
1  

PRO MUSICA SANA 
A PUBLICATION OF 

 The Miklós Rózsa Society 
—Since 1972— 

______________________________________________________________ ______ 
S  2:  Vol. 5, No. 2         Spring 2006           PMS 62 

 
 

John Fitzpatrick 

Editor 
 

Frank K. DeWald 
Associate Editor 

 
© 2006 The Miklós Rózsa Society 

ISSN 0361-9559 

NEWS AND NOTES Rózsa centennial approaches . . . Piano 
Concerto in Manila . . . Violin Concerto in Miami . . . Bagatelles 
in Seoul . . . Theme, Variations, and Finale in revelatory uncut 
broadcast from BBC National Orchestra of Wales . . . Piano 
Sonata in Glasgow . . . J  B , Toccata capricciosa, and 
clarinet sonatas issued . . . Bernstein’s Film Music Collection to 
appear as CD boxed set from Film Score Monthly . . . E  C  in 
Leipzig for 2007. Passages: Edith Rózsa Jankay, Ronald Bohn, 
Cliff McCarty. 

2 

BEN-HUR: A TALE OF THE SCORE  Part  2. Ralph Erkelenz 
examines score and recordings for the prison scenes (including 
unheard music), the Nazareth episode, and the Rowing of the 
Galley Slaves. 

3 

DIRECTORY 36 



2 

Rózsa News and Notes 
April 2006 

Performances 

13–14 May 2005. Suite from D  I . David 
Newman and the Los Angeles Philharmonic. 

20 May 2005. Piano Sonata, Op. 20. Peter Seivewright at St. 
Mary’s Episcopal Cathedral, Glasgow. The Society helped to 
facilitate this performance by providing a score. The music, 
disturbingly, seems to have gone out of print. 

30 May 2005 (broadcast date). Theme, Variations, and Finale, 
Op. 13. A performance by BBC National Orchestra of Wales 
under Eric Stern as part of the (Leonard) Bernstein “Season.” 
This proved to be revelatory: it was the first known recording 
of the original version of the famous score. All other known 
performances and recordings follow a 1940 revision (Op. 13a) 
that excised an extended section from the finale. 

21 October 2005. Love Theme from L  H  as part 
of a concert at Portsmouth Cathedral  marking the two hun-
dredth anniversary of the Battle of Trafalgar. 

24, 26 November 2005. S  Concerto in Ottawa, 
Canada (National Arts Centre Orchestra under John Mauceri) 
as part of a film music program. The concert was broadcast on 
8 December. 

4 December 2005. Six Bagatelles, Op. 12, performed by 
Young-Ha Chung in Seoul, South Korea (possibly a Korean 
premiere). Ms. Chung is a member of Korean Rózsa Society. 

13 January 2006. Sara Davis Buechner played the Piano Con-
certo, Op. 31, for the first time in Manila (Philippines Philhar-
monic Orchestra under Eugene Castillo). She hopes to sched-
ule North American performances in 2006–2007.  

3–4 March 2006. Violin Concerto in Miami, Florida. Robert 
McDuffie with the New World Symphony under Lawrence 
Foster. The NWS is an elite student orchestra (Michael Tilson 
Thomas, music director). McDuffie plans a fiftieth-
anniversary performance for Dallas. 

23 May 2006. J  B  Suite in Paderborn, Germany. 

8 July 2007. E  C  Suite in Leipzig, Germany, as part of an 
outdoor Gewandhaus Orchestra concert on the theme of 
“Iberia in the New World,” conducted by John Mauceri.  

Audio Recordings 

The Film Music Society issued an extensively annotated 
limited edition of the surviving acetates of T  J  B  
(FSM 5002). 

Film Score Monthly’s archival issue of T  G  S  
(Bronislau Kaper, 1955) revealed that MR had conducted this 
score. A couple of Rózsa’s rehearsal comments were included 
with the music. 

Crystal Records CD 731 includes the Sonatina for Clarinet 
Solo, Op. 27, and Sonata for Clarinet Solo, Op. 41, performed 
by Larry Combs together with music by George Rochberg and 
Gunther Schuller. The early 1950s Sonatina had previously 
appeared on Crystal LP S731 (1986). The late Sonata here 
receives its second recording. Larry Combs is the former 
principal clarinetist of the Chicago Symphony Orchestra.  

Toccata capricciosa with György Déri (Hungaroton HCD 
3228). The all-Hungarian collection contains solo works by 
Hollós, Kurtág, Vajda, Ligeti, Eötvös, Tóth, Tihanyi, Bánlaky, 
and Melis.  

Anticipated: Film Score Monthly’s boxed set of the entire 
Elmer Bernstein–conducted Film Music Collection, including 
his recordings of Y  B , T  T   B , and 
M  B . Violin music from a major international 
label and possible additional MGM archive material from 
FSM. 

Publications 

“Time after Time: The Life of Miklos Rózsa” is an extended 
tribute by Steve Vertlieb, accessible at www.redhotplanet.net. 

The American Film Institute’s 100 Years of Film Scores 
project, a juried promotional compilation, included B -H  
as no. 21 of the “top 25,” honored at a Hollywood Bowl con-
cert conducted by John Mauceri on 23 September 2005. There 
were ten “nominations” for Rózsa in the preselected pool of 
250 notable scores.  

Passages 

Edith Rózsa Jankay, the composer’s younger sister, died on 23 
November. She was 91 years old and had lived for many years 
in Redlands, California, where she taught piano until earlier 
this year. 

Ronald L. Bohn, discographer and composer credit researcher, 
died in December 2003. Ron prepared the typewriter copy for 
Pro Musica Sana issues 17 (1976) through 34 (1982) and 
compiled the invaluable discography “The Film Music of 
Miklos Rózsa: A Checklist” (PMS 45–46 ([1986-1987]). 

Clifford McCarty, author of many books, including the land-
mark Film Composers in America (1953, 2000), which stands 
as the authoritative reference tool for accurate cue-by-cue 
composer data for Hollywood film music of the studio era. 
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A Tale of  the Score 
 

Part Two 

 

Ralph Erkelenz 

 

Of the 517 pages contained in the Library of Congress microfilm copy of the score of 
BEN-HUR, nearly 100 have been discussed in the first installment of this essay. The goal 
has been to discover what new insights into composing, re-writing, deleting, and other-
wise changing the music in the course of film-making this hand-written score might re-
veal. We have seen that some of the music was recorded as written, but afterwards cut or 
even completely deleted to suit the needs of the finished movie. Other parts of the score 
contained bars marked for possible deletion, which were recorded in some cases, but not 
in others. There were also alternative versions, some of which never made it onto the 
sound stage. 

References to the microfilm copy 
no. [my own chronological] number of the title in question 
Page the first page of the piece (my own count: the pages are not numbered in the copy) 
Title the original wording of the title 
Reg.no. the registration number allotted to each title, which usually appears in a frame in the 

top left corner of the first page of each title, then in smaller ciphers and without the 
frame in the top left corner of each of the following pages 

Reel/part the reference to the original film reels 
Date the date that appears next to the title (this must be the day that those pages were writ-

ten rather than recorded as they always predate the recording dates indicated in the 
Rhino booklet); all dates are 1959 

no.pp. the number of pages used for this title 
Dur. duration of the title as indicated in writing (not to be confused with the actual dura-

tion of the recording) 
Mm. number of measures (usually each single measure has been numbered). 
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References to the recordings 
Rhino The double CD original soundtrack published as Rhino R2 72197 [1996] 
Rhino II 12 Track no. 12 on the second CD (‘Hatred’) 
MRSSS The acetate recordings of the original soundtrack published by the Miklós Rózsa Society 

Subscription Service [RM 3 to 5; 1980s] 
DVD The ‘music only’ track from the four-disc collector’s edition, Warner 67535 [2005] 
Aldebaran A 3-CD ‘promotional copy’ published in Germany as Aldebaran 0506095/59.1-3 [1995], with 

the ‘music only’ soundtrack (badly edited) from the laser disc plus previously unpublished 
tracks from the acetates and other sources 

27 Condemned—New 
 Rhino I 21 • MRSSS 19 • Aldebaran III 9 (1:17 to 2:09) • not on DVD 

The eerie prison scenes do not have any music in the final cut of BEN-HUR. Rózsa 
composed several minutes of music that was later discarded. Luckily, the written score 
contains a number of indications as to when that particular music had been intended to 
be heard. 

The title of this piece indicates that there must have been an older version, but the 
new one is the only one preserved on the microfilm. Also, the date of transcription (June 
24) corroborates this, as the next piece, entitled ‘Escape’ (q.v.), continues the musical con-
tent of ‘Condemned’ almost seamlessly, yet was transcribed a month earlier (May 27), 
which is also true for most of the other prison music. 

The script indications in this piece run as follows: at 0:22 we read, ‘C.U. [close-up] 
Ben-Hur’; then five seconds later it’s, ‘I’ve had no trial’. Six seconds later it says, ‘Signals 
soldiers’. Ben-Hur’s plea, ‘At least tell me’ is printed at 0:43, and at 0:48 he ‘Tries to 
break’. ‘Guard blackjacks him’ when the last chord is heard (:51). Of course this must be 
the scene when Judah learns that he has been condemned (title!) to the galleys. If you play 
this track along with the DVD, it fits perfectly (start right after the dissolve to the prison). 
The close-up reveals Judah’s shock (‘Tyrus?!’). The soldier in command ‘signals soldiers’ 
to tie Judah up, and the musical accents in 0:48 and 0:51 coincide with the visual action 
they describe. Please note that the time indications given above are taken from the written 
score and do not always exactly coincide with he audio. 

Ultimately it remains a matter of personal taste whether this scene works better with 
or without music. Maybe Ben-Hur’s hopelessness and the brutality of his tormentors are 
best underlined by the absence of music. 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

24 95 Condemned – New 1724-30 
NEW 

7-3 06-24 3 0:53 36 
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28 Escape 

 Rhino I 22 • MRSSS 20 • Aldebaran III 9 (2:10 to 4:10) • not on DVD 

‘Condemned’ (no. 26) is continued by this piece. Again some script excerpts help us 
to ‘place’ the music. However, they also make us aware of the fact that some scenes must 
have fallen to the cutting room floor. At 0:24 we read, ‘Guard, propel him’ – a line which 
is not heard in the final cut. In 0:35 ‘They propel him down’, and 0:42 has, ‘C.U., as Ben-
Hur drops’. At the start of the allegro agitato (0:47) Judah ‘kicks guard down’. 0:57 sees 
‘Ben-Hur in corridor’. This is the moment when we hear the ‘Ben-Hur’ motif, but with its 
typical heroic intervals diminished and its harmonies made dissonant by the addition of 
jarring seconds to underline Judah’s anguish and tension. It is played by the strings, 
woodwinds and trumpets, and echoed by the horns in double tempo. Ten seconds later 
‘Guards enter’, and at 1:11 Judah ‘Jumps guard’ until seven seconds later ‘Guard falls’. 
Ben-Hur then ‘Runs along’ (1:23), ‘Stops’ (1:26), ‘Moves forward’ (1:40) and finally makes 
a ‘Sudden dash’ (1:55). Much of this music again relies on variations of the ‘Ben-Hur’ mo-
tif, especially at the moment when Judah grabs the spear and runs into Messala’s quarters. 
At 2:00 we see ‘Messala and Drusus’, and four seconds later we read Messala’s cry, ‘Wait’. 
If you synchronize your DVD with the CD at the point where ‘Ben-Hur drops’ you get a 
fairly good impression of Rózsa’s musical intention in this scene. Again, please note that 
the time indications given above are taken from the written score and do not always ex-
actly coincide with those on the CD. 

‘Escape’ has some further examples of measures that have been crossed out and 
therefore were not recorded (mm. 41 through 44 and 124). Also, we have another built-in 
‘optional repeat’ measure (87) to allow for stretching or condensing the music. It was not 
recorded, quite in contrast to measure 133, which is also marked as ‘optional’ but was rec-
orded. 
 
29 Vengeance 

 Rhino I 23 • MRSSS 97 • Aldebaran I 12 (0:00 to 0:43) • DVD I.16 (0:57:20) 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

25 98 Escape 1724-34 8-1 05-27 11 2:04 135 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

26 109 Vengeance 1724-31 8-3 05-27 2 0:45 14 



6 

This music is heard after Messala asks, ‘Return?’ and Judah is propelled out of his 
former friend’s quarters. This short piece has another measure marked as deleted (m. 8). 
Consequently, this bar is missing from the recording. Interestingly though, the first half of 
the next measure has not been recorded, either, and this makes perfect musical sense, too, 
as this missing half measure echoes a short motif from the preceding measure – the one 
that was deleted. It would not have made much sense to hear only the ‘echo’ (played by 
the trombones and the bass clarinets) (ex. 9). At 0:26 we read, ‘Messala silent’, and hear 
the ‘Friendship’ motif. This is the moment when we see Judah being dragged up the stairs 
below the crossed beams, which are now devoid of the spears. The dissolve into the sce-
ne when Esther and her father stand at the gate corresponds to the musical crossfade 
from this piece into the following (‘The Prison—Part 1’). As would be expected, the Al-
debaran has this edited audio version, including the missing first note of ‘The Prison—
Part 1’. 

 
30 The Prison—Part 1 
 Rhino I 24 (0:00 to 0:22) • MRSSS 22 & 98 (identical) • Aldebaran I 12 (0:43 to 1:05) • 

DVD I.17 (0:58:03) 

The Rhino recording called ‘The Prison’ (track 24) gives the impression of a contin-
uous piece of music which even segues seamlessly into the next cue (‘The Desert’). How-
ever, the written cue of this title actually consists of two discrete pieces, with a different 
and previously unknown cue (no. 31) sandwiched between them. ‘The Prison—Part 1’ 

Example 9 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

27 111 The Prison (part 1) 1724-32 A 8-4 06-23 1 0:23 7 
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and ‘The Prison—Part 2’ both have the same date and registration number (1724-32 A 
and B) but do not seem to have been on the same reel, which may account for the separation. 

As mentioned in no. 29, Part 1 is the scene when Simonides and his daughter enter 
the courtyard of the fortress and ask to see Messala. In the finished movie the last chord 
is prematurely faded out, and you definitely do not hear ‘The Prison—Part 2’, which ac-
counts for the Rhino remark ‘partial outtake’. Listen to the Aldebaran recording, which 
retains that last note until the end. Obviously there was some other material between the-
se two pieces: a scene called ‘Behind Grills’. 

 
31 Behind Grills 
 No recording available 

None of the published audio materials contains this piece. According to the reel 
count this should have come after ‘The Prison—Part 1’. Its beginning is quite similar to 
the latter, although it starts half a step lower and has a different rhythm, which gives it a 
more menacing expression, especially as field drums are added to the triplet figures (ex. 
10). At 0:10 it says, ‘The prison grill’. From 0:17 (‘C.U. Simonides + Esther’) the music 
becomes almost identical to the beginning of ‘The Prison—Part 2’ but is also set half a 
step lower and quickly develops into more dramatic material as ‘Esther stands up’ (0:29) 
and ‘Simonides approaches’ at 0:35 (ex. 11). It is fairly obvious that the appearance of 
Judah’s loyal steward and his daughter was intended to be underscored by this music ra-
ther than ‘The Prison—Part 1’. Unfortunately, that piece (no. 30) contains only scarce 
evidence of its intended use, the only indication being ‘L.S. Courtyard’ at 0:14. So the 13 
seconds before that would have shown some (deleted) prison scene. 

The Karl Tunberg 1959 screenplay contains a scene that is slightly different from the 
one in the final movie, and it might well be the one that this cue was intended for:  
32 The Prison—Part 2 
 Rhino I 24 (0:23 to 0:39) • MRSSS 23 • Aldebaran III 10 (up to 0:18) • not on DVD 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

28 112 Behind Grills 1724-33 8-5 05-27 2 0:42 15 
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The ‘End of reel’ is reached in 0:42. From the reel numbering it becomes obvious 
which scenes and which music were intended to follow, before it was all rewritten and/or 
re-edited some weeks later. In May/June 1959 the sequence would have looked like this: 

Arrest (23) - Revenge (24) - Condemned—New (26) - Escape (27) - Vengeance (28) 
- The Prison—Part 1 (29) - Behind Grills (30) - The Prison—Part 2 (31) - Silent Farewell 
(32) - The Desert (33) - Exhaustion (35). 

Roughly a month later this had been reduced to the following: 
Reminiscences (25) - Vengeance (28) - The Prison—Part 1 (29) - Desert—New (34) 

- Exhaustion (35). 
As you can see from the pagination the microfilm score does not always follow any 

of these sequences. We will now follow the course of the earlier sequence, before we 
come to the later one, which is actually heard in the movie. 
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Example 10 
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Example 11 

As said before, the Rhino recording suggests a continuity between the two parts of 

‘The Prison’; maybe because of the titles, or perhaps for the simple reason that ‘Behind 
Grills’ was not available. The score gives no hint as to the action on the screen except for 
‘Messala’ at 0:07, the moment when the Messala motif appears. Could this have been the 
music to accompany Messala’s appearance before Simonides and Esther? 

 
33 Silent Farewell 
 No recording available 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

30 119 The Prison (part 2) 1724-32 B 9-1 06-23 1 0:15 5 
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There was a scene in which Esther sees Judah for the last time before he is sent to 

the galleys, but she is not able to speak to him. Again, the Tunberg screenplay can shed 
light on this (cf. the excerpts on this page and the next): 

This one-minute cue starts very much like ‘Behind Grills’, this time with a fortissimo 
statement of a triplet motif which elaborates the three-note motif at the beginning of ‘The 
Prison—Part 1’. But here the interval is a full tone higher (rather than the semitone in the 
former piece), which, along with the volume, creates a more dramatic effect. A long violin 
note sustained over four bars adds to this effect. At 0:11 ‘Esther screams’ (when she sees 
Judah), and we hear accented trumpets followed by very high string and woodwind notes 
(fortissimo appassionato) which echo her scream in an octave rise (ex. 12). For the next eight 
bars (ca. 20 seconds!) this high note is played continuously while the brass develops the 
rhythmical motif from the beginning, including those triplets. 

What a poignant moment when we see Esther in a close-up shot (0:35 ‘C.U. Esther’) 
and hear the Love Theme in all its splendor at top volume (fortississimo) and played molto 
appassionato by the strings and woodwinds in their highest register (+ 8va)! This musical 
gem would definitely have deserved to be recorded for its dramatic and emotional impact 
(ex. 13), but none of the audio sources have it, so it might well have never been recorded. 
 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

31 120 Silent Farewell 1724-37 9-1 05-27 2 0:56 22 
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34 The Desert 
 MRSSS 24 and 100 (identical) • Aldebaran III 10 (0:18 to 1:38) • not on DVD 
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Example 12 
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The first version of the music for the desert sequence sounds dramatically different 

from the final one. While the latter blasts out Judah’s desperation (those chromatic down-

Example 13 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

32 122 The Desert 1724-38 9-2 05-27 5 1:26 52 
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ward motifs in forte brass heard in the movie, cf. ‘Desert—New’) the former never gets 
any louder than mezzo piano, thus emphasizing the eeriness of the barren landscape. Over 
a relentless two-note motif in the nether orchestral regions, which imitates the prisoners’ 
footsteps in a piano downward third, a solo bassoon is heard in an oriental-sounding mel-
ody that prominently features the tritone (so characteristic of Miklós Rózsa) and that is 
sometimes echoed by bass clarinet and horn fragments (ex. 14). 

After seven bars marked as deleted (and consequently not recorded either) the horns 
take up another piano motif that consists of two long notes connected by a short one, 

while the English horn throws in a little echo resembling the one formerly played by the 
bass clarinet and the horn (ex. 15). 

At 0:48 (bar 34) we see a close-up shot of Judah (‘C.U. Ben-Hur’) and hear a new 
motif consisting of chords which are built of tritone intervals and which are repeated a 
minor third up– or downwards so that their ‘sum’ (= a minor third placed on top of an-
other) creates another tritone (cf. the top staff in ex. 16; if you include the middle staves 
the chord structure becomes a little more complicated—they are triads in second inver-
sion with added raised fourths). Bars 36 and 40 are neither in the MRSSS nor in the Al-
debaran recordings; it is difficult to say whether they were recorded and later cut out or 
rather not recorded at all in the first place, but to me it sounds as if there are no cuts, 
which would mean these measures were deleted before the recording. 

Example 14 
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This cue ends as it has started: as soon as we see a dissolve to the prisoners’ feet at 
1:09 (‘Diss. to feet’) we hear the first bassoon and bass clarinet motif again. The last bar 
(1:26) has ‘Overlap’ written above it, which links ‘The Desert’ to the following ‘Ex-
haustion’, and indeed: the latter resumes the former’s last chord. The Aldebaran ‘extras’ 
disc contains this overlap, but, as happens so often with this pirated edition, executed in 
very poor quality, leaving out the first note of ‘Exhaustion’. You can hear the ending 
without the overlap in the MRSSS recording, but here bar 51 (the last but one) was left 
out, just as is the case with the Aldebaran recording. Again, there is no audible cut, so this 
measure was probably also deleted before the recording was made. 

Example 15 
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35 Desert—New 
 Rhino I 25 • MRSSS 27 • Aldebaran I 13 (up to 1:59) • DVD I.17 (0:59:30) 

Example 16 



19 

Here is the music that was substituted in July 1959 (recorded on 5 August) for the 
longer musical sequence described on page 8. But even on the way from the copyist to 

the recording room a remarkable number of cuts were made previous to the actual record-
ing. These deletions (bars 4 [second half only], 7, 11, 17, 20, 24, 27, 30, 31, and 39) con-
tain some good examples of how Rózsa composed repetitive material that could be left 
out without damaging the musical structure (e.g., bars 6 and 7 are identical, and so are 
bars 10 and 11; thus the second of each pair would be easily removable). In this case, 
however, the deletions are not marked in the written score; I suppose they must have 
been made at the last moment. It was probably found out that it was impossible to syn-
chronize the complete piece with the corresponding passage in the movie. The above-
mentioned deletions appear on all three audio sources (and in the movie, too, of course) 
and therefore have nothing to do with three other cuts you can hear on the Aldebaran 
disc and in the finished soundtrack (see below), which were made after the recording. 
However, the ‘Savina’ recording on MGM S1E1 and the Sony double CD (I 13) both 
reinstate bars 17, 20, and 24 (and we can probably assume that was with Rózsa’s blessing). 

At 0:18 we read, ‘Diss. to desert’, which corresponds to the finished movie. After 
the exhausted prisoner is cut off and left to die in the desert, the picture dissolves into the 
beginning of the Nazareth sequence, which, interestingly enough, is here called 
‘insert’ (1:27 ‘Diss. to insert’). According to my understanding of this term, this refers to 
material that was filmed later than the original sequence and then inserted. This may well 
account for the reason why the ‘Desert’ music had to be re-written. At 1:44 the camera is 
set in the ‘interior shed’; we see how Jesus’ work is interrupted by the prisoners’ arrival. 

These prisoners are then shown in a close-up (2:11 ‘C.U. Prisoners’) when the music 
comes to the last bar, in which we also read, ‘Overlap to bar 13 of “Exhaustion”, R.9 
P.3’ (reel 9, part 3). We will take a closer look at ‘Exhaustion’ in the next section and find 
out why the overlap is to bar 13 instead of bar 1. This is the moment the camera leaves 
Jesus’ perspective and is moved closer to the well.  

The first two Aldebaran discs faithfully replay the music actually heard in the fin-
ished movie (cuts and all, as it were), and thus track I 13 shows the same cuts that appear 
on screen: the second half of bar 4 has been deleted, and bar 28 is gone, too. The latter 
cut is distinctly audible in the film (1:01:04 on the DVD; the music between 1:32 and 1:38 
on the Rhino disc). Also, the last two bars are no longer there because the overlap in the 
film happens earlier than indicated in the score. 
36 Exhaustion 
 Rhino I 26 • MRSSS 28 • Aldebaran I 13 (1:59 up to 3:21) • Aldebaran III 10 (1:38 to 

3:41) • DVD I.18 (1:01:29) 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

29 114 Desert (new) 1724-89 9-1A 07-29 5 2:11 43 
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‘Exhaustion’ was written (or at least copied) in May 1959 and thus forms the last 

element of the former prison and desert sequences as they were originally planned (cf. 
page 9 of this essay). Your ever-reliable Rhino disc reproduces it faithfully—except for 
one deletion (bar 24), which is not marked as such in the written score and which, again, 
contains repetitive material that can easily be left out (for those interested: it is the bar 
that should have come right before the horn entry at 1:03 on the Rhino CD. Interestingly, 
this bar can be heard on the Sony double CD, track I 13, but they omit the bar before that). 
Again, this sounds as if the missing bar was never recorded. The overlap indicated in the 
last bar (2:08 Shadow’) has been realized as such on the Rhino as the music segues into 
track 27. The track on the MRSSS Syracuse tapes is identical to the one used by Rhino 
(including the missing bar, 24), but it preserves the original ending as there is no overlap. 

The finished movie apparently required some cuts to be made to the music, some of 
which are musically very awkward; you can hear them on the Aldebaran recording. Bars 
17, 18, and 19 were deleted (that corresponds to a full ten seconds between 0:40 and 0:50 
on the Rhino CD), 20 is there, but 21 isn’t. There is a very badly executed cut between 
bars 25 and 26, and last but not least bar 40 is missing as well. These three cut-out passag-
es are at 0:53-0:56, 1:05-1:09, and 1:48-1:51 on the Rhino. 

At this point, we have not heard the ‘Ben-Hur’ theme for nearly an hour and we 
have never associated it with Judah’s character (although Rózsa had intended to make the 
connection in the prison scenes). So it is only when we see Judah begging for water with 
outstretched hands and hear the soldier say, ‘No water for him’ that we encounter this 
musical theme for the first time in the movie itself. But mark how it has changed since we 
last heard it in the ‘Prologue’! Then, the first five-note motif consisted all of notes taken 
from the triumphant major scale. Now the first interval has been reduced from a major to 
a minor second, and the octave jump from the fourth to the fifth note has become a ma-
jor seventh. These two small changes completely alter the character of his motif, thereby 
giving it a ring of desperation. It is as if the music just cannot reach far enough to form 
the assertive, heroic intervals from the Prelude; just as Judah feels he is no longer able to 
live on without water. It will be interesting to see what happens to the ‘Ben-Hur’ theme 
after he has been given water and ‘a heart to live’. 

 
37 The Prince of  Peace—Version A 
 Rhino I 27 and 28 ( up to 1:22) • MRSSS 29 • Aldebaran I 13 (3:21 up to 5:33) • Aldeb-

aran III 10 (from 3:41) • DVD I.18 (1:02:50) 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

33 127 Exhaustion 1724-39 9-3 05-27 5 2:08 46 
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‘Rózsa employs his Christ theme in many highly effective ways’ (Rhino booklet, p. 

23). In the score it becomes evident just how much emphasis the composer placed on the 
music representing Jesus. There is no doubt about its importance, as it constitutes the 
characterizing factor for an actor whose face is never shown on screen. We have seen that 
Rózsa was considering two alternative ‘Christ’ themes: in the two versions of ‘His Fa-
ther’s Business’ (nos. 10 and 11). To complicate matters somewhat, there are as many as 
three different endings to version A, thus giving us a total of four numbers in the score 
entitled ‘The Prince of Peace’. 

The Syracuse tapes of the MRSSS and the Rhino CD (I 27) contain an integral re-
cording of this music, minus one bar (26). It is interesting to note that the expected coun-
ter-melody to the ‘Ben-Hur’ theme appears in the score (bars 34, 36, and 38) but is not 
audible on either recording; but it is audible—just barely—on Rhino I 28. The movie 
soundtrack (and thus the Aldebaran) lacks bars 21 and 22 as well as 26 and segues into 
the ‘Final Ending’ (no. 39) after bar 38, at 2:12. Here you can hear the ‘Ben-Hur’ counter-
melody, played by bells and celesta (as marked in ex. 17). It appears in the movie, too. 
This time Rózsa has returned to the heroic intervals of the ‘Ben-Hur’ theme as introduced 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

34 132 The Prince of Peace 
(version A) 

1724-41 A 9-4 05-27 5 3:03 52 

Example 17 
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in the Prelude. Two small changes reversed—this is the handwriting of a master compos-
er who gains maximum effect through minimum effort. 

The score gives no hint as to how the scene was originally intended to end; there is 
no indication whatsoever of action or setting when the quiet ‘Christ’ theme returns after 
the ‘Ben-Hur’ theme. A look at the Tunberg screenplay helps to clarify: 

 
 
 

This means we would have heard the quiet ‘Christ’ theme while watching the mov-
ing saw. 

When this music was provided with a new ending (cf. no. 39), the new recording 
started at measure no. 14, as can be heard on the Rhino CD (I 28). It is the moment when 
the guard realizes that Jesus is giving Judah water. This new recording omits bars 21 and 
22, but includes bar 26, which had been left out in the earlier version. It segues into no. 
39 after bar 38 (q.v.). 

 
38 Prince of  Peace (Version A) - New Ending 

 MRSSS 30 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

35 137 Prince of Peace (version A) 
— new ending 

1724-41 X 9-4A 07-31 3 1:10 23 
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This music ‘Starts at bar 33—1724-41 A’, says the score sheet, and consequently 
there is an indication that the beginning of this piece (‘0:00’) coincides with ‘1:53’ in the 
preceding one. Its first bar is numbered ‘33’. It is the entry of the ‘Ben-Hur’ theme, only 
this time with the usual counter-melody in the high woodwinds (flutes, oboes; plus harp). 
It develops into a full-length version of the ‘Christ’ theme (as it does on MGM S1E1 and 
on the Sony CD) and ends with the remark, ‘Overlap to Roman Galley’. The last three 
bars are similar to the ‘Final ending’. This music is only preserved on the Syracuse tapes 
(no overlap); it was not used in the movie. 

 
39 Prince of  Peace (Version A) - Final Ending 

 Rhino I 28 (from 1:22) • Aldebaran I 13 (5:33 up to 6:01) • DVD I.18 (1:03:41) 

As said before, this recording continues ‘The Prince of Peace—Version A’ (no. 37) 
from bar 38, with the changes discussed at the end of section no. 36. This is the music 
that is actually heard in the movie. It has the shortened ‘Christ’ theme and the seamless 
transition to the fleet music. However, from the moment we see the dissolve to the Ro-
man galleys (0:27 ‘Diss. to fleet’) the score sheet only has four more bars left, whereas the 
music in the movie segues into ‘Roman Galley’ (cf. p. 24). This seems to be one of the 
more successful (because not audible) musical cuts; it happens when track I 29 starts on 
the Rhino. This music is missing on the MRSSS tapes. 

 
40 The Prince of  Peace (Version B) 

 No recording available 

This really is exactly the same piece of music as ‘The Prince of Peace (Version A)’ in 
terms of the succession of themes and of the timing, the only difference being the alter-
nate ‘Christ Theme’. Unfortunately there is no recording of this music; maybe none was 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

37 142 The Prince of Peace 
(version B) 

1724-41 B 9-4A 05-29 5 3:03 55 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

36 140 Prince of Peace (version A) 
— final ending 

1724-102 9-4A 10-05 2 0:39 13 
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Example 18 

ever made because it had been decided in the meantime to use the ‘Christ Theme’ we 
know today. 

At the end of May 1959 Rózsa had two different versions of the ‘Christ Theme’ in 
mind, as can also be seen in ‘His Father’s Business’ (cf. sections 10 and 11 in part one of 
this essay). The one we know was called ‘version A’ and was put to paper by the copyist 
on 27th May (and then later revised twice in July and October; cf. nos. 36-38). The other 
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one dates from 29th May and is parallel to version A in length and structure. It also starts 
with a pianissimo rendering of the ‘Christ Theme’ (ex. 18); only this time we hear the melo-
dy that has survived only in some bars of the ‘Finale’ (Rhino II 44, 2:07 – 2:11; DVD II 
60, 1:17:08 – 1:17:44), marked in the example by an oval frame. Nevertheless, the counter
-melody (rectangular frames) is the familiar one. From 0:52 onwards, when the guard ap-
proaches Jesus, the music is identical to version A (and so is the timing). At 1:34 we see a 
close-up of Judah drinking from Jesus’ gourd, and again the alternate ‘Christ Theme’ ap-
pears. The animato section of the ‘Ben-Hur Theme’ corresponds one-to-one to that of no. 
36. The ‘Christ Theme’ returns at 2:20 and decrescendos to piano in 3:03. 

 

41 Roman Galley 
 Rhino I 29 • MRSSS 31 and 102 • Aldebaran I 13 (6:01 up to 6:49) • DVD I.18 

(1:05:30) 

A little but rather interesting piece of which two different recordings exist. It starts 
with the appearance of the Roman fleet on the screen; in fact, this moment corresponds 
to 0:27 in ‘Prince of Peace (Version A) — Final Ending’ (no. 39). If you listen carefully to 
the Rhino recording, there is no audible editing between tracks 28 and 29; therefore I 
suppose that what we hear is indeed the last four bars of the ‘Final Ending’. This can easi-
ly be corroborated by the fact that the ‘Roman Fleet Theme’ is one measure shorter than 
in no. 41—in writing as well as in the recording. 

However, the written score of that latter piece stops at 0:39 when the ‘Rowers’ 
Theme’ should start. Interestingly, this is exactly where the movie sound track shows 
some (rather clumsy) editing, faithfully reproduced on the pirated CD. On the other 
hand, the Rhino track does not have any evidence of cutting; in fact, the transition sounds 
almost too smooth to have been spliced together from two different takes. Maybe it was 
decided to record nos. 39 and 41 in one go. On the other hand, the Rhino booklet gives 
two different recording dates. 

The Syracuse tapes offer a recording that is not heard in the movie. It differs most 
notably at the point just before the ‘Rowers’ Theme’ sets in, where there is no trace of the 
ritardando of the final version. Also, the little counter-melody played by the celli and horns 
over the last chord is missing, but it is easy to hear that it was cut out after the recording. 
Later somebody must have missed it and it seems to have been re-recorded, evidence of 
which is provided by MRSSS 102, which is an 8-second recording of only those last two 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

38 147 Roman Galley 1724-54 9-5 06-05 2 0:55 15 
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bars. If you put MRSSS 31 and 102 together, they give an exact representation of this cue 
in the written score. 

At the end (0:55) of this cue it says, ‘Overlap to fanfare’. The final movie does not 
have any overlap at this point; the fanfare comes a second later. 

 
42 Salute for Arrius 
 Rhino I 30 • MRSSS 32 • Aldebaran I 13 (from 6:49) and III 11 (up to 0:09) • DVD 

I.19 (1:06:20) 

‘Extended version’ is what the Rhino cover calls this track—and indeed, the CD 
track is twice as long as the music heard in the movie. But the written cue is again twice as 
long as the Rhino track: 39 seconds! Whereas the movie only gives us the unison trum-
pets (mm. 1-9) and the Rhino lets us hear the added second voice (in parallel fifths, Ró-
zsa’s favorite stylistic means to create that ‘antique’ feeling), the written material gets more 
elaborate by adding a third voice on top of the other two, which is an octave higher than 
the opening trumpet part, joined a few seconds later by a fourth (low) trumpet that plays 
an echo-like motif in true Rózsa fashion (ex. 19). 

Whilst the first two of the Aldebaran CDs usually contain the exact musical tracks 
used in the movie (edits, cuts, warts and all), this time just three or four seconds of the 
second (two-part) fanfare survive but are seriously marred by a horrible cut and one of 
those fade-outs this recording features at the beginning and at the end of each track. The 
Syracuse tapes only contain the first 8 bars (i.e. the movie version). 

 

 
43 Arrius Helped to Galley 
 No recording available 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

40 155 Salute for Arrius 1724-8 10-2 02-09 
r06-24 

1 ½ 0:39 37 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

41 156 Arrius Helped to Galley 1724-8 10-2 02-09 
r06-24 

½ 0:12 13 
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Originally Arrius’ entrance must have been envisaged to be much more pompous, if 
you consider the fact that his ‘Salute’ (no. 42) was composed to be four times as long as 
the final version and that there were still 12 more seconds of music intended to be heard 
when he is helped to the galley. This music is really only a boiled-down ‘Salute’ music 
scored for four trumpets, modeled on the never-recorded latter bars of the preceding. In 
fact, although it has a title of its own, the measure count of no. 42 is continued here as if 
it was one piece. 

Example 19 
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44 Quintus Arrius 
 Rhino I 31 (‘Quintus Arrives’) • Aldebaran I 14 • DVD I.19 (1:09:55) 

This cue is curious in that it is indicated to be part of reel 3 (we are in reel 10 by 
now) and indeed is sandwiched between ‘Spirit and Sword—Final Version’ and 
‘Friendship’ (q.v.) in the score. The Rhino track title might be a misreading; in fact, it does 
not underscore the consul’s arrival but is heard after he has talked to the rowers (‘Row 
well—and live!’), when he explains his mission to his officers. The last three bars of this 
piece (and of the Rhino track as well) have been replaced by three bars from the next one 
(Rhino I 32, 0:45 up to 0:53) in the final cut. The music editor seemed to have wanted a 
quiet ending rather than the exciting ‘fleet’ motif. The Aldebaran track is faithful witness 
to this; this track is missing in the MRSSS recordings. 

 
45 Roman Fleet 
 Rhino I 32 • MRSSS 33 • Aldebaran III 11 (0:09 up to 0:58) and 12 (up to 0:07) • not on 

DVD 

This music did not make it into the final cut of the movie, but its placement in the 
written score as well as the commentary both in the score and in the Rhino liner notes 
can help us to find out where it must have been intended to go. The Rhino text says: 

Arrius inspects the battalion on deck (’Roman Fleet’) as he issues the Emperor’s firm man-
date: to seek out and destroy a menacing Macedonian pirate fleet. In preparation for battle, he 
returns to the hull to challenge the skills and reflexes of the galley slaves. (p. 34) 

 The written score says, ‘Diss. to fleet’ in bar 3 (at 0:05) and then ‘Rowers’ ca. ten 
seconds later. At 0:20 we see a close-up of Arrius, and at 0:31 he is seen to be ‘descending 
stairs’. When the bass clarinet sets in at 0:53 the commentary runs, ‘Rowers—Start reel 
11’. Arrius might well have announced his challenge to the slaves at that point. 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

12 56 Quintus Arrius 1724-100 3-A 10-02 1 0:39 11 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

12 157 Roman Fleet 1724-73 10-3 06-25 2 1:01 24 
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All this leads me to the conclusion that there must have been some deleted scenes 
which show Arrius on deck and then descending the stairs to the hull where the rowers 
sit. If you watch the finished movie you will indeed find a somewhat awkward transition 
(or rather, cut) from the fleet to the rowers—no dissolve to indicate that some time has 
passed (it is evening now!). Also, the tampering with those last three bars from ‘Quintus 
Arrius’ (no. 43) could indicate that originally there was more material which was later left 
out. Lastly, the final bar (24) of ‘Roman Fleet’ (at 1:01) has ‘Overlap’ written above it—to 
be followed immediately by the rowing of the galley slaves (or ‘The Galley’, as it is called 
here). This seems all the more probable as the last note of ‘Roman Fleet’ and the first one 
of ‘The Galley’ are identical and could therefore easily be blended (which is what actually 
happens in the Aldebaran track no. 12). On top of that ‘The Galley’ is indeed on ‘reel 11, 
part 1’. 

 

 
46 The Galley No. 1 (Normal Speed) 
 Rhino I 33 (up to 0:25) • MRSSS 34 (up to 0:29) • Aldebaran I 15 (up to 0:30) and III 

12 (0:07 up to 0:35) • DVD I.20 (1:10:36) 

In order to really understand all the differences between the versions listed above it 
would be best to listen to Rózsa’s 1977 Decca re-recording of ‘Rowing of the Galley 
Slaves’ with the National Philharmonic, as this comes closest to the music actually written 
down in the conductor’s score (apart from minor editing and tempo changes) as opposed 
to the one heard in the film. Therefore, the Decca recording will be used as a foil to com-
pare the other ones against. If you only have the MGM S1E1 ‘Savina’ recording, you’ll get 
the second best thing, with only two bars left out. Erich Kunzel’s recording on his ‘Three 
Choral Suites’ CD is also rather faithful to the written score (apart from the tempo), but 
some of the short brass notes are not executed as precisely as in Rózsa’s (‘Savina’s’) re-
cording(s). 

As Arrius leads his rowers through four different speeds, the music must keep pace 
with the accelerated movements of the galley slaves. From the pages of the conductor’s 
score it looks as if Rózsa had indeed intended to record four different pieces, all meticu-
lously timed. Only in those four pieces does he give a metronome timing, and the one he 
indicates in this first piece (59 bpm) clearly shows that he must have been putting his 
stopwatch to good use (60 bpm being what musicians would expect, rather than such an 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

43 159 The Galley No. 1 
(Normal Speed) 

1724-40 11-1 05-27 1 0:29 8 
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odd number). By the way, this never bothered or intimidated Erich Kunzel when he sent 
his orchestra rowing at nearly full speed (94 bpm!) from the very beginning, thus racing 
through the piece in 2 minutes 39 seconds, only slightly accelerating the tempo at all. Ró-
zsa’s original galley slaves took half a minute longer to reach exhaustion. But then one 
should not be tempted to condemn Kunzel’s interpretation outright: Rózsa himself 
speeded the tempo up on the Lion LP and later on the Decca LP (both 2:39—not a se-
cond more than Kunzel)! 

The Rhino recording illustrates very nicely that even with this precise tempo indica-
tion the human factor must never be underrated. Can you hear how the orchestra plays a 
little bit faster when the violas start in bar 3 and then slow down again some seconds lat-
er? Either they ‘ran away’ or the conductor himself was not able to keep strictly to the 
tempo… But no: watch the movie and you’ll see how perfectly the conductor and the 
musicians mirror the tempo changes—of the hortator! This short passage is a very good 
example of Miklós Rózsa’s impressive mastery of the rubato technique, also heard during 
the ‘Christ’s Theme’ in no. 37. The rubato only appears on the Rhino and the Aldebaran 
recordings, however; there are no audible tempo changes in the Syracuse recording. (Was 
that made without reference to the movie? Or was it used to accompany a different take 
of the same scene?) 

The written music is two bars (nos. 7 and 8) longer than the Rhino music, but the 
first Aldebaran track (I 15) sports these final two bars before seamlessly overlapping to 
the next piece, whereas the second Aldebaran track (III 12) reveals some noticeably worse 
editing (at 0:34), but still has bar 7 intact. Interestingly, the film version is preserved on 
Aldebaran I 15 (as was to be expected), rather than the Rhino, because those two bars are 
in the movie, too! The Syracuse recording has no cuts, either. 

 

 
47 The Galley No. 2 (Battle Speed) 
 Rhino I 33 (0:25 up to 1:00) • MRSSS 35 (0:29 up to 1:04) • Aldebaran I 15 (0:30 up to 

1:04) and III 12 (0:35 up to 1:08) • DVD I.20 (1:11:05) 

After the molto moderato introduction, the music speeds up to 76 bpm (allegramente) 
and appears in the movie exactly as written out. The violas and bass clarinets now accom-
pany the rowers’ motif, playing the same melody a fifth lower. These open fifths are an-
other example of Rózsa’s ‘archaic’ technique. 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

44 160 The Galley No. 2 
(Battle Speed) 

1724-42 11-2 05-28 2 — 13 
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This passage remains unaltered in all recordings, including the concert versions on 

CD. 
 

48 The Galley No. 3 (Attack Speed) 
 Rhino I 33 (1:00 up to 1:50) • MRSSS 35 (1:04 up to 1:53) • Aldebaran I 15 (1:04 up to 

1:48) and III 12 (1:08 up to 1:56) • DVD I.20 (1:11:40) 

When the violins, flutes and oboes come in with their trill, the tempo accelerates to 
85 bpm (allegro), which means the rowers are still slower than Mr. Kunzel’s team at the 
outset of their tour de force. The rowers’ motif has changed key and now appears in A flat 
(as opposed to C up to now), then switches to F from bar 9. It will return to C when ram-
ming speed begins (cf. ex. 20). 

All the ‘concert’ versions on LP/CD (i.e., the re-recordings) play the glissandi in the 
top staff of the first four bars, but they are definitely not there in the original film version. 
Someone (Rózsa?) must have decided to make some alterations to the material as original-
ly composed and written down when this passage was recorded for the movie. Apart 
from the omitted glissandi, the biggest of those changes is the decision to ignore the high 
string and woodwind octaves. The score requires the music to be played all’ottava (8va, cf. 
bars 11ff.), i.e. an octave higher than notated, which you can easily hear in the Decca, 
MGM or Kunzel recordings. However, the film version only has the lower notes and thus 
sounds more menacing and depressive. 

The movie soundtrack (faithfully represented on Aldebaran I 15) leaves out bars 5 
and 6 and has a rather awkward cut at the end of this passage (at 1:48). Naturally this can 
also be heard on the music only DVD tracks—and on the Rhino. Interestingly, the other 

Aldebaran recording (III 12) shows no cuts. 
 

49 The Galley No. 4 (Ramming Speed) 
 Rhino I 33 (from 1:50) • MRSSS 35 (from 1:53) • Aldebaran I 15 (from 1:48) and III 

12 (from 1:56 ) • DVD I.20 (1:12:24) 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

46 164 The Galley No. 4 
(Ramming Speed) 

1724-44 11-4 05-29 5 — 34 

no. page Title Reg.no. Reel/ 
part 

Date no. 
pp. 

Dur. Mm. 

45 162 The Galley No. 3 
(Attack Speed) 

1724-43 11-3 05-28 2 — 19 
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Example 20 
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Example 20 (cont.) 

Now the rowers are really sweating away at 120 bpm (molto allegro). The music grows 
in rhythmic complexity. The rowers’ motif is heard in the lower brass section. The trum-
pets and horns come in with a fanfare-like four-note motif. The strings and high wood-
winds cut in with a downward three-note motif in bars 3 and 4 that is echoed by xylo-
phone and trumpets (plus snare drum) in bar 5 (cf. ex. 21). This explosive mixture of 
short motifs is kept up for the rest of the cue, thus adding to the hysteria of the on-screen 
action. 

As said before, the ‘concert’ versions on the various re-recorded CDs come rather 
close to the written score; with one exception, however: the last few bars (31 and 32) have 
never been recorded they way they were notated in the first place. At the very end of this 
intense music the composer had intended to finish with a rhythmical acceleration. Up to 
bar 30 the 4/4 timpani beat is always prominent in the listener’s ears, accentuated by the 
three-note semiquaver interjections on the ‘2’ and ‘4’ beats played by brass and drums (cf. 
ex. 22). In bars 31 and 32 Rózsa had intended to speed up the music by playing these 
interjections half a beat earlier (on ‘1 1/2’, as it were), thus creating a virtual 3/8 beat. It is 



34 

Example 21 



35 

relatively safe to conjecture that this would not have matched the movements of the row-
ers and the hortator very convincingly; it must therefore have been discarded in the mov-
ie soundtrack, to be replaced with repetitions of bar 30. Once that decision had been 
made, it was never reversed when the re-recordings took place. 

 You get the impression that other musical details were downsized for the film as 
well. The downward three-note motif mentioned earlier (e.g. upper staff in bars 3 and 4, 
second staff in bar 5) are missing on the Rhino and the Aldebaran, and the high octaves 
in the violins are gone (as they were in the preceding passage, at attack speed). However, 

Example 22 
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the MRSSS (Syracuse) recording has the trumpets and horns intact in bars 28 and 29, 
whereas the Rhino has the brass cut in only on the first and third beat of bars 28 through 
32, leaving the semiquaver motif to the faintly heard woodwinds. 

In case you had wondered about that horn trill so prominent in the Kunzel record-
ing (1:50 through 1:58) - that one is there in the score, too (bars 13-16), but it can scarcely 
be heard on the Aldebaran and not at all on the Rhino CD. 

So all this leaves us with a confusing variety of alternate takes and re-recordings. 
Rózsa even wrote two different endings to this cue (cf. ex. 21), the first one finishing on a 
long horn note (movie version), and the second one with one short fortissimo blow from 
the lower section of the orchestra plus the drums (‘concert’ version). 

 
*   *   *   *   * 

 
This next cue in the score is entitled, ‘Rest’. And that is exactly what is called for 

now. About half the material has been discussed so far, leaving out only one piece which 
has never been recorded and which crops up unexpectedly at an improbable point be-
tween nos. 41 (‘Roman Galley’) and 42 (‘Salute for Arrius’). It has no reel or part number, 
no date, and no timings. And it has a most peculiar title: ‘Harun al Rozsad’. 

Find out more about this, the battle music, the three different versions of the 
‘Intermission’ music, and the two ‘Entr’actes’ in the next issue of PMS. 
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