Music for the Classroom with a few minor changes. Ballard 

discussed the personal importance of the packet: 

This guidebook means a lot to me, and to Americans everywhere, 
including Native Americans…This is America’s cultural heritage. I want the 
tradition of our songs and our music to live on, and the best way to do that 
is to teach all teachers how to teach them. Simple as that. 

The article gives a brief synopsis of his accomplishments and notes that he was 

inducted into the Oklahoma Music Hall of Fame on November 12th. Ballard was the only 

classical composer ever to be inducted. 

According to Howard Bass, Cultural Arts Manager at the Smithsonian’s National 

Museum of the American Indian, Ballard visited the museum three times in the last year 

of his life to hear performances of his music. The composer was interviewed on April 

28th, 2006, during one of the visits. In the interview Louis talked about some of his 

important accomplishments and spent much of the time focusing on the genesis of a 

few important works: Four American Indian Piano Preludes, Cecéga Ayuwípi, and 

Incident at Wounded Knee.336 
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In Memoriam 

Louis W. Ballard died at his home in Santa Fe on February 9, 2007. At the time 

of his death he was survived by his wife Ruth who was living in a nursing home in Santa 

Fe, his children Louis A. Ballard, a ceramist and college instructor in Champaign, 

Illinois, Charles Ballard in Tulsa, Oklahoma, and Anne Quetone in Skiatook, Oklahoma, 

five grandchildren and five great-grandchildren. The family requested donations for the 

Native American Church, Hominy, Oklahoma in lieu of flowers. In one obituary Louis A. 

Ballard talked about his father, “Some called him charismatic…(he was) very zealous 

about the music of American Indians – a zealous protagonist.”337 The obituary also 

includes reminiscences by Floyd Red Crow Westerman, who characterizes Ballard’s life 

by saying 

His contribution to the music was like the beginning of our presence on the 
national educational level…That’s what he was recognized for: his 
bringing a national awareness of this kind of cultural knowledge to an 
institutional level where academics could understand.338 

Ballard was honored in his birthplace of Devil’s Promenade near Miami, 

Oklahoma, his adopted home of Santa Fe, and nationally. Avis Ballard, the composer’s 

granddaughter, honored him at the Quapaw Pow Wow through a memorial in the 

program book and by sponsoring a memorial straight dance contest in his name, the 

type of dance Louis danced in his youth. Various institutions in Santa Fe also mourned 

the death of the composer. The Santa Fe Desert Chorale performed a Tribute to Louis 

Ballard as part of the program There Is Sweet Music (women’s voices), music by 

Women Composers, in Loretto Chapel on Sunday, July 22nd and Tuesday July, 24th. 
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The Montezuma Lodge #1 in Santa Fe, of which Ballard was a member, held a 

commemorative celebration for the composer on Saturday, August 11th, 2007. Arin 

McKenna included Ballard in an article about the passing of several Indian Market 

personalities in Santa Fe. Gregory Heltman, the founder and musical director of the 

Santa Fe Symphony and Chorus is quoted as saying “In terms of incorporating Native 

American musical ideas into a European model, he was a pioneer.”339 The composer 

was also honored on the national level. An entire concert of works by Louis W. Ballard 

was given at the NMAI on November 10th, 2007 in the Elmer and Louise Rasmuson 

Theater. A Tribute to Louis Ballard was presented as part of the Classical Native: 

American Indian Composers and Musicians series at the museum. Georgia Wettlin-

Larsen, the director of the First Nations Composer Initiative, hosted the program, 

honoring Ballard. Wettlin-Larsen gave an opening address, which was followed by 

performances of five works: Four American Indian Piano Preludes, Katcina Dances, 

Gado Dajvyadvhneli Jisa (One Drop of Blood), Mi Cinksi hec’eka t’abjakaje j’un 

iyaye…“My Son, the old was has gone…” (A Lakota Mother’s song of grief), and The 

Fire Moon. The program closed with concluding remarks and an excerpt from the video 

of Ballard’s interview at the museum in 2006.340 In another program from the series 

given the following day Emanuele Arciuli performed the Osage Variation from The Four 

Moons. Stephen Brookes of the Washington Post felt that “there was nothing overtly or 

obviously “Indian” about it; in fact, it’s musical language was fairly conventional. But the 

theme was gorgeous, and the variations wildly vivid, rich in melodic invention and 
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dramatic power.”341 The program also included The Release of the Choctaw Fire Bird by 

Choctaw composer George Quincy, Sky Bear by Brent Michael Davids, Inscription 

Rock, a world premiere by Barbara Croall, Nilchi Shada’ji Nalaghali, a work for piano 

and electronic sounds by Raven Chacon and the program concluded with Phrygian 

Gates by non-Native composer John Adams. 

At the time of his passing Louis W. Ballard left at least two unfinished works, a 

piano concerto and an opera. The Indianapolis Symphony had commissioned a piano 

concerto from Ballard for Italian pianist Emmanuele Archiuli. Mohican composer Brent 

Michael Davids completed the work; he finished the first movement, “A Spirited 

Farewell,” from sketches left by Ballard and composed two additional movements: 

“Music Box Manitou,” and “Stomp Dance for Louis.” Crappell makes the observation 

that Louis Ballard began and finished his career with works for piano: Four American 

Indian Piano Preludes and Indian Concerto for Piano and Orchestra.342 Appropriately, 

this last composition closes with a stomp dance. The other composition Ballard was 

working on late in his life was an opera, which he only mentioned in his final interview at 

the NMAI in 2006. 

July 4th through the 7th, 2013 The Annual Quapaw Pow Wow was held at Beaver 

Springs Park, across the street from Devil’s Promenade, the birthplace of Louis W. 

Ballard. Ballard’s descendants gathered at the cabin with the nameplate “Honganozhe,” 

and prepared for the evening dances. Over the four-day celebration Ardina Moore was 

busy at the Quapaw cultural center teaching classes on Quapaw culture including 
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presentations on the Quapaw language, games, and stories. She and Ballard were the 

last fluent Quapaw speakers and Ardina had recently released DVD lessons, teaching 

the basics of the Quapaw language. At the Quapaw Pow Wow, Louis W. Ballard’s 

great-grandchildren competed in dances, as he had in his youth, and a Turkey Dance 

was held. The Turkey Dance, one of the first songs Louis W. Ballard learned from his 

mother, had not been held at the Quapaw Pow Wow in over 20 years.
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CHAPTER 4 
ANALYSIS OF SELECTED CHAMBER WORKS 

Introduction 

Discussions of Louis W. Ballard’s compositional style in the literature identify a 

plethora of devices in his works that reflect his feeling of living in two worlds: that of the 

Native American and that of Western influence. These devices are revealed in a variety 

of sources: (1) descriptions in other writer’s analyses, (2) Ballard’s own discussion of his 

style found in his thesis, interviews, and various articles, and (3) noteworthy stylistic 

comparisons to other composers made by critics and performers of his works. 

Additional elements may be derived from information on traditional Native American 

song found in his educational materials. 

Prior to attempting an analysis of works it is important to present these salient 

characteristics of his style from the literature. Linda LaVerne Kershaw discussed 

Ballard’s style in her analysis of the composer’s choral cantatas. 

…the rhythmic accompaniment in each remains steady and pulse-like, like 
that of the regularly recurring beat of the Native drum, and it is often 
layered in groups of twos against threes. Syncopation, driving rhythms, 
and sudden tempo and metric changes, all of which propel Indian dance, 
are often paired with the subtle and complex rhythms of vocal 
melodies….The melodies are primarily pentatonic or hexatonic…Close 
melodic movement, typical of Indian chant, is characteristic of the four 
works, with wide leaps…for special emphasis. Pedal points, ostinatos, and 
reciting tones all recreate the drone effect indigenous to tribal chant. 
Unison singing in responsorial style and paired antiphony also suggest 
tribal practices….homophony and polyphony have long existed in many 
tribal cultures, particularly those of the Zuni Pueblo and Southeastern 
tribes. Ballard’s homophony and polyphony thus appear not as a Western 
conception, but as one of many styles of the Indian people.1 
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The author also lists Western devices found in the choral cantatas: bi-tonality, quartal 

harmonies, tone clusters, and fast harmonic movement. 

Courtney Crappell illuminated important characteristics of the composer’s style in 

his analysis of the piano works, particularly the Four American Indian Piano Preludes. 

One hears the freedom of a flute melody and the energy of a Powwow 
song in a work that musically embodies daylight, a revered natural 
element within many Native American tribes.2 

Flute music elements are reflected in the composer’s use of ornamentation such as 

grace notes, tremolos, and primarily “stepwise melodic motion, occasionally leaping by 

third, fourth, or fifth.”3 Powwow elements are found in the use of “honor beats” in 

accompanying figures, repeated notes simulating rattles, tone clusters for percussive 

effects, and a falling/terraced melodic structure. Crappell also associates the 

predominant intervals of a 4th and 5th in the preludes with pentatonic scales. 

The composer’s other piano works, A City of Fire, A City of Silver, and A City of 

Light are different from the preludes in that they do not seem to contain overt references 

to traditional Native American music. Crappell discussed this as well. 

Ballard may have felt that he could now compose in his own style as a 
Native American without obviously portraying elements of his Native 
American culture. He was Native American. In a sense, everything he did 
was Native American.4 

The writer’s appendices, consisting of interviews with various musicians who knew 

Ballard and his music, contain additional stylistic comparisons. Tim Hayes likened the 

composer’s compositional style in his piano works to Shostakovich’s preludes, fugues, 
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and sonatas, and piano works of Hindemith and Bartók.5 Roberta Rust felt that the City 

of Fire and City of Silver were akin to the music of Villa-Lobos. 

There is though a spirit in them, kind of a wildness. That is one of the 
reasons I like them. There is some relation to the raw quality that I also 
found in Rudepoema by Villa Lobos, written in the 1920’s. It is so savage 
and so direct in its expression.6 

Tara Browner’s dissertation, which also places the composer in the context of 

other important Native American composers, briefly discussed elements in two other 

works: Ritmo Indio, and Incident at Wounded Knee. 

…his music relies on indigenous instruments, rhythms, forms, scales, 
vocal phrasings, and other musical elements originating within historic 
traditions and performance practices, and for the most part, ignored by 
non-Native composers.7 

Ritmo Indio, she pointed out, derived elements from traditional Native American music: 

polyrhythms, the use of a Sioux courting flute, melodic material from a Tlingit Paddling 

song, and a “sixteenth-note rhythmic and melodic pattern common in cadential patterns 

of Northern Plains vocal music, more specifically in the Omaha, or straight War dance 

songs.”8 Incident at Wounded Knee used “his trademark ‘dance rhythms’ for the fourth 

movement” and a rhythmic pattern reminiscent of a Hopi dance.9 

Literature on the composer also reveals the names of composition instructors 

and other composers of influence. He studied composition with Béla Rózsa, Darius 
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Milhaud, Ernst Krenek, Mario Castelnuovo-Tedesco, Carlos Surinach, and Felix 

Labunski. The fact that the composer studied with Milhaud and Krenek was discussed 

earlier. According to Kershaw he studied orchestration with Mario Castelnuovo-Tedesco 

in Hollywood in 1966, Carlos Surinach in New York in 1967, and counterpoint with Felix 

Labunski at the Cincinnati Conservatory in 1968 and 196910 although Labunski only 

held his position there until 1964. 

Ballard acknowledged the influence of Béla Bartók and others on his motives as 

a composer early in his career. 

What Villa-Lobos has done in Latin America with Native Brazilian music 
needs to be done with our North American Indian music…I thrill to think of 
what might have happened if a musician like Béla Bartók had worked at 
Indian folk music as he did with his own Hungarian folk music. The only 
music that comes close to expressing the true spirit of the Indian on this 
continent is the work of the contemporary Mexican composers Carlos 
Chavez and Silvestre Revueltes…So, the field is still ripe for a composer 
to work with our Indian music.11 

Then in another article he stated that, 

All my music…stems inspirationally from American Indian music and 
culture – as Bartók’s did with Hungarian folk music and Dvořák’s with 
Czechoslovakia.12 

The composer also briefly discussed his compositional style in additional articles and 

during his final interview at the NMAI in 2006. Early in his career Ballard’s approach was 

to 
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stylize the rhythmic structure of Indian music and, if possible, he [the 
composer] should try to find and utilize some authentic rhythmic 
instruments that are used by Indians in their music.13 

Later this approach was modified. 

‘Usually, I do not include Native American instruments or quotations in my 
music. Rather I make idiomatic stylizations and adaptations,’ he said. ‘The 
real challenges are to convey the tradition in the music and to convey the 
history in the present time.’14 

He discussed the use of a variety of Western compositional approaches during his 2006 

NMAI interview. 

There are techniques of the 20th century composers who study that 
engrain the discipline of writing music. There is either Impressionism, or 
12-tone music, or different kinds of techniques that can be used. To the 
point where, back to what Darius Milhaud was saying, ‘the floodgate is 
open’. You can use anything you want. The 12-tone technique was a part 
of me, as well as Impressionism, as well as Realism, as well as 
Classicism. It’s all there and you can hear this in my music.15 

There has not been a study of the following chamber works of Louis W. Ballard. 

He composed chamber music throughout his career and the three works presented 

here for analysis are selected from his early activity as a composer, mid-career, and 

later career. String Trio No. 1, on first examination, is simply a 12-tone work. When 

considered in connection with another work, it may be viewed as an early attempt by the 

composer at fusing Native American elements with Western art music in the twelve-tone 

style, taught to him by his composition instructor, Béla Rózsa. The second work, 

Katcina Dances, is an example of the composer drawing inspiration from Native 

American culture, in this case, depictions of Hopi spirits drawn by Native artists. 
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Ballard’s response to ancestral objects and history of the Quapaw, the composer’s tribe, 

inspired the third work examined here, The Fire Moon String Quartet. 

String Trio No. 1 

String Trio No. 1 for violin, viola, and cello, was completed in 1962 but was not 

published until November of 1995 through the composers own New Southwest Music 

Publications. Early in 1995 Ballard began composing on the computer and may have 

started to go back through his catalog to clean up and publish or republish older works.  

Composed while a student at the University of Tulsa, he used the work or an early 

version of it in a performance. Nieberding says that his trio and Peyote were performed 

on Wednesday, May 10th, 1961 during the University of Tulsa’s Symposium of 

Contemporary Music. Not many important 20th century composers wrote string trios: 

Webern’s String Trio Op. 20 (1927), two from Hindemith (1924 and 1923) and 

Schoenberg’s String Trio Op. 45 (1946) to name a few. String Trio No. 1 fuses a 12-

tone compositional technique with various Native American elements. 

The work is in three adjoined movements with numerous metric and tempo 

changes, wide varieties of dynamics and articulations, and irregular phrase lengths. The 

opening of each of the movements includes a tempo indication and metronome marking 

as follows: Movement I. Allegro ma non troppo in 5/4, q=132-140, Movement II. Adagio 

Cantabile in 4/4, q=58, and Movement III. Allegretto in 2/4, q=96-104. Additionally, 

Ballard states, “Do not take the metronome marks literally as they may merely give a 

suggestion of the tempo.”16 The estimated performance duration is 11:00. The score for 

String Trio No. 1 includes explanatory notes, which may aid in the analysis of the work. 
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String Trio No. 1 (1962) dates from the composer’s time of research/study 
with the 12-tone serial technique of music composition, (dodecaphony).  In 
the piece, a tone-row is utilized in a non-empirical fashion and it does 
serve as the basis for all harmonic and melodic structure.17 

The composer’s thesis, “Ji-jo-gweh, The Witch Water Gull: A Ballet in Three 

Acts,” includes additional information, applicable to the analysis of the trio. The ballet 

was composed during the same period as the trio, while under the tutelage of Béla 

Rósza at the University of Tulsa. The work is representative of Ballard’s western 

compositional training from the Hungarian composer who was a former student of 

Arnold Schoenberg. While other later works such as the Four American Indian Piano 

Preludes, Katcina Dances, City of Light, City of Fire, City of Silver, and Incident at 

Wounded Knee, contained passages that hinted at a twelve-tone style, Ji-jo-gweh and 

String Trio No.1 were true dodecaphonic works. Rózsa also likely introduced Ballard to 

the music of another important composer, Béla Bartók. Ballard mentioned Bartók’s 

influence many times throughout the literature. Bartók’s compositional style was partially 

derived from his own heritage and he sought to stylize traditional Native American 

music in his compositions as the elder composer had with Hungarian music. The 

influence of Bartók is also evident in the use of specific techniques such as a wide 

variety of articulations including the “Bartók Pizz.” 

The “Analysis” chapter of Ballard’s thesis reveals details concerning the style of 

twelve-tone composition and rhythmic devices found in the work. The ballet contains a 

mixture of two approaches: (1) a “pure” twelve-tone style, and (2) a modified style. In his 

approach to the pure style he followed his own arbitrary rule. 
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Rather than use these forty-eight patterns indiscriminately, I have followed 
a general rule-of-thumb in my selection. This rule is: never use two or 
more patterns whose initial tone is identical.18 

He further noted, 

If this empirical method of selection had been used throughout the ballet, I 
feel that the dodecaphony would be in its purest tradition, but, as I said 
earlier, functional dance music demands modification of the twelve-tone 
technique.19 

The composer notes that In adapting twelve-tone compositional technique for ballet he 

made use of repetition; this created a sense of tonality in some sections. 

The element of repetition and monotony are inherent qualities of tribal 
Indian music and any contemporary style which seeks to convey the spirit 
of this music cannot wholly ignore this fact…this, I have done through 
cyclical or repetitive treatment of figurations, not of entire sections. Such 
repetition is generally in a transposition, and never to the point of 
monotony…The occasional establishment of a tonal center has been a by-
product of the use of repetition…20 

Like Ji-jo-gweh, String Trio No.1 appears to contain a mixture of these “empirical” and 

“non-empirical” styles of twelve-tone writing. Some passages contain a strict twelve-

tone style and repetition suggests a tonal center in others. Unlike the ballet, the 

composer did not reveal the tone row used for the trio although the two works may use 

the very same row. The “original” row from the ballet, A D-flat C G-flat G F A-flat B-flat E 

D E-flat B, appears in the trio in mm. 53-57 of the violin (Figure 4-1). 
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Figure 4-1.  String Trio No. 1, first movement, mm. 52-57. 

Intervals found in other sections of the trio and the composer’s approach to 

twelve-tone composition make the use of this row for analysis problematic. Numerous 

phrases throughout the work include the intervals of a perfect fourth and perfect fifth, 

which are not found in this row. In his thesis, Ballard discussed the simultaneous use of 

fragments from multiple versions of rows. The trio was composed before the ballet so 

Ballard may have derived the row for the ballet from this passage in the trio. While the 
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organization of the pitch material may be difficult to identify in his trio, other elements 

are worth discussing. 

The trio does not have any obvious connection to Native American culture, such 

as the use of indigenous instruments, descriptive title, or connection to a folk story, 

found in many of the composer’s other compositions. Although, the preface to the score 

may evince that the trio contains other elements of traditional Native American music. 

The propelling force of the music is evident in rhythmic diversity and in the 
fluctuation of tonal episodes marked by contrasting timbers and sudden 
changes in tessitura.21 

Some of these characteristics are also found in traditional Native American Indian song: 

rhythmic diversity, contrasting timbers and sudden changes in tessitura. Sudden tempo 

and metric changes, mentioned earlier, could also be derived from traditional music 

making. He was strongly influenced by the rhythms found in traditional Native American 

music and various rhythmic elements may also be identified in the trio.  

My early years as an Indian youth were rich in associations with tribal 
songs and dances among the Eastern Oklahoma tribes, notably the 
Quapaw, Shawnee, Cherokee, Ponca, and Seneca…throbbing rhythms of 
the peyote drum or the echoing, relentless, refrains of the stomp dance.22 

Each of the three movements of String Trio No. 1 exemplifies different rhythmic devices 

encountered in traditional Native American song. The first movement is filled with a 

rhythmic motive, identified by the composer in his thesis, which is found in many 

traditional Native American songs. The second movement contains many occurrences 

of polyrhythms, which have been identified by Kershaw as a characteristic of many 
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songs. Much of the final movement is in 2/4 meter, identified in other Ballard works as 

being associated with the stomp dance. 

Returning once again to Ballard’s thesis it is discovered that it discusses the use 

of a specific rhythmic motive associated with traditional songs. The ballet makes use of 

various versions of this figure throughout. 

The basic rhythmic figure is: xe x, which is found in a great number of 

Indian songs. In Act II, it becomes: e. xe and in Act III: ex, with the first 

short beat omitted. Extended, the basic rhythm becomes: eq e, in Act III.23 

This rhythm appears in the trio as well. It’s use in a number of traditional Native 

American songs is confirmed in a cursory review of the repertoire Ballard collected and 

presented in his educational materials; the “Creek-Seminole Stomp Dance,” “Cherokee 

Quail Song,” “Shawnee Stomp Dance,” “Ponca Hand Game Song,” “Ute Bear Dance 

Song,” “Choctaw Raccoon Game Song,” and the “Seminole Duck Dance Song” all 

contain this vocal rhythmic figure. Even though he did not collect many songs until later 

in his career, during the years spent working for the IAIA and the BIA, he may have 

been familiar with many of them from his participation and involvement with the music of 

the powwow. Additional elements of Native American music are also found in the trio. 

The influence of Native American flute music may be seen in the use of trills, tremolos, 

and ornaments; polymetric and polyrhythmic phrases are also found in the trio. 
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Figure 4-2.  String Trio No. 1, first movement, mm. 1-4. 

 
Figure 4-3.  String Trio No. 1, first movement, mm. 5-16. 
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The first movement of the trio contains numerous instances of the rhythmic figure. It 

opens with the figure in quarter and half notes and occurs three times in the first four 

measures in the violin and viola (Figure 4-2). At m. 8 there is a change of meter at it is 

found in diminution in the viola and joined by the cello and violin in mm. 12 and 13 then 

continues in the viola in mm. 15 and 16 (Figure 4-3). The rhythmic figure and variants 

are prevalent and also found in mm. 17, 24, 27, 29, 32-33, 37, 39, 40, 42-45, 50, 54, 55, 

and 69. In fact, the first movement concludes with all three instruments playing the 

rhythm in mm. 72-74. 

A second important figure found throughout the first movement consists of two shorter 

note values followed by a longer note and has the quality of ornamental figures from 

Native American flute melodies. It descends, often by a second or third (diminished 

fourth), and then leaps upward by a larger interval, of a sixth, seventh or ninth. The 

figure first appears in m. 7 in the violin then again in mm. 11, 14, and 15. A staggered 

entrance of the figure in all three instruments occurs in m. 23 and again in a modified 

version in mm. 29-30. In this modified figure the initial interval is reduced to a second 

(Figure 4-4). 
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Figure 4-4.  String Trio No. 1, first movement, mm. 21-30. 

The violin continues the modified figure in sequence in mm. 31-33 (Figure 4-5). 
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Figure 4-5.  String Trio No. 1, first movement, mm. 31-33. 

The figure is presented prominently in the violin in m. 49 and lastly the inversion of it 

occurs in the violin at m. 53 (Figure 4-6). M. 52 of the viola and cello also features the 

first use of the “Bartók Pizzicato” in the work (Figure 4-6). The technique, found in the 

quartets of Bartók, is “played by pulling the string out far enough to hit the fingerboard 

when released.”24 

 
Figure 4-6.  String Trio No. 1, first movement, violin mm. 52-54. 

 
Figure 4-7.  String Trio No. 1, second movement, m. 99. 

After a brief 5-measure transition, Meno Mosso, the second movement proper, 

Adagio Cantabile, starts at m. 82. It contains many polyrhythms, which were identified 

by Kershaw in the works of Louis W. Ballard as being derived from traditional Native 
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American music. In many songs the steady beat of a drum may be in a different rhythm 

or meter from the vocal part creating a polyrhythmic or polymetric effect (Figures 4-7 

and 4-8). 

 
Figure 4-8.  String Trio No. 1, second movement, mm. 142-148. 

The movement also contains a wide variety of touches and performance techniques. 

Trills, tremolos, and grace notes may be associated with Native American flute music 

while pizzicato, arco, détaché, harmonics and glissandi reflect his Western training. 

Ballard notes that Sur la touché, means to play over the fingerboard for very, very soft 

playing.”25 Other directions are not clarified with a definition. The problematic instruction, 
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Sul ponticelloe harmoniciglissato, likely intends the violinist to perform an arpeggio with 

bow on the bridge, which “encourages the higher harmonics” (Figure 4-10).26 

The third movement commences at m. 149 as the tempo changes to Allegretto 

and the meter to 2/4. The viola plays an extended trill, once again, an element 

associated with Native American flute music. This accompanies statements of the 

vocal/rhythmic figure from the first movement in the cello and violin in m. 153 and then 

in fifths in the cello alone in mm. 158 and 159 (Figure 4-9). 

 
 
Figure 4-9.  String Trio No. 1, second movement, mm. 149-162. 
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Figure 4-10.  String Trio No. 1, second movement, mm. 91-105. 
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The meter of much of the third movement is in 2/4, which has been likened to a 

stomp dance in many of the composer’s works. As with the previous movements, it 

contains ornamentation in the form of grace notes and trills, associated with Native 

American flute performance. It also calls for a variety of dynamics, articulations, and 

performance techniques, such as strumming, found as a hemiola in the viola of mm. 

185-188 (Figure 4-11). 

 
 
Figure 4-11.  String Trio No. 1, third movement, mm.182-187. 

Additional noteworthy elements found throughout the movement are the shifting 

meters, use of metric modulation, and a general increase in tempo and activity. A 

gradually increasing tempo is an element found in many examples of powwow 

drumming. The numerous tempo and meter changes are as follows: 

 M. 149 – Allegretto 2/4 with q=96-104 

 M. 175 – 3/8 with q=e=96-104 

 M. 178 – 2/4 with q=96-104 

 M. 184 – Piu Mosso 3/8 with q.=104-112 

 M. 190 – 5/8 with q.=e=112-120 

 M. 194 – 2/4 with e=q=80 

 M. 204-205 – Tempo Rubato and Molto Rit. 4/4 

 M. 206 – Vivace e con Brio 2/4 with q=144-152 

 
Unlike the previous movements and sections of the work, this final section contains 

some repetition. Material from mm. 206-226 is repeated in mm. 232-252. The cello is 
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duplicated while the violin and viola appear to use different transpositions of the row. 

The trio closes with the ensemble playing a final “Bartók Pizz”. 

Katcina Dances 

Katcina Dances: Suite for Violoncello and Pianoforte was commissioned by and 

dedicated to Herbert and Bernice Beenhouwer. According to the preface of the score, 

cellist James Holoshovsky and pianist Ruth Doré gave the World premiere in Santa Fe 

on July 28th, 1969. Numerous sources confirm that the premiere year was 1970. 

Katcinas, spelled variously as Kachinas, or Katchinas, are spirits, costumed 

dancers, and dolls. In Book of the Hopi Frank Waters discussed the various facets of 

the Katcinas. 

Hence kachinas are properly not deities. As their name denotes (ka, 
respect, and china, spirit), they are respected spirits: spirits of the dead; 
spirits of mineral, plant, bird, animal, and human entities, of clouds, other 
plants, stars that have not yet appeared in our sky; spirits of all the 
invisible forces of life…During the six months they are here on earth the 
kachinas manifest themselves in physical form. So the masked men who 
impersonate them are also kachinas…Children are given small figures 
carved of soft cottonwood roots, correctly painted and costumed to 
represent the masked impersonators. These “dolls” are also called 
kachinas but are not invested with power; they serve only to help 
familiarize children with the masks and names of the real kachinas, as 
every Hopi child upon reaching the age of six to eight years must be 
initiated into either the Kachina or Powamu Society.27 

Visits to the Hopi reservation doing research for the ballet Koshare likely inspired 

the creation of Katcina Dances as well. According to Ballard, “I made special trips to 

Hopi country where I witnessed ceremonial Katchina dances with my friend, Charles 

Loloma.”28 The preface to the score for Katcina Dances also states that there are over 
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500 different Katcinas and mentions a source of inspiration was the book Hopi Katcinas 

Drawn by Native Artists by Jesse Walter Fewkes, an authority on Hopi art and music. 

This was the Twenty-First Annual Report of the Bureau of American Ethnology from 

1903 and the preface discusses the reason for the creation of the book and names the 

artists responsible for the illustrations. 

Believing that a series of pictures made by the cleverest artists among the 
Hopi would be a valuable means of studying the symbolism of the tribe, 
the author hired one of them to make him a series of drawings of all of the 
personations of supernatural beings, which appear in Hopi festivals. This 
method was suggested by an examination of Mexican codices, especially 
the celebrated manuscript of Padre Sahagun, now in Madrid, the 
illustrations in which are said to have been made by Indians, and 
Chavero’s Lienzo de Tlascala, lately (1892) published by the Mexican 
government. 

The author found several Hopi men competent to paint a collection of 
pictures of the kind desired, and finally chose for that work Kutchonauû, or 
White-bear…at the Keams Canyon Indian School…his method of drawing 
may have been somewhat influenced by instruction there…His uncle 
Homovi…drew some of the best pictures…it is safe to conclude that the 
drawings of the latter are aboriginal in character. A few of the pictures 
were drawn by Winuta, whose work, like that of Homovi, is unmodified by 
white influence.29 

The importance of this book is that it is an example of the composer expressing his 

connection to Native American culture by seeking out works of traditional Native 

American artists to reference for the creation of musical works. Unfortunately, it does 

not attribute each illustration to a specific artist. 

The accurate musical depictions of the various kachinas suggest that the 

composer may have also referred to other sources or gained additional information 

when he visited the Hopi. Fewkes and others wrote additional volumes on the Hopi. In 
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 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
American Ethnology Annual Report 1903 (Glorieta, NM: The Rio Grande Press Inc., 1969), 15. 
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1924, as chief of the Bureau of American Ethnology for the Smithsonian Institution, 

Fewkes recorded 11 Hopi Katcina Songs, which were released by Folkways Records 

with extensive liner notes.30 

Ballard also states that the Katcinas for the suite “are the composer’s choices for 

inspirational purposes only.”31 It is also interesting to note that he was careful not to 

draw too much of a direct connection with Hopi culture. Likely in response to the 

criticism received over the use of masks in Koshare he includes the following statement: 

No religious significance is intended nor do these works violate it. My 
personal artistic response to such unique and mystical figures is my raison 
d’etre for the creation of the music. Here is a musical perspective of a 
small segment of the Native American cosmos through specific musical 
tone portraits. My intent was to achieve a musically and culturally viable 
universal statement without violating the integrity of the indigenous milieu. 

The ten movements of Katcina Dances are discussed below with descriptions of the 

spirit/doll/dancers, their character, and/or discussion of the katcinas participation in the 

various ceremonies, along with their illustrations from Fewkes’ book. Most movements 

programmatically depict their corresponding illustrations. Rather than a comprehensive 

analysis of each movement I chose to discuss important aspects of Ballard’s style 

present in the movements. 

“Powamu (Coming of the Gods)” 

The Powamû festival, ordinarily called the Bean-planting, is one of the 
most elaborate of all katcina exhibitions…One object of this festival is a 
purification or renovation of the earth for future planting, but the main 
purpose is a celebration of the return of the katcinas…on account of the 
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large number of masked men who appear in Powamû, it is one of the most 
important festivals in which to study katcinas.32 

The opening movement of Kacina Dances represents this festival of ceremonial 

songs and dances through various references to traditional Native American music 

making. Powamu is also the name of a number of unmasked Katcinas who appear at 

the end of the Powamû festival and are depicted in Fewkes book (Figure 4-12). 

 
 
Figure 4-12.  Powamû (PL.XXII).33 
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 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
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On the morning of the last day of the Powamû festival there are dances in 
the kivas in which participate unmasked men called Powamû 
katcinas…These men wear in their hair a number of artificial flowers, 
made of painted corn shucks. The bodies of these men are painted, but 
otherwise they wear no distinctive dress or paraphernalia.34 

Firstly, the cello is presented in a very vocal style throughout the movement. The 

accented, narrow ranged, melody, which alternates eighth notes with longer sustained 

pitches is reminiscent of the singing style found on Fewkes’s recording from 1924 

(Figure 4-13). This declamatory style may be heard on the first track, Bean Harvest, in 

which Ahül or Sun sings a song while distributing the bean sprouts. The festival is 

comprised of a number of sections or acts, each with ceremonial significance. One of 

these is the Bean Harvest Dance. 

In this dance the leader of the Katcina or Sun, distributes sprouting beans 
as a symbol that their crops will be propitious. This takes place in 
February when the Katcinas arrive.35 

Secondly, dance is represented through a steady, staccato, eighth note accompaniment 

with shifting accents presented in the lower register of the piano. The accents evoke 

attributes of powwow drumming, namely the honor beats (Figure 4-13). 

 

 

 

 

                                                                                                                                             
33
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34
 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
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Figure 4-13.  Katcina Dances, “Powamu (Coming of the Gods),” mm. 1-7. 

Ballard’s training in Western art music is also evident in the movement. The opening is 

marked Molto Drammatico, Alle Battre le tambour (very dramatic, like the beat of a 

drum), is in common meter. For much of the movement the 8th notes of the 

accompaniment are grouped variously as 2+3+3, 3+2+3, and 3+3+2 (Figure 4-14). 
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Figure 4-14.  Katcina Dances, “Powamu (Coming of the Gods),” mm. 24-27. 

 
This rhythmic device shows the influence of Bartók and appears in many of Ballard’s 

works. It also reflects the rhythmic unpredictability found in many traditional Native 

American songs. The movement tends to gravitate towards B minor but as a result of 

the non-functional triads, non-harmonic tones, and chords of the second and fourth, it is 

harmonically ambiguous and closes with quintal harmonies on A and Ab. 
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“Ahul (Sun God)” 

 
 

Figure 4-15.  Ahül (PLVII). 

The figure of Ahül has all the symbolism characteristic of this god when 
personated as leader of the katcinas in their annual return to Walpi in the 
Powamû festival.36 

A sustained E-flat in the cello connects the previous movement to the brief 22-

measure second movement, which is much calmer in character and reminiscent of 

another work depicting light, the opening of the piano prelude “Ombaska (Daylight)”. 

The presence of the eighth-note pulse helps retain some of the march character. The 

meter alternates unpredictably between 6/8 and 5/8 at M.M. e=100 throughout and, the 
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cello contains much of the melodic material. Harmonically the movement contains some 

widely spaced open position triads, suspended chords, chords without a third, and 

quintal harmonies. Any sense of harmonic movement emanates from the bass, which 

finally resolves to D. The sustained bass opens on C, moves up to D, then E, leaps up a 

fourth to A, moves down to A-flat, leaps down a fourth to E-flat, before returning to D. 

Mm. 7-9 in the cello are reminiscent of many phrases from traditional Native American 

songs. The range is narrow, the phrase leaps up a fifth and the repeated D and B-flat 

produce a falling-terraced effect, which is a defining characteristic of many traditional 

songs (Figure 4-16). 

 
 
Figure 4-16.  Katcina Dances, “Ahul (Sun God),” mm. 7-9. 

Ahul’s song, described in the Fifteenth Annual Report of the Bureau of Ethnology is also 

referenced in the music. 

He turned to the sun and made six silent inclinations, after which, standing 
erect, he bent his head backward and began a low rumbling growl, and as 
he bent his head forward, raised his voice to a high falsetto.37 

                                            
37

 J. W. Powell, Fifteenth Annual Report of the Bureau of Ethnology (Washingont: Government Printing 

Office, 1897), 277. 

 

 



 268 

The illustration above depicts Ahül in the act of singing, head bent forward (Figure 4-

15). The right hand of the piano in mm. 7-12 features a steady rise in pitch and 

represents the ceremonial sounds of this kachina (Figures 4-16 and 17). 

 
 

 
 
 
Figure 4-17.  Katcina Dances, “Ahul (Sun God),” mm. 10-12. 

 
The movement concludes with the piano sounding two sustained quartal harmonies as 

the cello echoes the melodic material presented earlier, transposed a fourth down, 

metrically shifted, and then closing with a harmonic on the note D (Figure 4-18). 

 

 
 
 
Figure 4-18.  Katcina Dances, “Ahul (Sun God),” mm. 19-22. 
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“Kwahu (Eagle)” 

 
 

Figure 4-19.  Kwahu (PL. XV) 

Kwahu, the Eagle katcina, is figured in the drawing with an eagle’s head 
above the helmet in a way that recalls an Aztec picture. The characteristic 
symbolic marks of certain birds of prey, as the eagle and hawk, are the 
chevron marks on the face…In personations of this and other birds the 
wings are represented by a string of feathers tied to the arms…38 

The third movement, “Kwahu (Eagle)” (Firgure 4-19), opens with an aggressive 

6-measure introduction, which may indicate that this eagle is on the hunt. The figures of 

this introduction are similar to the opening of “Tabideh (The Hunt)” from Four American 

Indian Piano Preludes (Figures 4-20 and 4-21). 
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Figure 4-20.  Four American Indian Piano Preludes, “Tabideh (The Hunt),” mm. 1-2. 

 
 
Figure 4-21.  Katcina Dances, “Kwahu (Eagle),” mm. 1-6. 

That it also contains all pitch classes except for D is another brief reference to a twelve-

tone style found in many Ballard works. The tempo is reduced at m. 7 and the piano 
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plays a sparse, staccato, pianissimo, accompaniment. The movement is unpredictable 

in character with varying phrase lengths, solo cello passages, and numerous meter, 

dynamic, and tempo changes occur. Mm. 20-25 alternate meters of 4/8 and 3/8, which 

is reminiscent of a Tewa Entrance Dance Song presented in Ballard’s Native American 

Indian Songs (Figures 4-22 and 4-23). 

 

 
 
 
Figure 4-22.  Katcina Dances, “Kwahu (Eagle),” mm. 17-24. 
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Figure 4-23.  Native American Indian Songs, “Entrance Dance Song (Tewa).” 

 
Harmonically the movement contains various dissonant chord constructions. Many 

include intervals of the second and fourth as found in mm. 40-44 of the piano (Figure 4-

24). 

 

 
 
Figure 4-24.  Katcina Dances, “Kwahu (Eagle),” mm. 40-44. 
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In mm. 58-60 the aggressive material from the opening returns as sixteenth notes 

(Figure 4-25). 

 
 
Figure 4-25.  Katcina Dances, “Kwahu (Eagle),” mm. 58-60. 

 
The tempo and dynamic level decrease as the movement concludes with a sustained C 

in the cello and staccato, eighth note, dyads and single pitches in the piano. 
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“Momo (Bees)” 

 
 

Figure 4-26.  Momo (PL. XIX) 

Momo, the Bee katcina, has a yellow head with black crescentic bands 
extending on each side from the globular eyes…He carries a miniature 
bow and arrows. In the dance he imitates the hum of the bee, and goes 
from one spectator to another, shooting the blunt arrows at them. To still 
the cries of the children, due to mere fright, the Bee katcina squirts a little 
water on the supposed wound.39 

The nine-measure introduction to “Momo (Bees)” presents the sounds of bees: 

trills and tremolos in the cello, trills in the piano, and a figure consisting of two chromatic 

lines moving in contrary motion (Figure 4-27). 
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Figure 4-27.  Katcina Dances, “Momo (Bees),” mm. 1-7. 

 
 
Figure 4-28.  Katcina Dances, “Momo (Bees),” mm. 20-23. 

 
At the Piu Mosso in m. 10, the tempo increases to q=132. Most of the movement 

is in 2/4 with the piano playing a steady eighth note pulse. Sixteenth note phrases 
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throughout the movement continue the drone of the bees and accented, fortissimo 

chords in the piano imply the sting of the bee arrows (Figure 4-28). Fewkes’ illustration 

depicts the bees with arrows at the ready (Figure 4-26). 

Mm. 24-34 contain numerous unexpected meter changes, which is an aspect of 

traditional Native American song as demonstrated in the previous movement. Once 

again, seconds, fourths and fifths, common to Ballard’s style, dominate the harmonic 

texture throughout as shown in mm. 28-33 (Figure 4-29). 

 
 
Figure 4-29.  Katcina Dances, “Momo (Bees),” mm. 28-34. 
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“Monwu (Owls)” 

 
 

Figure 4-30.  Monwû and Koyimsi (PL. XVI) 

This personation of the Owl has a helmet with rows of parellel yello, green, 
red, and black crescents, and a prominent hooked beak. He wears a 
rabbit-skin blanket tied by an embroidered sash, and holds a bow and 
arrows in one hand a rattle in the other. The figure is accompanied by a 
clown who has a feather in each hand.40 

“Monwu (Owls)”, the fifth movement of Katcina Dances, marked Espressivo 

Devozione, is in 3/2 meter, at h=80 and depicts the nature of this katcina. Sources 

describe Monwu sitting quietly off to the side during ceremonies, waiting until he is 

needed to correct the behavior of the Koyimsi (Figure 4-30). The slight decrease in 

tempo at m. 4 adds to the contemplative atmosphere. Unlike the previous movements it 

is constructed of triadic harmonies, favoring the minor. Qualities of traditional Native 

American music are also present; the cello is lyrical throughout and constructed in 
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irregular phrase lengths. In mm. 24-28 the piano accompaniment is modified creating a 

polyrhythmic texture with the cello (Figure 4-31). 

 

 
 
 
Figure 4-31.  Katcina Dances, “Monwu (Owls),” mm. 22-27. 

 
Thematic material from mm. 9-10 of the cello reappears in the lower register of the 

piano in mm. 30-31 and returns to the cello in mm. 34-35 (Figure 4-32). 
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Figure 4-32.  Katcina Dances, “Monwu (Owls),” mm. 28-36. 

The movement concludes on a C Minor 7th chord (Figure 4-33). 
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Figure 4-33.  Katcina Dances, “Monwu (Owls),” mm. 40-41. 

 
“Koyimsi (Foolish Ones)” 

 
 
 

Figure 4-34.  Three Koyimsi (PL. XLV) 
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Koyimsi or clown characters (Figure 4-34) are depicted in the sixth movement of 

Katcina Dances. The movement is in 8/16 at a brisk q=146. Like the opening movement 

the measures are irregularly divided as 3+3+2 although it is occasionally interrupted by 

some measures of 3+2+3 or 2+3+3. These shifting accents lend a playful character to 

the movement, like that of the Koyimsi katchinas. Except for a few cadence points the 

piano keeps a sixteenth-note rhythm throughout most of the movement. The score 

contains text inserted between the piano and cello parts. 

Strange looking…these beings, called…MUDHEADS! Who are they? 
Some say they are foolish…wearing deerskins…pretentious…and always 
striving…ALWAYS!...to reach some unknown region…They look so 
familiar…Oh, such great efforts!!...and seeming joy. Who are they? Do 
they dance for joy? Or…do they dance for…sorrow?...so familiar they 
are…they remind me of someone…Someone very foolish…someone 
like…just like…MYSELF!!41 

The composer also leaves a note concerning the added text. 

The text represents a stream-of-consciousness thought process and is not 
intended for recitation. Inspiration for this derived from the idea of primeval 
beings in mythology and the only purpose was to assist the musicians with 
interpretation.42 

Harmonically this movement is also ambiguous yet seems to gravitate toward D 

as a tonal center. The pedaling implies harmonic changes and a tonic/dominant 

relationship loosely established although obscured by the brisk tempo and fluctuation 

between F and F-sharp. The ambiguity is also heightened in the third measure when the 

piano plays a sforzando, D octave in the lower register, followed by a cluster of tones, 
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blurred together with pedal. This occurs under the word “mudheads” and also reflects 

their mischievous nature (Figure 4-35). 

 
 
Figure 4-35.  Katcina Dances, “Koyimsi (Foolish Ones),” mm. 1-3. 

 
There seems to be a focus once again on the intervals of the fourth and fifth in the 

movement. The phrase at mm. 8-9 contains numerous fourths and fifths in both the 

piano and cello. The passage also illustrates the use of a rhythmic device found in other 

Ballard works. The cello accents create a polymetric effect by emphasizing groups of 

three, sixteenth notes, which conflict with the 3+2+3 divisions in the piano (Figure 4-36). 
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Figure 4-36.  Katcina Dances, “Koyimsi (Foolish Ones),” mm. 7-9. 

The accelerando, crescendo, accents in the cello, and widely spaced contrary motion in 

the piano bring the movement to a climax on an open 5th in m. 36 (Figure 4-37). 

 

 

 
 
 
Figure 4-37.  Katcina Dances, “Koyimsi (Foolish Ones),” mm. 31-37. 

 
Following further tempo changes and numerous shifts in dynamic level, the movement 

closes on a fortississimo, quartal harmony A, D, G. 



 284 

“Calako (Huge Birds)” 

 
 

Figure 4-38.  Sio Calako (PL. VI) 

The next three movements depict special “monster” katchinas, which all take part 

in terrorizing and whipping the Hopi children, and in some instances the spectators, 

during certain ceremonies. While the other figures presented here are from the Hopi 

culture, “Sio” means that this particular Calako, found in Fewkes book, is from the Zuñi 

pueblo.43 Tension is conveyed throughout the movement by the predominance of 

harmonic seconds, ninths, tone clusters, and accents. The movement contains six 

sections of varying length. The introduction, mm. 1-7, is in 4/4 with q=108 and increases 

in activity and dynamic level. Mm. 1-4 feature a call and response between the two 

instruments, also a characteristic of numerous traditional Native American songs. The 
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pizzicato, mezzo-piano call of the cello on A is echoed by the staccato, pianissimo 

response of the piano on G and Bb. The use of the extreme registers in the piano 

produces a sense of largeness (Figure 4-39). 

 

 
 
 
Figure 4-39.  Katcina Dances, “Calako (Huge Birds),” mm. 1-4. 

 
In mm. 4-7 the rhythmic activity increases as the piano begins to move in sixteenth 

notes, and the cello in eighth notes. The dynamic level also increases, culminating on 

the downbeat of m. 8 (Figure 4-40). 
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Figure 4-40.  Katcina Dances, “Calako (Huge Birds),” mm. 5-10. 

 
 

 
 
Figure 4-41.  Katcina Dances, “Calako (Huge Birds),” mm. 11-16. 
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The next section is the largest of the movement. The meter changes at m. 8 to 

2/4, once again, often associated with the stomp dance in the music of Ballard. A steady 

series of harmonic seconds in the piano create a sparse accompaniment at m. 13. The 

staccato chords of seconds and ninths on the piano contrast the cello’s long, arco, 

phrases (Figure 4-41). The melodic material of the cello in mm. 13-14 is rhythmically 

echoed in the piano at mm. 19-20 and 24-25 (Figure 4-42). 

 

 
 
 
Figure 4-42.  Katcina Dances, “Calako (Huge Birds),” mm. 17-22. 

 
Another section, mm. 55-74, features a cadenza for the cello. At the piu mosso of m. 55 

the tempo increases to q=126. The only time the piano is heard in the section is in mm. 

59 and 60 when it plays three forte, accented tone clusters. More of these violent strikes 

are depicted in the following movements. The first and third clusters consist of white 

keys in the left hand and black keys in the right (Figure 4-43). The cadenza is presented 

in constantly shifting phrase lengths of 5, 3, 2, 4, and finally 6 measure phrases (Figures 

4-43 and 44). 
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Figure 4-43.  Katcina Dances, “Calako (Huge Birds),” mm. 52-60. 

 

 

 
 
Figure 4-44.  Katcina Dances, “Calako (Huge Birds),” cello mm. 61-77. 
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Figure 4-45.  Katcina Dances, “Calako (Huge Birds),” mm. 92-98. 

The piano returns in the following section at the expressivo, m. 76, and 

reestablishes the quarter note pulse. The final section of the movement begins at m. 87 

and features another increase in rhythmic activity and dynamic level through the end. In 
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mm. 92-96 the polyrhythms, increase in accents, and return of the seconds in the piano 

at mm. 95-96 add to the effect. The cello closes the movement with a final melodic 

second (Figure 4-45). 

“Tumas, Tunwup (Crow Mother and Sons)” 

 
 

Figure 4-46.  Tumas and Tuñwup (PL. VII) 

Tumas is the mother of Tuñwup, who flogs the children in the Powamû 
festival. Her mask, as shown in the drawing, has fan-like appendages 
made of crow feathers on each side…When the flogging of children takes 
place at Hano, Tumas stands at the foot of the kiva ladder while her two 
sons, called Tuñwup, perform this act. Tuñwup has a white mask with 
black prominent eyes. An arrow-shaped figure is painted on the forehead, 
and there is a horn on each side of the head…holding their whips of 
yucca. As they dance they strike the boys or girls before them as hard as 
they can, after which they pass the whips to a priest standing by. After 
each flogging the yucca whips are waved in the air, which is called the 
purification.44 

“Tumas, Tunwup (Crow Mother and Sons)” portrays the violence of the act of 

whipping and the terror the children feel when these creatures come for them through 

                                            
44

 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
American Ethnology Annual Report 1903 (Glorieta, NM: The Rio Grande Press Inc., 1969). 75,77. 
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the use of dissonant harmonies and strong accents. Sections and phrases of varying 

lengths, and changing meters add to the tension. The movement opens in 2/4 with 

march-like rhythms, accents, and grace notes in the piano and two note slurs in the 

cello. The meter changes to 3/4 as the rhythmic activity and tempo increase at m. 5 

(Figure 4-47). 

 
 
Figure 4-47.  Katcina Dances, “Tumas, Tunwup (Crow Mother and Sons),” mm. 1-8. 

The following section, 10 measures in length, contains many changes of meter 

and tempo. Some organization is implied through the repetition of rhythmic motives and 

harmonic structures (Figure 4-48). 
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Figure 4-48.  Katcina Dances, “Tumas, Tunwup (Crow Mother and Sons),” mm. 13-20. 

 
The next brief section features a six-measure crescendo commencing at m. 19 

where the tempo increases to q=132. The tension is enhanced by the increase in 

dynamic level and the expanding intervals of the cello’s quarter note melody 

accompanied by sixteenth note figures in the piano (Figures 4-48 and 49). 
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Figure 4-49.  Katcina Dances, “Tumas, Tunwup (Crow Mother and Sons),” mm. 21-24. 

 
 
Figure 4-50.  Katcina Dances, “Tumas, Tunwup (Crow Mother and Sons),” mm. 48-56. 
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At the conclusion of the movement a polychordal effect is created in the piano of 

mm. 50-53. The first inversion A minor chord is arpeggiated along with a first inversion 

E-flat minor chord are the wind-up to the whipping accents in the form of a tone cluster 

containing white notes in the right hand and black notes in the left. This arrangement is 

switched in mm. 52 and 53 when the right hand plays an E-flat suspended chord, all 

black notes, with an A minor 7th chord in the left, all white notes. The movement ends 

with the final whip of an accented staccato A minor chord in the piano (Figure 4-50). 

“Soyokos (Monsters)” 

 
 

Figure 4-51.  Various Soyokos - Natacka Naamû, Kumbi Natacka, and Kutca Natacka 
(PL. IX, pg. 80). 

The name Soyoko is applied to certain monsters called Natackas, which appear 

in Powamû. According to Fewkes, “There are a variety of Soyoko or monster Katcinas 

in the Powamû festival: Natacka Naamû, Kumbi Natacka, Kutca Nataka, Natacka wüqti 
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or Soyok wüqti, and Natacka mana.”45 Waters describes how children are taught to fear 

these creatures. 

Disobedient children have been warned by their parents that these 
monsters will come and eat them if they do not behave. The appearance 
of these ‘Monsters’ or ‘Scare’ Kachinas justifies the warnings. Their leader 
is So’yo’kwúti…she carries a long crook with which to catch her victims 
and a huge meat cleaver with which to dismember them.46 

 
 
Figure 4-52.  Katcina Dances, “Soyokos (Monsters),” mm. 1-6. 

                                            
45

 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
American Ethnology Annual Report 1903 (Glorieta, NM: The Rio Grande Press Inc., 1969), 78-85. 

46
 Frank Waters, Book of the Hopi, Reprint (New York: Ballantine Books, 1963), 228. 
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“Soyokos (Monsters)” is notated with three sharps in the cello part and four flats 

in the piano part. This may be homage to Milhaud although the chromatic meanderings 

of the writing destroy any sense of polytonality. It opens in 4/4 at q=72 with the cello 

sustaining tones in the upper register of the instrument while the piano plays a long 

legato eighth-note accompaniment in octaves and contains all twelve chromatic pitches. 

This creates a foreboding atmosphere, suggesting that these monsters are lurking 

quietly nearby (Figure 4-52). 

 

 
 
 
Figure 4-53.  Katcina Dances, “Soyokos (Monsters),” mm. 12-13. 

 
 

The cello begins pulsing a quarter note C# in measure 6 and continues while the 

piano starts the chromatic phrase again in mm. 7-9. At the discovery of their presence a 

chase ensues. In m. 13 the tempo and rhythmic activity increase depicting the terror the 

children feel for these creatures. The tempo increases to q=120 and the lower register 

of the piano establishes a steady drum of eighth notes. The rhythm of the cello in mm. 

 



 297 

13-16 is similar to the B section of the “Comanche, Otoe Hand Game Song” found in 

Ballard’s Native American Indian Songs (Figures 4-53 and 54). 

 
 

 
 
 
Figure 4-54.  Native American Indian Songs, “Comanche, Otoe Hand Game Song,” mm. 

5-10. 

 
Much of the movement consists of a 3-part polyphonic texture. In mm. 22-25 the texture 

changes briefly. Sforzando, fortissimo, and staccato chords in the piano represent the 

chop of the monsters meat cleaver. Once again, there is an emphasis on the intervals of 

the fourth and fifth (Figure 4-55). 
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Figure 4-55.  Katcina Dances, “Soyokos (Monsters),” mm. 22-25. 

 
The movement concludes with a brief solo passage for the piano followed by a 3-

measure phrase in the cello, which segues into the final movement (Figure 4-56). 
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Figure 4-56.  Katcina Dances, “Soyokos (Monsters),” mm. 34-38. 

“Niman (Departure of the Gods)” 

This is an elaborate festival celebrating the departure of the katcinas from 
Walpi, and consists of elaborate rites before a complicated altar and a 
public dance…47 

The focus of the final movement of Katcina Dances is on the dance elements. 

Like many final movements in the works of Louis W. Ballard it alludes to a stomp dance; 

it is in 2/4 meter and the tempo increases throughout. The piano is marked “drum-like, 

detached-yet-firm”, emphasizing the percussive character of the movement. The 2/4 

meter is upset in a few instances by the insertion of bars in other meters, and 

                                            
47

 Jesse Walter Fewkes, Hopi Kacinas Drawn by Native Artists: Smithsonian Institution Bureau of 
American Ethnology Annual Report 1903 (Glorieta, NM: The Rio Grande Press Inc., 1969), 59. 
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polyrhythms. In m. 5 the meter changes to 3/8 and then immediately returns to 2/4 as 

the tempo increases slightly. A hemiola and polyrhythm in m. 8, and another single bar 

of 3/8 at m. 9, disrupt the meter again.  

 
 
Figure 4-57.  Katcina Dances, “Niman (Departure of the Gods),” mm. 1-12. 

 
The cello reenters at m. 10 with a hemiola, which creates a polyrhythmic effect with the 

piano as the tempo increases slightly again. Similar to previous movements and 

Ballard’s style in general, intervals of the tritone, second, fourths, and fifths 

predominate. Harmonically it begins with a triad containing a tritone and a fifth (B-flat E 
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B) in the low register of the piano. In m. 6 the lowest pitch in the piano drops a minor 

second creating a polychord containing an inverted quartal harmony in the right hand 

sounding with a quintal harmony in the left (Figure 4-57). 

Quartal and quintal chord constructions continue, more meter changes occur, 

and the tempo increases again at m. 20. Although the 2/4 meter is finally established by 

m. 22 it is obscured by the tacet piano, sustained A and hemiola in the cello of mm. 22-

24. The tempo increases again in m. 25 as the cello sets the pulse for the remainder of 

the movement (Figure 4-58). 

 
 
Figure 4-58.  Katcina Dances, “Niman (Departure of the Gods),” mm. 17-26. 
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The repetitive eighth-note figure in the cello at mm. 46-49 produces another polymetric 

effect and the rhythmic activity increases with the polyrhythms in mm. 50-54 (Figure 4-

59).  

 
 
Figure 4-59.  Katcina Dances, “Niman (Departure of the Gods),” mm. 46-53. 

 
The drive is further enhanced by the sixteenth notes in the cello of the penultimate 

phrase. The final phrase of the work, meno mosso e rit. e morendo al fine, closes with 

staccato unison A in both instruments (Figure 4-60). 
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Figure 4-60.  Katcina Dances, “Niman (Departure of the Gods),” mm. 58-65. 

 
There have been a few documented performances of Katcina Dances. In addition 

to the 1970 premiere the work was performed July 27, 1976 at St. John’s College by 

cellist Bonnie Hampton and pianist Nathan Schwartz, members of the Santa Fe 

Chamber Music Festival.48 Cellist Joanna DeKeyser and pianist Rita Angel performed 

the work in New Mexico in 1981.49 On April 23rd, 1992 Maria Simiz, cello, and Theresa 

                                            
48

 Sandra Koops, "On The Arts: Ballard, the Santa Fe phantom," Santa Fe New Mexican, July 25, 1976: 

22. 

49
 Ruth Doré, "Louis Ballard: Music for the Earth and Sky," Artspace: Southwestern Contemporary Arts 

Quarterly, 1988: 27. 
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McDougall, piano, performed the work during the Visiting Composer Series at Arizona 

State University. The program and recording are available on the Arizona State 

University library website. Another performance occurred during the Tribute to Louis 

Ballard held at the NMAI on November 10th, 2007 by cellist Dawn Avery and pianist 

Timothy Long. Dana Winograd and Ivan Koska gave a performance the work on 

November 18th, 2011 at the Kosmos in Albuquerque, New Mexico. Both are members 

of Chatter, a chamber group in Albuquerque. A video of this performance is available 

online.50 

The Fire Moon 

The cover of Louis W. Ballard’s score for The Fire Moon “Pé’teh Minoba” string 

quartet lists the titles of its three movements as “I. Tourima”, “II. Osotouy”, and “III. 

Kappa”, and unlike many of his other scores it does not contain a preface. Ballard 

published the score in 1998 through the New S.W. Music Publications. The sub-title for 

the work, “Pé-teh Minoba” is a pronunciation of the Quapaw words Pa-ye’ or Fire and 

Mi’-ombe’ or Moon.51 The score does not explain the significance of the titles of the 

movements. 

However, the significance of the titles is revealed through Ballard’s connection 

with the Quapaw tribe and artifacts from the 18th century. An exhibit at the Territorial 

Restoration Museum in Little Rock, Arkansas, was presented January 19th through May 

31st, 1995 and a book, Robes of Splendor, was issued. The exhibit included two painted 

Quapaw robes, one elk and one buffalo, on loan from the French government. Louis 

                                            
50

 Performance of Katcina Dances, November 18, 2011 http://www.youtube.com/watch?v=BoIZ7uBh1Nk 

(accessed March 28, 2014). 

51
 Quapaw dictionary http://www.quapawtribalancestry.com/quapawlanguage/index.htm (accessed March 

28, 2014). 

http://www.youtube.com/watch?v=BoIZ7uBh1Nk
http://www.quapawtribalancestry.com/quapawlanguage/index.htm
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visited the exhibit and in 1996 his article, Two Ogàxpa Sacred Robes Visit Home after 

250 Years, but the Ogàxpas Don’t Live There Any More, which documented the visit, 

was published in The Public Historian. The article briefly describes the exhibit and 

accompanying programs, and decries the lack of presentation of historical context for 

the items and the exhibition title “Symbols of the Quapaw Culture and the Grand 

Alliance with Colonial France.” He describes the robes as follows: 

The robes themselves are surprisingly large, nearly seven-and-a-half feet 
long by five-and-a-half feet wide. The larger robe (‘The Three Villages 
Robe’) bears a line of nine dancing figures, a group of warriors in combat, 
birds, sun and moon symbols, a military outpost, native houses, and 
stylized geometric designs. The other robe (‘The Buffalo Dancers’) shows 
a line of buffalo dancers and similar geometric symbols, as well as the 
names of Ogàxpa villages.52 

Ballard misspoke. The names for the Quapaw villages are not on The Buffalo Dancers 

Robe but are found on The Three Villages Robe. The encounter with the artifacts must 

have made a strong impression on him; the names of three of the villages are the 

source of the titles for the three movements of The Fire Moon. In The Rumble of a 

Distant Drum: The Quapaws and Old World Newcomers, 1673-1804, Morris S. Arnold 

reveals the names of the villages depicted on the robe. 

Above the three villages that are grouped together are written the words 
Ackansas, Ouzovtovovi, Tovarimon, and Ovqappa. Ackansas 
(Arkansas)…the other names are the names of the three individual 
Quapaw villages of the eighteenth century—more usually written these 
days as Osotouy, Tourima, and Kappa.53  

The author also interprets the robe. 

                                            
52

 Louis W. Ballard, "Two Ogaxpa Robes Visit Home after 250 Years, but the Ogaxpas Don't Live There 
Any More," The Public Historian (University of California Press) 18, no. 4 (1996): 194. 

53
 Morris S. Arnold, The Rumble of a Distant Drum: The Quapaw and Old World New Comers, 1673-1804 

(Fayetteville: University of Arkansas Press, 2000), 64. 
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The fact that the French and the Quapaws forged a military alliance during 
Arkansas’s colonial period has, very surprisingly, been preserved in an 
engaging work of art…it illustrates the extent to which the French had 
come to depend on the Quapaws 

In the quartet Ballard also depicts this alliance musically by fusing elements of French, 

Impressionist music with his own personal (Quapaw) style. Additionally, Ballard’s 

lifelong friend and historian for the Quapaw tribe, Ardina Moore, has more intimate 

reading of the robe which connects it with the Quapaw on a deeper level. Moore 

deciphers the snake tail, fringe around the boarder of the scene, presentation of the 

scene within a frame, and arrangement of dancers above the villages. The fringe and 

frame point to the likelihood that this was painted by a woman; Quapaw women 

decorate pow wow clothing with fringe and carry essentials in bundles (referring to the 

frame). The snake tail, on the far left side of the robe, reveals that this “artist” was from 

the snake clan. Finally, she interprets the dancers, alternating male and female, holding 

hands, as a depiction of a social dance, the Quapaw Face Dance (Figure 4-61).54

                                            
54

 Ardina Moore in conversation with the author, Miami, Oklahoma, March 10, 2014. 
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Figure 4-61.  The Three Cities Robe. The Three Cities Robe © musée du quai Branly, photo Patrick Gries Analysé et 

restauré dans le laboratoire R&D Velecta généralement mis à la disposition du musée du quai Branly par la 
Fondation EDF, et grâce au soutien de Martine et Bruno Roger. Pièce présentée lors de l'exposition "Premières 
nations.”
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I. “Tourima” 

The title of the first movement is the name for one of the three historical Quapaw 

villages named on The Three Villages Robe. The movement is marked Ardente 

Expressivo, is in common meter with the tempo q=96, and opens with the key signature 

of D Major although the movement is tonally ambiguous. It contains sudden shifts of 

dynamic level, texture, and articulation. 

 
 
Figure 4-62.  The Fire Moon, “Tourima,” mm. 4-9. 
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The movement begins with the violins sustaining a sixteenth-note sextuplet trill at 

the interval of a fourth (A D). Viola and cello enter doubled at the octave and play a 

descending sixteenth-note sextuplet figure. The upper instruments play a brief melodic 

three-measure phrase in unison before returning to the trill figure a fourth higher in m. 8. 

After another descending sixteenth-note run in m. 7 the lower parts begin a percussive 

eighth-note figure, also in m. 8. The trill figures, descending sixteenth-note sextuplets, 

and accented eighth-note figures all serve as accompaniment figures and recur often 

throughout the movement (Figure 4-62). 

Melodic material begins at m. 11 with the upper instruments harmonizing at a 

minor third, creating a three-part texture with the lower parts at an octave and continue 

until there is a brief shift to a four-part texture in mm. 19-21 (Figure 4-63). 

 
 
Figure 4-63.  The Fire Moon, “Tourima,” mm. 19-21. 

The three-part texture resumes in m. 22-25. In m. 30 violin II and viola are paired 

at the octave before separating to the interval of a sixth at m. 32 (Figure 4-64). 
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Figure 4-64.  The Fire Moon, “Tourima,” mm. 31-33. 

All instruments return to accompaniment figures with the upper paired at a fifth 

and the lower parts at an octave in mm. 37-39. The changes in texture and pairing of 

instruments continue throughout the section. 

The viola pairs with violin II once again, producing a steady octave 

accompaniment, as a variation of the descending sextuplet figure is presented as an 

ascending quintuplet in the cello of mm. 77 and 79 (Figure 4-65). 

 
 
Figure 4-65.  The Fire Moon, “Tourima,” mm. 77-78. 
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At m. 94, con tutta forza, there is an increase in activity. Violin I continues an incessant 

sixteenth note rhythm while the middle instruments play syncopated harmonic 

structures and the cello continues the steady, percussive eighth-note figure. There is an 

accelerando at m. 98, leading to q=110 at m. 99 with all instruments picking up the 

sixteenth-note rhythm followed by a decrease in tempo in mm. 100 and 101 (Figure 4-

66). 

 
 
Figure 4-66.  The Fire Moon, “Tourima,” mm. 98-101. 
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After an abrupt pause the key signature changes to A minor and the tempo shifts 

in m. 102, the upper instruments have one brief three-measure phrase, diminuendo, 

which functions as a transition. In the next section, mm. 105-123, the cello has the 

melodic material and is marked fortissimo and Ben Cantando con Bellezza. The upper 

parts, Di Molto Legato e Sempre Sottovoce, are staggered in entrance at m. 105 and 

create a 3-part counterpoint to accompany the melodic material of the cello (Figure 4-

67). 

 
 
Figure 4-67.  The Fire Moon, “Tourima,” mm. 105-106. 

At m. 124 the tempo returns to q=96, Piu Mosso, for another transition through 

m. 133, which features a cadenza-like violin solo. The movement closes with all 

instruments playing accompaniment figures. This final section begins at m. 134 with 

another staggered entrance of the upper parts on a tremolo open 5th (D, A). The cello 

enters at m. 136 with a return of the percussive eighth-note accompaniment and 

presents another variant of the sextuplet figure in m. 138. The violins return to the 

opening trill figure at m. 140 and there is a swelling of the dynamics through m. 148. 
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The final decrescendo in the upper parts begins in that measure. The cello has one final 

swell in mm. 150-151. The movement closes with solo, diminuendo, sustained D, in the 

cello for two bars before a final descending fortissimo sixteenth-note sextuplet figure in 

the upper instruments concluding on an open 5th, D, A (Figure 4-68). 

 
 
Figure 4-68.  The Fire Moon, “Tourima,” m. 156. 

II. “Osotouy” 

The title of the second movement is also the name of a Quapaw village depicted 

on The Three Villages robe. It is in 3/2 meter throughout and is designated “calm and 

determined like a distinct snare drum.” This may refer to the sound of drums from the 

ancient city of the composers ancestral background or more likely the drums of the 

French who were the allies of the Quapaw in colonial times. The Violin II, Viola, and 

Cello are played pizzicato throughout much of the movement, which shows the 

influence of Bartók, Debussy, and perhaps Ravel. All three composed movements in 

string quartets that employed the touch. Ballard added the designation “guitar pick” at 

the opening of the movement, indicating that the players may use a plectrum throughout 

the movement (Figure 4-69). 
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Figure 4-69.  The Fire Moon, “Osotouy,” mm. 1-3. 

 
Mm. 1-77 are constructed over an eleven-measure ostinato, which is repeated and 

varied 7 times. The use of a wide variety of rhythmic figures including half notes, quarter 

notes, eights, triplets, and quintuplets, and the insertion of rests in the ostinato lends an 

unpredictable quality to the movement. Also, some of the repetitions include slight 

variations in rhythm. The statements of the ostinato are presented: 1) in Violin II at m. 1, 

2) joined by Viola at m. 12, 3) Violin II alone at m. 23, 4) Violin II and Viola at m. 34, 5) 

again in Violin II and Viola at m. 45, 6) the same with cello at m. 56, and 7) the three 

lower instruments again at m. 67 (Figure 4-70). The melodic material enters at m. 23 in 

Violin I and consists primarily of sustained pitches in long phrases with up to 9 

measures in length. Some motives are repeated but do not occur in the same position in 

relation to the ostinato. 
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A 

 

B 

 

C 

 

D 

 

E 

 

F 

 

Figure 4-70.  The Fire Moon, “Osotouy,” opening measures of ostinati mm. (A) 12, (B) 
23, (C) 34, (D) 45, (E) 56, (F) 67. 
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The break in the ostinato pattern occurs at start of the “golden section” at m. 78, 

which may also reveal the influence of Bartók. According to Koska and Payne, 

In the first movement of Music for String Instruments, Percussion, and 
Celeste, Bartók…He also uses the golden ratio to determine where to 
place the climax of the work, a point approximately .618 of the way 
through the piece called the golden section…1 

“Osotouy” is 129 measures in length, which places this point in m. 78. The importance 

of this is confirmed in the break with the ostinato and the immediate change in dynamic 

level of Violin I.  

 
Figure 4-71.  The Fire Moon, “Osotouy,” mm. 101-106. 

                                            
1
 Stefan Kostka and Dorothy Payne, Tonal Harmony: With An Introduction To Twentieth-Century Music, 

Sixth (Boston: McGraw-Hill, 2009), 533. 
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Mm. 78-94 prepare for the shift, occurring in mm. 95 and 96, in which all instruments 

join Violin I Arco. In the next section, mm. 95-105, the instruments are rhythmically 

paired, Violin I with Violin II and Viola with Cello. The upper instruments play in parallel 

major thirds except for the augmented second in m. 105. The lower instruments play 

first in octaves and then move independently in m. 102 (Figure 4-71). 

The ostinato returns once more in mm. 106-116, except this final statement is 

arco in all instruments, and a coda follows. The coda begins with Violin I playing the 

only virtuosic material in the movement in mm. 117-118 (Figure 4-72). 

 
 
Figure 4-72.  The Fire Moon, “Osotouy,” mm. 115-119. 
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The quarter note tritones in the lower parts of m. 118 establish the pulse for the 

penultimate drive to the cadence on a first inversion F minor chord. After a breath the 

two final harmonies are sounded, concluding with an enigmatic chord of B G B D-flat 

(Figure 4-73). 

 
 
Figure 4-73.  The Fire Moon, “Osotouy,” mm. 122-128. 

III. “Kappa” 

The title of the last movement, Kappa, is also the name of a historic Quapaw 

village. It is also one of the many various names and spellings designating the Quapaw 

tribe. The movement is labeled Stridente Invocazione, opens in 6/8 and q.=80 and 
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divides into three sections. The movement shows the influence of Schoenberg, 

Debussy, and traditional Native American song. 

The opening hints at a twelve-tone style as all pitch classes are present. 

Rhythmically the 6/8 meter is obscured by the emphasis of three quarter notes in many 

measures. The viola and cello are in unison for most of the section, providing a 

sustained accompaniment, while the violins are more lyrical (Figure 4-74). 

 
 
Figure 4-74.  The Fire Moon, “Kappa,” mm. 1-11. 
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After a fermata the second section commences A Tempo in the second half of m. 

29 and an Impressionistic vein is present. Violin II is marked Strisciando, or crawling, 

and presents material that serves as the accompaniment for the middle section. This 

accompaniment material is composed of a long sixteenth-note legato line and shifts 

between two whole-tone scales. The other instruments, marked Ben Cantando, play the 

melodic material in octaves in mm. 30-43 (Figure 4-75). 

 

 
 
Figure 4-75.  The Fire Moon, “Kappa,” mm. 30-32. 

 

 
 
Figure 4-76.  The Fire Moon, “Kappa,” mm. 45-47. 
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In mm. 44-51 the Viola begins the accompaniment figure at the interval of a fifth, 

thereby both whole-tone scales are presented simultaneously (Figure 4-76). 

The instruments trade melodic and accompaniment figures until there is a 

change of texture commencing in the second half of m. 57. The sixteenth-note 

accompaniment figures retain the whole-tone quality with each accompaniment 

instrument alternating two pitches instead of the crawling figures (Figure 4-77). 

 

 
 
Figure 4-77.  The Fire Moon, “Kappa,” mm. 56-59. 

The transition to the final section is initiated in the cello, which begins to 

accentuate the hemiola in m. 92 (Figure 4-78). 
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Figure 4-78.  The Fire Moon, “Kappa,” mm. 90-95. 

 
The effect is heightened when the viola and cello begin the three-note rhythmic 

figure at the end of m. 98 and continues into the final section. The final section of the 

movement and the work, Energico e alla Danza, begins at m. 102. The rhythmic figure 

in the viola and cello accent the change of meter to 2/4 and the tempo increases to 

q=126 (Figure 4-79). 
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Figure 4-79.  The Fire Moon, “Kappa,” mm. 99-104. 

 
This is another example of Ballard concluding a work with a stomp dance. This is 

confirmed by the rhythmic drive, accented 2/4 meter, increase in tempo at m. 166, and 

use of polyrhythms. Another trademark of Ballard’s, particularly in the chamber works, 

occurs in mm. 178-179, the presentation of a phrase of highly syncopated melodic 

material. The movement concludes with a fortissimo, F minor 9 followed by an accented 

quartal harmony (Figure 4-80). 
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Figure 4-80.  The Fire Moon, “Kappa,” mm. 178-187. 

 
Summary 

These three chamber works include many characteristics and style features 

found in other works by the composer. Elements of Native American music and culture 

are fused with elements from his training in Western art music. String trio no. 1 includes 

rhythmic elements derived from traditional Native American song including the figure 

found in numerous songs, the use of poly rhythms, and other characteristics associated 

with the stomp dance. Ornaments in the trio such as trills, tremolos, and grace notes are 

common devices found in Native American flute music. The influence of Arnold 
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Schoenberg is revealed through the use of a 12-tone framework for the composition and 

a variety of touches and techniques reveal the influence of Béla Bartók. 

Ceremonies and doll/dancer/spirits from Hopi culture strongly influenced Katcina 

Dances; the character and behaviors of some of the kachinas are programmatically 

depicted. Similar to the trio the work contains a blend of elements from Native American 

and Western art musics. Besides elements already mentioned in the trio, some melodic 

figures imitate traditional songs such as a narrow pitch range, a falling/terraced 

construction, vocal rhythmic patterns, predominance of intervals of the 2nd, 4th, 5th, and 

tritone, and shifting meters. Powwow drumming is also discernable in the utilization of 

unpredictable accents found in steady rhythmic patterns referred to as “honor beats”. 

Numerous elements from Western musical heritage are also present. The influence of 

Johann Sebastian Bach is revealed in Ballard’s presentation of this “suite” and a 

predominantly polyphonic texture in some sections. His modern approach to the texture 

was likely informed by his recent counterpoint lessons with Felix Labunski. Ballard often 

discussed the influence of Béla Bartók on his own compositional style. He was 

attempting to represent the music of his culture, albeit pan-Indian, in his works as 

Bartók had with Hungarian music and culture. Like Bartók, he also used shifting 

composite meters. Certain chord constructions throughout the work are similar those 

found in Bartók and Hindemith. The use of tone clusters shows the influence of Henry 

Cowell and the presentation of phrases containing all 12 pitch classes hint at a12-tone 

style. 

The Fire Moon string quartet, whose creation was inspired by the composer’s 

visit with the historical robes and history of his home tribe of the Quapaw, also includes 
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many of these elements of traditional Native American and Western art music. The work 

may be seen as historical commentary. The titles of the movements are names of 

historical Quapaw villages and the Quapaw tribe itself. Throughout the 18th century, 

when the robes were created, the Quapaw and French were allies. The quartet depicts 

this alliance; Ballard’s style is infused with French compositional techniques. The use of 

whole-tone material and inclusion of a movement dominated by a pizzicato touch 

expose the Impressionist influence of Debussy and Ravel.
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CHAPTER 5 
CONCLUSION 

This study covered many important facets of Louis W. Ballard’s life and included 

an overview of the literature, a significant biographical sketch, and a brief discussion of 

his musical style with analysis of three important chamber works. What remains to be 

discussed is an assessment of his most important contributions as a music educator 

and pioneer Native American composer.  

The literature reveals that Ballard began his career as an educator first by 

becoming a private piano teacher and then by teaching voice, choir, and general music 

classes in public schools. After his college studies he was hired by the IAIA in Santa Fe, 

New Mexico, to create a music program at the school. Songs he collected were used as 

the basis for the choral repertoire of the E-Yah-Pah-Hah Indian Chanters, a choral 

ensemble he founded at the IAIA. Music curricula he developed while working for the 

BIA focused on teaching young Native American students and exposing non-Indian 

students to traditional Native American songs. He was passionate about teaching these 

songs and wondered why these songs, an important example of American folk music, 

were not taught in schools. He contributed to solving this problem of obscurity time and 

again through the creation of various types of teaching materials. The American Indian 

Sings, Oklahoma Indian Chants for the Classroom, American Indian Music for the 

Classroom and the updated Native American Indian Songs: Taught by Louis W. Ballard 

are particularly significant. There were earlier sources of traditional Native American 

songs and later others followed, but these were not as successful. Ballard’s materials, 

which include the songs of numerous tribes, feature guidebooks and recordings, and 

encompass demonstration, instruction, and additional cultural information. In numerous 
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lectures, presentations, articles, and interviews, throughout his career, he presented his 

knowledge of Native American culture and ideas concerning its use in new creative 

works. 

In order to fully grasp the importance of Ballard as a Native American composer, 

the reader needs a brief overview of the history of the Native American in Western art 

music. Many discussions of the American Indian in Western art music focus on Dvořák 

and the “Indianist” composers, but the history is much richer than this, it extends from 

Colonial times to the present, and includes European composers, immigrant 

composers, non-Native American composers, and an increasing number of Native 

American composers. In colonial times the Native American was viewed as an exotic 

“other.” Many composers created works that referenced Native Americans but they had 

little or no exposure to actual Indians or their music. Depictions of Native Americans and 

their music were often derived from imagination and not from actual contact. Olivia A. 

Bloechl’s fascinating volume Native American Song at the Frontiers of Early Modern 

Music reveals, among other things, that the influence of the American Indian, real or 

imagined, may be seen in works from the sixteenth-through the eighteenth centuries. In 

her book, Bloechel lists and discuses various masques, ballets, and operas that contain 

Native American characters and, from the eighteenth century, Rameau’s Les Sauvages, 

a keyboard rondeau from Nouvelles suites de pieces de clavecin, ca. 1728. This 

rondeau was inspired by a staged performance Rameau himself witnessed. 

Les Sauvage commemorated a particular theatrical performance: a 
‘calumet dance’ staged at the Théâtre Italien in September, 1725…this 
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dance was performed by native American (probably Natchez or Choctaw) 
men from the Mississippi valley region…1 

While there has been speculation that Rameau “adapted pitch or rhythmic patterns 

directly from the dancers performance,”2 Bloechl thinks this is unlikely. Whether or not 

Rameau translated what he heard and saw into music is irrelevant to this discussion. 

Composers prior to the 19th century represented Native Americans, real or imagined, in 

works. Another important author on the subject, Michael V. Pisani, maintains a list of 

Indian inspired works online, A Chronological Listing of Musical Works on American 

Indian Subjects, Composed Since 1608,3 which was originally intended to accompany 

his book, Imagining Native America in Music. 

Composers in the United States of the nineteenth century produced a wide 

variety of Indian-inspired compositions including, operas, ballads, solo piano works, and 

orchestral works. Anthony Philip Heinrich (1781-1861) wrote numerous orchestral works 

such as Pushmataha: A Venerable Chief of a Western Tribe of Indians, and Pocahontas 

- The Royal Maid and Heroine of Virginia, the Pride of the Wilderness: Fantasia 

Romanza, which were Native American-inspired but did not contain any actual Indian 

material. Musical depictions of Hiawatha were particularly popular. Frederick Delius 

(1862-1934), Samuel Coleridge Taylor (1875-1921), Rubin Goldmark (1872-1936), and 

Frederick Russel Burton (1861-1909) all worked with the subject. Later, in the 

nineteenth century and into the early twentieth century, composers became interested 

in composing works that utilized actual Native American material. This came about as 

                                            
1
 Olivia A. Bloechl, Native American Song at the Frontiers of Early Modern Music (Cambridge: Cambridge 

Universiy Press, 2008), 195. 

2
 Ibid. 196. 

3
 http://indianmusiclist.vassar.edu (accessed March 28, 2014). 

http://indianmusiclist.vassar.edu/
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the result of a combination of factors: (1) American composers were attempting to 

define an American style of composition, (2) the publication of Theodore Baker’s 

doctoral dissertation in 1882, Über die Musik der nordamerikanischen Wilden,4 and an 

increase in the documentation of Native American cultures by ethnologists and others 

made material more accessible, and (3) Dvořák challenges American composers to 

create an American style using African-American spirituals and Native American music. 

Edward MacDowell utilized themes from Baker’s dissertation in Suite No. 2, op. 48, 

Indian and in other less-obvious works, such as the piano sonatas.5 Another composer, 

Carlos Troyer, used transcribed material in Two Zuñi Songs. 

In the early twentieth century the use of transcribed material became more 

prevalent as the work of ethnologists expanded. Some of the composers who made use 

of transcribed Native American materials were labeled “Indianist”; examples include 

Arthur Farwell’s Three Indian Songs, Charles Wakefield Cadman’s opera Shanewis or 

The Robin Woman, Harvey Worthington Loomis’ songs Lyrics of the Red Man, and 

Preston Ware Orem’s American Indian Rhapsody for piano.  

Later in the twentieth century other composers continued to occasionally work 

with Native American materials: Ernest Bloch’s America: An Epic Rhapsody for 

Orchestra and Frederick Jacobi’s Indian Dances to name two. In addition to works of 

these and other composers, Hollywood developed it’s own repertoire of devices to 

represent the Native American in music. 

                                            
4
 Theodore Baker, Über die Musik der nordamerikanischen Wilden (Leipzig: Breitkopf & Hartel, 1882): On 

the Music of the North American Indians, trans. Ann Buckley (New York: Da Capo Press, 1977). 

5
 Francis Brancaleone, "Edward MacDowell and Indian Motives," American Music (University of Illinois 

Press) 7, no. 4 (1989): 359-381. 
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Louis W. Ballard is sometimes touted as the first Native American art music 

composer although there were possible predecessors depending on the definition of 

“composer.” In the Cambridge History of American Music, Victoria Lindsay Levine notes 

that  

The first published American Indian composer was Thomas Commuck 
(Narragansett) (1805-1855), who produced a hymnal for the Methodist 
Episcopal Church in 1845. For this collection, Commuck wrote 120 hymn 
tunes, most of which he named after tribes or famous chiefs; the tunes 
were harmonized by Thomas Hastings (1784-1872).6 

Levine also mentions Carl T. Fischer and Jack Frederick Kilpatrick. With the exception 

of a number of popular songs, Fischer’s only composed work was Reflections of an 

Indian Boy (1954). The “composer” only notated the final movement, Ceremonial War 

Dance; Marvin Wright transcribed the rest of the work from piano recordings. There still 

remains the question of Jack Frederick Kilpatrick. It is surprising to note that Ballard was 

not aware of Kilpatrick, as evidenced by a comment made in an article from 1990 while 

discussing the future of American music. 

They will bring a fresh voice because the classical art of our culture is 
reaching a point where it will become effete…It will need to be re-
invigorated…I hope American Indian composers will come to the forefront 
to follow in my footsteps. So far, I am alone.7 

Kilpatrick, a Cherokee composer, arranger, music journalist and educator, was the chair 

of the Music Department at Southern Methodist University in Dallas, Texas, and was 

very involved in preserving Cherokee culture. In the preface to Run Toward the 

Nightland, one of his most important volumes, Margaret Hartley states, “Leopold 

                                            
6
 Victoria Lindsay Levine, "American Indian musics, past and present," in The Cambridge History of 

American Music, 3-29 (Cambridge: Cambridge University Press, 1998), 25-26. 

7
 Ralph Luce, "Louis Ballard, Composer," The Santa Fean Magazine, January-February 1990: 25. 
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Stokowski called him Americas greatest composer.”8 He wrote numerous books and 

articles, largely on the topics of Cherokee oral history, myth, and incantations. 

According to this preface he composed over 160 compositions. This is a much larger 

body of work than that of Ballard but says nothing of the quality. There are few 

commercial recordings of the works of Jack Frederick Kilpatrick, nor are they published, 

although numerous compositions are held in the libraries of Southern Methodist 

University, the University of Oklahoma, and the Edwin A. Fleischer Collection, Free 

Library of Philadelphia. 

Louis W. Ballard was intimately associated with the traditional songs of a number 

of tribes and was annoyed by the “phony” Indian music that he encountered. He took 

issue with Dvořák’s statement that Indian music was pentatonic. He talked about these 

issues in his interview at the NMAI in 2006. 

He heard some Indian music out in Spillville, Iowa one summer when he 
traveled out there and he heard some War Dance songs and he heard 
some different functional songs. He said in his journals that this is a 
different world of music that he is not a part of and he doesn’t feel that he 
could reflect this in a creative way. But he said that much of Indian music 
is pentatonic. It’s the five black keys on the piano. (sings a pentatonic 
melody) This is the pentatonic scale and so what he did is create a 
formula for hundreds of other composers, white composers to imitate. 
Hollywood took off running and that’s where we got the Indian music of 
Indian movies and imitators came to the front. We had Indian operas. We 
had Indian piano pieces. All based on the pentatonic scale. Ethelbert 
Nevin, I’ll name a few of the early composers: Victor Herbert wrote an 
opera for the Metropolitan Opera, there was Shanewis was the Robin 
Woman. It went on for hundreds, well not a hundred years, but almost. It’s 
still going on today…If you do like Dvořák said and use only one scale, the 
pentatonic scale, then you have reduced it to a formula. I’ve told students, 
anybody can write Indian music if you use the formula. If you use that 
formula and go to the piano and use the black keys and say, ‘There, that’s 

                                            
8
 Margaret L. Hartley, "Jack Frederick Kilpatrick, 1915-1967: A Memorial Preface," in Run Toward the 

Nightland: Magic of the Oklahoma Cherokees, v-viii (Dallas: Southern Methodist University Press), v. 
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Indian music.’ People will accept it. Well, the mass public accepted it as 
Indian music.9 

Even his earliest activities as a composer were aimed at correcting these 

misconceptions about Native America music. 

Did your upbringing include traditional Indian song, dance, language? Yes! 
That was a part of it. But, should this be a part of the music that I write? In 
a way, I was in a cycle of very great anger and protest because there had 
been so much phony Indian music written for the past 100 years and I go 
to the movies and hear, BUM bum bum bum BUM bum bum bum (sings 
pentatonic melody) and this is supposed to be Indian music. So, here I am 
as a young composer confronted with this knowledge and if I am going to 
repeat that kind formula then I’m shooting myself in the head, because 
that is phony, it’s false, it’s a lie, it tells nothing about our culture, about our 
people, about our psyche, about our spirit so I knew that I had to have 
something that touched the essence of our life.10 

Ballard’s eclectic compositional approach went beyond these erroneous and superficial 

“formulas.” His works use a variety of elements and devices derived from traditional 

Native American music including: (1) traditional instruments, (2) stylized melodic 

material from traditional songs, (3) rhythmic figures from traditional songs and (4) 

elements derived from pow-wow singing and drumming such as falling terraced melodic 

phrases and honor beats. Beyond the technical aspects of composition his Native 

American heritage was also presented in many works through numerous references to 

Native American culture. For example: a poem by the contemporary American Indian 

poet Lloyd H. New supplied much of the text for The Gods Will Hear; Koshare, and 

Katcina Dances both reflect Hopi culture; Ji-jo-jweh was based on an Iroquois myth; 

numerous instrumental works and movements were given Native American titles such 

as Sipap, Cecéga Ayuwípi, Ishi, Dance of the Nighthawk Kitowah, and Ombaska; an 

                                            
9
  Louis W. Ballard, interview by NMAI staff, April 28

th
, 2006, audio recording NMAI archives. 
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 Louis W. Ballard, interview by NMAI staff, April 28

th
, 2006, audio recording NMAI archives. 
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encounter with a historical Quapaw painting inspired the creation of The Fire Moon; 

Dialogue Differentia uses Lakota text, Live On Heart of My Nation uses Creek-

Seminole, Choctaw-Chickasaw, and Cherokee texts; and the rhythmic vitality of the 

stomp dance is reflected in many of his compositions. He combined these with a variety 

of Western Art music compositional devices absorbed from numerous teachers and 

influential composers. 

Ballard may not have been the first Native American composer of art music but 

he was certainly one of the influential pioneers. He was one of the founding faculty 

members of the IAIA and, later, as a founding advisor of the First Nations Composer 

Initiative or FNCI, he influenced new generations of Native American composers. 

Noteworthy members include Brent Michael Davids, Jerod Tate, and Raven Chacon. All 

three seem to be enjoying more commercial success than Ballad did. Brent Michael 

Davids, probably the most prolific of the three is of the Stockbridge-Munsee Band of the 

Mohican Nation. His activities include compositions of concert and film music, educator, 

and consultant; he is also a “master performer of American Indian instruments and 

styles,” and a “designer of original music instruments.”11 One of these instruments, a 

crystal flute, was used in the performance with Ballard at the Atlantic Center for the Arts 

in 1994. Chickasaw composer Jerod Impichchaachaaha’ Tate is the Artistic Director for 

the Chickasaw Chamber Music Festival. His accomplishments include an Emmy Award 

and an entire recording of his music performed by the San Francisco Symphony and 

Chorus. Raven Chacon performs and composes in a variety of genres. Chatter’s 

performance in Albuquerque of Ballard’s Katcina Dances also included a performance 
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of the ensemble’s first commissioned work, Chacon’s fascinating Biyán - Song.12 The 

work presents a mixed quintet using a wide variety of extended performance 

techniques. Italian pianist Emanuele Arciuli and the VERGE ensemble have both 

commissioned works from him. 

Reviews of performances of the works of Ballard have been mixed. Often local 

reviews, those from his home areas of Oklahoma, and New Mexico, praised the 

composer’s music while those from other locales were uneven. Those from The New 

York Times, and a score review in Notes were critical of his music. In a review from 

February 1975, John Rockwell of The New York Times made the comment that Incident 

at Wounded Knee sounded like “high class movie music.”13 This was one of the things 

Ballard tried to avoid. Allen Skei’s score review of Ritmo Indio in Notes from December 

of 1975 includes the criticism, “The work is marred by consistently dense instrumental 

writing and by an unimaginative working-out of material, which naturally leads to 

lackluster formal structures.”14 Later, Rockwell made a similar criticism. His review of a 

performance from November of 1982 said that Fantasy Aborigine No. 4: Xactcé’óyan 

sounded, “hyperactively overwritten.”15 

Also left unexplained is the guarded nature of Ballard. Most lectures by the 

composer appear to have been prepared speeches with little opportunity for clarification 

or debate. My own “interview” with him in 2004 was more a presentation and I was not 
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allowed to question him. Later, in 2006, during his interview at the NMAI he presented 

and answered many of the questions himself. 

Promotion of his music by himself and/or Ruth is also odd. His promotional 

materials presented him as the only Indian composer. The numerous “premieres” of 

works (American, Southwestern, Santa Fe, West Coast, International) and grandiose 

descriptions in program notes show that he was trying to make the most of his small 

body of works. 

The three chamber works of Louis W. Ballard examined here display an eclectic 

compositional style that combines Western compositional techniques with elements of 

Native American music and are of a high quality. The problem in attempting to assess 

the music of Louis W. Ballard is that his body of works is relatively small compared to 

other composers. This is especially the case when works of an elementary level are not 

considered. That having been said, Ballard is a fascinating American composer. His 

involvements with traditional Native American music, dance, painting, literature, and film 

demonstrate that he was interested in the cultures of all tribes. Many of the composer’s 

works are available through a new website managed by his son, Louis A. Ballard.16 The 

historical importance of Louis W. Ballard is undeniable, yet the works of the composer 

await dissemination and performance so that posterity may decide their place in the 

canon. 
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APPENDIX A 
LIST OF WORKS WITH DESCRIPTIONS
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Table A-1. List of works. 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1960 Peyote Chamber Ensemble 
(Trumpet, Fr. Horn, 
Trombone, Piano, Water 
Drum, Gourd Rattle) 
 

Symposium of 
Contemporary Music, 
Univ. of Tulsa 1961 

  

 Thunder Spirit Piano Solo   3-part arrangement of a 
Ponca Indian round in 
the style of a Chopin 
Etude 
 

1961 String Trio 
No.1 

String Trio (violin viola, 
cello) 

Symposium of 
Contemporary Music, 
Univ. of Tulsa 1961 

 Copyright 1995; NSMP 
1995 
 

1962 Ji-jo-gweh, 
The Witch-
water Gull 

Ballet – Three-act ballet 
based on Iroquois myth 

  Masters degree thesis 
Univ. of Tulsa; Dedicated 
to Béla Rózsa, F.B. 
Parriot Fellowship Board, 
Moscelyn Larkin, Roman 
Jasinski, and his 
grandmother Newakis; 
NSMP 
 

 Home in Santa 
Fe 
 

IAIA Alma Mater First sung by the IAIA 
students in Oct. 1962 

  



 

339 

Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1963 Percussion 
Ego 
 

Percussion Ensemble Santa Fe Youth Concert, 
Feb. 1963 

  

 Four American 
Indian Piano 
Preludes 

Piano Solo Aspen Music Festival, 
August 1963 

 4 published from set of 
8, 12 or 16; Copyright 
1985; NSMP 1995, 2000 
 

 Fantasy 
Aborigine No. 
1 Sipapu 
 

Orchestra w/timpani-
percussion 

Santa Fe Symphony, 
April 12th, 1964, cond. by 
Bernard Rubenstein 

Commissioned 
by Rubenstein 

Dedicated to Rubenstein 

 Rhapsody for 
Four Bassoons 

Chamber Work for 4 
bassoons 

KNME television 
broadcast, Albuquerque, 
NM, November, 1963 

Commissioned 
by the Roberts 
Quintet, Univ. 
of New Mexico 
 

 

 Espiritu di 
Santiago 
 

Chorus, Flute, Piano, 
Guitar 
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Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1964 Scenes from 
Indian Life: 
I. Two Indians, 
One Navajo, 
One Taos 
II. Building A 
Wall, Adobe 
House 
III. Indian 
Friends Finish 
the Wall 

Orchestra w/timpani, 
percussion/celesta/harp 
 
Also arrangements for 
band and elementary 
band 

Eastman/Rochestra 
Symphony, Rochester 
NY, May 2nd,1968 cond. 
by Howard Hanson; “NM 
Prem.” Oct. 6th 1969 
Roswell Symphony; 
Prem. of band arr. byU.S. 
Army Band, dir. By Col. 
Hal Gibson in Santa Fe,  
November 3rd, 1971; 
“West Coast” Prem. at 
the Hollywood Bowl, LA 
Phil., October 1975, 
cond. by Zubin Mehta 
 

Commissioned 
by the Center 
for Arts of 
Indian 
America in 
Washington 
D.C. 

Copyright: 1967, 1995; 
Arrangement for band 
1970, 1998; 
Arrangement for 
elementary band; 
Copyright 2001; Bourne 
Music Company 

 The Gods Will 
Hear 

Choral Cantata for 
Chorus, Orchestra and 
Soloists – SATB choir, 
Sop., Ten., Bass. 
(octavo score) w/ text 
from poem Man Is Here, 
Here Is Man by Lloyd H. 
New 
 

Liberty, MO, May 12th, 
1964, Liberty, MO March 
8th, 1966; “Santa Fe 
Premiere” April 8th, 1969 

Commissioned 
by the William 
Jewell Choir 

Dedicated to Wes 
Forbis; Copyright 1969, 
revised 1997: w/text by 
Lloyd H. New 1966, 
1994; Bourne Music 
Company 
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Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1965 Koshare Ballet France and Spain 
w/Harkness Ballet in 
1965; Barcelona at the 
Gran Teatre del Liceu 
w/Ballard conducting, 
May 10th, 1966; US prem. 
San Fr. Oct. 1966 
 

Commissioned 
by the 
Harkness 
Ballet 

Composed for Marjorie 
Tallchief, Prima 
Ballerina; NSMP 

1966 Spider Rock Tenor w/ piano   Composed under 
pseudonym Joe Miami 
 

 Washington 
Festival Suite 

Orchestra w/traditional 
Native American 
instruments 

Washington D.C., June 
1966 

 Composed for the 
season’s opening of the 
Carter Barron Outdoor 
Theater as part of the 
Second Annual Festival 
of the Arts of Indian 
America in Washington 
D.C., June 1st through 
6th, 1966 
 

1967 The Four 
Moons -  

Ballet – Orchestra Tulsa, October 28th, 1967 Commissioned 
by the 
National 
Endowment 
for the Arts 
and the state 
of Oklahoma 

Pas de quatre for prima 
ballerinas; 
Commemorating the 60th 
anniversary of OK 
statehood; NSMP 
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Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1967 The Cherokee 
Variation 

Ballet excerpt arranged 
for piano 
 

  NSMP 

 The Choctaw 
Variation 

Ballet excerpt arranged 
for piano 
 

  NSMP 

 The Shawnee 
Variation 

Ballet excerpt arranged 
for piano 
 

  NSMP 

 The Osage 
Variation 
 

Ballet excerpt arranged 
for piano 

  NSMP 

1969 Why the Duck 
has a Short 
Tail: An 
American 
Indian Folktale 
 

Orchestra with Narrator Premiere in Pheonix 
Symphony Orchestra, 
May 8th 1969; A ballet 
version “World Premiere” 
Ballet Celeste at Japan 
Expo ’70. 

 With text by Ruth Ballard 
and Louis W. Ballard 
Copyright: 1969, 1997; 
Bourne Music Company 

 Ritmo Indio: A 
Study in 
American 
Indian 
Rhythms 

Woodwind Quintet (flute, 
oboe (flageolet), Bb 
Clarinet, Bassoon, Fr. 
Horn) 

Dorian Woodwind Quintet 
in Santa Fe, March 8th, 
1969; 

Commissioned 
by the Martha 
Baird 
Rockefeller 
Foundation; 
Winner of the 
first Marion 
Nevins 
MacDowell 
Award (1969) 

Oboe doubles on the 
Sioux Indian Flageolet 
(or soprano recorder); 
Dedicated to Dr. Willard 
Rhodes, Columbia 
University; Composed 
for the Dorian Woodwind 
Quintet; Copyright 1969, 
rev. 1972, 1997; Bourne 
Music Company 1969 
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Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1970 Cacéga 
Ayuwípi 
(Decorative 
Drums) 
 

Percussion Ensemble – 
American Indian 
instruments w/standard 
percussion 

Santa Fe, July 28th, 1970  Dedicated to George 
Gaber; NSMP 

 Katcina 
Dances 
 

Cello and Piano Santa Fe, July 28th, 1970  Copyright 1970, 1998; 
NSMP 

 Mid-winter 
Fires 

Woodwind duo w/ piano 
(Bb Clarinet, Sioux Flute 
(recorder) - elementary 

Premiered at the 1970 
White House Conference 
on Children; Univ. of 
Colorado Conference on 
American Indian Music, 
1971 
 

 Copyright 1970, 1998 
Bourne Music Company 

 Pan Indian 
Rhythms 

Educational – Pueblo 
Drum (2), Sioux Hand-
drum, Gourd Rattle, Ute 
Notch-stick, Eskimo 
Drum, Seneca Horn-
rattle, Water Drum, Metal 
Rattles, Beaded rattle, 
and standard percussion 
instruments 
 

 Ford 
Foundation 
work-study 
grant 

Graded percussion 
pieces; NSMP 

 Play Game 
Songs 

Songs in three 
languages for young 
children 
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Table A-1.  Continued 

Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 

Additional Notes 

1970 Awakening of 
Love (excerpt 
from Koshare) 
 

Pipe Organ   Dedicated to Frederika 
Seuss and Louis A. 
Ballard; NSMP 

 Mojave Bird 
Dance Song 
 

Chorus and Percussion    

1971 Desert Trilogy Mixed Octet – clarinet, 
trumpet, trombone, 
timpani, percussion, 
violin, viola, cello 

Premiere in Lubbock 
Texas, October 28th, 
1971, Texas Tech Univ. 
21st Annual Symposium 
of Contemporary Music 

Nominated for 
Pulitzer Prize 
in music, 
commissioned 
for the 
festival? 

NSMP 

1972 Portrait of Will 
Rogers 
(Tribute to a 
Great 
American) 

Cantata – soprano, alto, 
tenor and baritone 
soloists, mixed chorus 
and narrator with piano 
or orchestral 
accompaniment, optional 
dancers, Words and 
music by Ballard with 
excerpts from the 
writings of Will Rogers;  
 

Liberty, Missouri, May 
4th, 1972 with Will 
Rogers Jr. as narrator; 
“World Premiere” 
Oklahoma Symphony 
February 8th, 1976 with 
Vincent Price as narrator 

Commissioned 
by the William 
Jewell College 
Concert Choir, 
Liberty, 
Missouri, Dr. 
Wesley Forbis, 
Director 

Orchestral material 
available on rental from 
the publisher; Belwin-
Mills Publishing Corp., 
1975, Dedicated to Will 
Rogers Jr., friend 

1973 Devil’s 
Promenade 

Orchestra – including 
water drum, war drum, 
Seneca cow-horn rattle, 
seashell rattles, tom-tom, 
Dakotah drum 

Tulsa, May 20th, 1973. Commissioned 
by the Tulsa 
Philharmonic 
Orchestra  
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1973 Kateri 
Tekawitha 

Chamber work for 
mezzo-soprano, string 
quintet and woodwind 
quintet 
 

  Mohawk girl, one of the 
first Christian converts, 
proposed for sainthood 

1974 Siouxiana 
(Coming of 
Age) 

Woodwind Choir Grand Forks, North 
Dakota, January 28th, 
1974 

Commissioned 
by North 
Dakota 
University 
 

NSMP 

 Incident at 
Wounded 
Knee 

Chamber Orchestra Prem. Warsaw, Poland, 
October 24th, 1974; 
American Composers 
Orchestra millennium 
themed concert 1999? 

Commissioned 
by Dennis 
Russell Davies 
and the St. 
Paul Chamber 
Orchestra in 
1973 

Inspired by the US 
Army’s massacre on 
Indians at Wounded 
Knee, SD in 1890 and 
the Indians return in 
1973; Warner Chappell 
Music 

1975 Ishi: America’s 
Last Civilized 
Man 

Tone Poem for 
Orchestra 

Aptos, CA August 24th, 
1975 

  

1976 Fantasy 
Aborigine No. 
2 Tsiyako 

Orchestra – Strings only Northwest Chamber 
Orchestra of Seattle, 
October 10th, 1976 
 

  

 The Trail of 
Tears 

Ballerina and orchestra Washington, Oct. 1st, 
1976, Bicentennial 
program 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1976 Rio Grande 
Sonata 

Violin Solo and w/ piano World Premiere at St. 
John’s College, Santa 
Fe, New Mexico, Feb. 
29th, 1976;Santa Fe May 
15th, 1976 

Commissioned 
by the New 
Mexico Arts 
Commission 
and the 
College of St. 
John’s 

Originally 
unaccompanied violin 
solo of two movements; 
Dedicated to Jack 
Glatzer; Copyright 1979; 
NSMP 1978 
 

 Thus Spake 
Abraham 

Cantata – SATB choir, 
soloists w/piano 

Lock Haven, 
Pennsylvania, April 1976; 
Premiere in Buenos 
Aires, Argentina, by the 
Choro Conservatorio 
Gilardo Gilardi, August 
23rd, 1980 

 Text from Bible, 
Abraham Lincoln, and 
Louis W. Ballard 

 Fantasty 
Aborigine No. 
3 Kokopelli 

Orchestra World Premiere at 
Northern Arizona 
University, Flagstaff, April 
5th, 1977. 
 

  

1977 Wamus-77 
(Indian 
Heroes, 
History, and 
Heritage) 

Marching Band – 
Percussion Ensemble 

Half-time show at 
Washington 
Redskins/Dallas 
Cowboys football game – 
Washington D.C., 
November 24th, 1977; 
“American Indian Heroes, 
History, and Heritage” 

 First National Indian 
Honor Band – 150 piece 
all-Indian marching 
band; Ballard wrote the 
narration and music; 
NSMP 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 

Additional Notes 

1978 Dance of the 
Nighthawk 
Kitowah 

Concert Band Suite Chicago, April 5th, 1978   

1979 Ocotillo 
Festival 
Overture 

Concert Band Tempe, March 11th, 1979 Commissioned 
by the 
National 
Endowment 
for the Arts, 
Feb. 1979 

Copyright 1979 

1981 A City of 
Silver: Concert 
Fantasy for 
Piano 
 

Piano Solo Val Goff in Tahlequah, 
Oklahoma, April 30th, 
1981; Roberta Rust in 
Carnegie Hall, NYC, 
October 12th, 1984 

 Copyright 1981, 1995; 
NSMP 

1982 Fantasy 
Aborigine No. 
4 Xactce’oyan, 
Companion of 
Talking God 

Orchestra Premiere by the 
American Composers 
Orchestra and Dennis 
Russell Davies, Alice 
Tully Hal, New York City, 
Nov. 15th, 1982 

Commissioned 
by the 
American 
Composers 
Orchestra, 
Pulitzer Prize 
nomination 

Copyright 1982, revised 
1983 

1984 A City of Fire: 
Concert 
Fantasy for 
Piano 
 

Piano Solo Roberta Rust in Carnegie 
Hall, NYC, October 12th, 
1984 

 Copyright 1984; NSMP 

1986 A City of Light: 
Piano 
Impromptu 

Piano Solo Stephen Drury in NY, 
February, 15th, 1987 

Commissioned 
by the Xerox 
Corporation 

Copyright 1986; NSMP 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1986 Music for the 
Earth and the 
Sky 

Percussion Ensemble for 
Amer. Ind. Instruments, 
standard percussion, 
and celesta 

American Premiere – 
New Mexico Symphony 
Orch. March 29th, 1986; 
Saarbrücken, May 31st, 
1986 
 

 Copyright 1986; NSMP 

1988 Capientur A 
Nullo 

Trio Basso in graphic 
notation (viola, cello, 
double bass) 

  Written under 
pseudonym Ergo Sum; 
w/explanatory text;  
Copyright 1988, 
expanded from 21 p. to 
34 p. in 1996 
 

 Fantasy 
Aborigine No. 
5 Naniwaya 
 

Orchestra Premiere by Tulsa 
Philharmonic on Sept. 
21, 1989 

 Copyright 1988 

 Bellum 
Atramentum 
 

Trio in graphic notation 
(oboe, violin, cello) 

Santa Fe, May 21st, 1989 Commissioned 
by The 
Ensemble of 
Santa Fe 

Copyright 1989 

1989 Dialogue 
Differentia 

Orchestra with Solo 
Voices - Mezzo-soprano, 
Tenor, Baritone, w/ 2 
Cherokee Monochords 

Beethovenhalle 
Orchestra in Bonn, June 
1st, 1989 

Commissioned 
by Dennis 
Russel Davies 

Some text from Essay on 
Man by Alexander Pope, 
and various 1st cen. 
Laton poets; Texts in 
Lakota, Latin and 
English Copyright 1989 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 

Additional Notes 

1989 Mi Cinksi, 
Hec’ela 
T’ankalake 
K’un Iyaye - 
My Son, the 
old one has 
gone: a Lakota 
mother’s song 
of grief 
 

Soprano w/ piano   Excerpt from Dialogue 
Differentia w/ piano arr.; 
Copyright 1997 

1990 Live On, Heart 
of My Nation 

Choral Cantata - SATB 
choir, soprano, alto, 
tenor, bass, narrator, 
orchestra or piano 
reduction  

McAlester, Oklahoma, 
April 1st, 1990 

 Poem by Maggie Culver 
Fry, additional text Louis 
W. Ballard; Arr. of Creek, 
Choctaw, Cherokee, 
Christian Indian 
Protestant Church 
Hymns; Copyright 1990; 
NSMP 

 Four American 
Indian 
Christian 
Hymns 
 

Excerpt selections from 
Live On, Heart of My 
Nation 

   

 Gado 
Dajvyhneli Jisa 
(One drop of 
blood) 

Art song based on a 
Cherokee hymn - 
Baritone Solo w. piano 

  Excerpt from choral 
cantata Live On, Heart of 
My Nation; arr. Copyright 
1992 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1991 The Maid of 
the Mist and 
the 
Thunderbeings 

Modern dance piece, 
Chamber Orchestra w/ 
saxophones 

Buffalo, New York 
October 18, 1991;  

 Bruce King wrote the 
adaptation of an Iroqouis 
myth; Was also available 
in MIDI synthesized 
version; Copyright 1992; 
NSMP 
 

1992 Quetalcoatl’s 
Coattails 

Guitar Solo  Commissioned 
by Robert 
Bluestone 

Inspired by Aztec 
mythology and the 
sesquicentennial of the 
arrival of Europeans 
(1492-1992); Copyright 
1992; NSMP 

1993 Fantasy 
Aborigine No. 
6 Niagara 

Orchestra A symphonic suite, 
Aptos, CA, August 8th, 
1993 

 Additional instruments 
added to The Maid of the 
Mist and the 
Thunderbeings; 
Copyright 1994 
 

 The Lonely 
Sentinel 

Chamber Ensemble – 
wind sextet (flute, oboe, 
Bb trumpet, French horn, 
trombone, tuba) 
 

Syracuse, New York 
January 23rd, 1994 

 Ballard’s answer to Ives’ 
Unanswered Question; 
Copyright 1993 
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Year Title Genre and 
Instrumentation 

First Performance and 
Premieres 

Associated 
Awards and 
Grants 
 

Additional Notes 

1994 Moontide: The 
Man Who 
Hated Money 
– Der Mann, 
der Geld Hass 

Opera – one-act Premiere in Norden, 
Germany April 11th, 1994. 

 Libretto and music; 
Copyright 1997 

 Feast Day: 
Part IV of 
Scenes from 
Indian Life 
 

Orchestra 
 

San Jose, CA January 
6th, 1995. 

 Copyright 1994; Bourne 
Music Company, 2001 

1998 The Fire Moon 
– Pe’the 
Minoba 
 

String Quartet in 3 
movements 

   

 Manitoo, 
gitche manitoo 
– Spirit, Great 
Spirit, praise 
we sing 
 

Native American 
Doxology – precentor, 
congregation w/ organ 
and percussion 

  Words and music by 
Louis W. Ballard; 
Copyright 1998 

2001 Thusnelda 
Louise 
 

Art Song for mezzo 
soprano w/ piano 

  Inspired by a 19th 
century tombstone 

2004 Indiana 
Concerto 

Piano and Orchestra  Commissioned 
by the 
Indianapolis 
Symphony 

Completed by Brent 
Michael Davies 
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Table B-1. Repertoire of Traditional Songs Presented in Ballard’s Educational Materials 

The American Indian Sings: 
Book 1 (1970) 

Oklahoma Indian Chants 
For the Classroom (1972) 

American Indian Music for 
the Classroom (1973) 

Native American Indian 
Songs Taught by Louis W. 

Ballard (2004) 

Acoma Pueblo Rain Song    

  Apache Girls Song** Apache Girl’s Song** 

  Arikara War Dance Song Arikara War Dance Society 
Song 

 Cherokee Quail Song   

  Choctaw Raccoon Game 
Song 

 

 Choctaw Walk Song  Choctaw Walk Dance Song 

Cocopä Bird-Dance Song 
(Great Basin) 

   

  Comanche and Otoe 
Handgame Song 

Comanche and Otoe 
Handgame Song 

Creek-Seminole Stomp 
Dance Song (Southeast) 

Creek-Seminole Four 
Corner Stomp Dance Song 

  

  Dakota Love Song Lakota-Dakota Love Song 

  Eskimo Feast Song (Ice 
Cream Song)* 

Eskimo-Inuit Ice Cream 
Song* 

Haida Welcome Song 
(Alaska) 

   

  Iroquois Rabbit Dance Song Iroquois Rabbit Dance Song 
 

  Kiowa Buffalo Dance Songs Kiowa Buffalo Dance Songs 
1 & 2 

 Kiowa Church Hymn   

  Klallam Bone Game Song Klallam Bone Game Song 
 

  Mohave Bird Songs Mohave Bird Songs 1 & 2 

  Navajo Corn Grinding Song* Navajo-Diné Corn Grinding 
Song* 
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The American Indian Sings: 
Book 1 (1970) 

Oklahoma Indian Chants 
For the Classroom (1972) 

American Indian Music for 
the Classroom (1973) 

Native American Indian 
Songs Taught by Louis W. 

Ballard (2004) 

  Navajo Silversmith Song Navajo-Diné Silversmith 
Song 

  Navajo Squaw Dance Song 
(w/Ed Lee Natay) 

Navajo-Diné Social Dance 
Song 

  Osage War Mothers Song Osage War Mother’s Song 

  Paiute Legend Song Paiute Legend Song 

  Paiute Lullabye Paiute Lullabye 

  Pima Elk Song Pima Maricopa Elk Dance 
Song 

  Ponca Handgame Song Ponca Handgame Song 

 Quapaw Peyote Song   

  Seminole Duck Dance 
Song* 

Seminole-Creek Duck 
Dance Song* 

 Shawnee Stomp Dance 
Song 

 Shawnee Stomp Dance 
Song 

Sioux Ghost Dance Song 
(Plains) 

   

  Taos Round Dance Song Pueblo-Taos Round Dance 
Song 

  Tewa Entrance Song Pueblo-Tewa Entrance 
Dance Song 

  Tlingit Ptarmigan Dance 
Song 

Tlingit Ptarmigan Dance 
Song 

  Tsimshian Potlatch Song Tsimshian Potlatch Feast 
Song 

  Ute Bear Dance Song Ute Bear Dance Song 

** - With Patsy CassaDoré and children of a fourth grade class at Kenilworth Elementary School in 1973. 
* - With children of a fourth grade class at Kenilworth Elementary School in 1973.
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Applicant:  Karl Erik Ettinger kettinge@ufl.edu erikettinger@mac.com  

 

Address:    
 
Publisher: Karl Erik Ettinger 
 
Author:  Karl Erik Ettinger 
 
Title: Historical Musicology at the University of Florida  
 
Type of publication: Dissertation 
 
Date of publication: Nov. 2012  Quantity:  
 
Specific use(s) granted: one time use of color hi res tiff file inside dissertation publication only. 
 
Work(s) requested / Credit lines:  Louis Ballard 
     The He’Dewachi, 1949 
     Gift of Clark Field, 1949.29.8   
     © 2012 Philbrook Museum of Art, Inc., Tulsa, 
Oklahoma 
 
Type of photographic material requested: 

 
 35mm slide    8x10 b/w glossy  

 
 4x5 color transparency   Other hi res color tiff file 

 

 

CONDITIONS FOR REPRODUCTION AND PERMISSION FOR EDITORIAL USE IS 
DEPENDENT ON ACCEPTANCE OF THE CONDITIONS SET FORTH BELOW.  A 
BREACH OF ANY OF THESE TERMS WILL AUTOMATICALLY RESULT IN 
REVOCATION OF PERMISSION TO REPRODUCE. 
 

1. Each image described above (collectively the “Work”) must be reproduced in its 
entirety; any cropping, overprinting or details must be approved in advance. 
Permission is for one-time use only, unless otherwise specified.  

2. An electronic copy, cut sheet, or proof is required in advance to determine proper use 
of the work requested.  

3. The Applicant agrees to pay, within thirty (30) days of receipt of Philbrook's invoice, 
the above fee for permission to reproduce the Work.  

4. The Applicant agrees to pay, within thirty (30) days of receipt of Philbrook's invoice, 
all costs of reproduction (which costs are in addition to the fee).  

5. The permission to reproduce the Work and the fee payable for reproduction covers 
only the specific use detailed above.  A new Application must be filed for any and all 
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mailto:erikettinger@mac.com
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further reproductions (including reprints, editions, and re-use of printing plates) or 
additional use of any kind. 

6. The publisher shall automatically forward to Philbrook ONE free copy of the first 
issue of any publication in which the reproduction of the Work appears. 

7. Philbrook may order, at the time of printing, any number of copies of the 
reproductions it may desire, to be paid for at Philbrook’s cost. Applicant agrees to 
provide Philbrook with the requested number of copies of the reproduction. 

8. Each reproduction covered by this Application must bear the credit line: “© [year of 
reproduction]. The Philbrook Museum of Art, Inc., Tulsa, Oklahoma.” 

9. All reproductions of the Work shall make proper attribution to the artist. 
10. Philbrook makes no warranties or representations and assumes no responsibility for 

any claims, royalties, or fees claimed by the artist, by the artist’s agents, estate, or 
any other person on behalf of the artist, by reason of the reproduction of the Work, 
including, but not limited to, copyright infringement claims.  Applicant agrees to 
indemnify and hold Philbrook harmless for any and all such claims that arise out of 
the reproduction of the Work.  

11. In the case where a party other than Philbrook holds the copyright to the Work, it is 
the responsibility of the Applicant to secure permission from that party. 

12. The right to reproduce the Work is non-exclusive. 
13. The right to reproduce the Work is granted solely to the Applicant and cannot be 

reused, sold, assigned or transferred, without the express written permission of 
Philbrook, which Philbrook may withhold in its sole discretion.   

 
By signing below, the Applicant agrees to abide by each of the conditions set forth 
above. 

 
Applicant (or its Authorized 
Representative___________________________________________
 Date_____________ 
 
Authorized Representative of  
The Philbrook Museum of Art, Inc.  
__________________________________________  Date___________________ 
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