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Rózsa News and Notes 
February 2007 

Performances 

May 2005. Violin Concerto, Op. 24, by Glenn 
Dicterow with the Grand Rapids, Michigan, 
Symphony. Also in 2003 with the Chautauqua, 
N.Y., Symphony and (as previously reported) 
the New York Philharmonic. 

25 February 2006. Violin Concerto, Op. 24, by 
Robert McDuffie with the Augusta, Georgia, 
Symphony under Donald Portnoy. 

23 May 2006. JUNGLE BOOK Suite with the 
Nordwestdeutsche Philharmonie Herford in 
Paderborn, Germany. 

15 October 2006. String Quartet No. 1, Op. 22, 
at Bargemusic, Brooklyn, New York, with a 
quartet including Mark Peskanov. 

18 November 2006. Overture to a Symphony 
Concert, Op. 26 (original version), with the 
Edmonton, Alberta, Symphony under William 
Eddins, commemorating the fiftieth anniver-
sary of the Hungarian revolt against Soviet 
rule. 

December 2006. Christmas Sequence with the 
Rotterdam Philharmonic under Richard Kauf-
man.  

5, 6 January 2007. Sinfonia concertante in 
Austin, Texas, with Jaime Laredo, violin,  
Sharon Robinson, cello, and the Austin Sym-
phony Orchestra under Peter Bay. 

3 February 2007. Tema con variazioni, Op. 
29a, with Amy Sims, violin,  Paul Ledwon, 
cello, and the Omaha, Nebraska, Symphony 
under Thomas Wilkins. 

15 February 2007. Guitar Sonata, Op. 42, with 
David Pavlovits on the Hungarian Radio. Pav-

lovits has toured with this work before and 
will be heard at Carnegie Hall in New York on 
16 May. 

16, 17 February 2007. Notturno ungherese 
with the Rotterdam Philharmonic under James 
Sedares. 

2 March 2007. BEN-HUR Suite with the Bel-
grade Philharmonic under Fusao Kajima. 

15, 18 March 2007. Concerto for String Or-
chestra, Op. 17, in Los Angeles with the 
UCLA Philharmonia under Neil Stulberg. The 
second performance will be broadcast on 
KMZT-FM. Panel discussion before the first 
concert includes Jeffrey Dane, author of the 
recent memoir about Rózsa (see below). 

18 March 2007. Three Hungarian Sketches, 
Op. 14, and Viola Concerto, Op. 37, in Buda-
pest, Hungary, with Gilad Karni, soloist, and 
the Budapest Concert Orchestra MAV under 
Támas Pál. The second half of the program 
will offer film music tentatively from BEN-
HUR and QUO VADIS. This concert is part of a 
Rózsa evening honoring the centennial as part 
of the Budapest Spring Festival. Society mem-
bers from around the world will attend. 

20 March 2007. Spellbound Concerto under 
Antonio Ballista in Rome, Italy. 

19 April 2007. Piano Concerto, Op. 31, with 
Teppo Koivisto and the Helsinki Philharmonic 
under John Storgärds. 

27 April 2007. Spellbound Concerto with Sara 
Davis Buechner and the Victoria, British Co-
lumbia, Symphony under Giuseppe Pietraroia. 

1 May 2007. Sinfonia concertante, Op. 29, 
with Phlippe Graffin, vln., Rapahel Walfisch, 
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cello, and the BBC Symphony under Barry 
Wordsworth at  Queen Elizabeth Hall, Lon-
don. 

8 July 2007. EL CID Suite in Leipzig, Ger-
many, as part of an outdoor Gewandhaus Or-
chestra concert on the theme of “Iberia in the 
New World,” conducted by John Mauceri.  

2 November 2007. “The Love of the Prin-
cess” (from THE THIEF OF BAGDAD) with the 
London Philharmonic Orchestra under John 
Wilson. 

Many thanks to Hank Verryt for discovering 
and reporting many of the above perform-
ances, which he now posts regularly on the 
MRS Web site. 

Audio Recordings 

Digitmovies Alternative Entertainment has 
released 111 minutes from SODOM AND GO-

MORRAH on CDDM074. Included are six He-
braic chants and dances not utilized in the final 
film. 

Ulrich Herkenhoff’s panflute program on 
Oehms Classics includes his transcription of 
the North Hungarian Peasant Songs and 
Dances, Op. 5, together with music by Bach, 
Mozart, Svendsen, and Gendsmer. Herkenhoff 
is the artist who played this instrument for THE 
LORD OF THE RINGS. 

André Rieu, Public Television’s inimitable 
“Flying Dutchman,” has included “Star of 
Bethlehem” on his latest collection, Christmas 
Around the World. The music has also been 
featured in his televised concerts. 

Leonard Pennario’s landmark Capitol pre-
miere recording of the Piano Sonata, Op. 20 
(once described as the finest performance of 
any Rózsa score) has been reissued as part of a 

four-disc survey, Leonard Pennario: The 
Early Years, 1950–1958 (MSR Classics 
MSR1188). The set lists for only $19.98 at 
www.msrcd.com/1188/1188.html.  

Violinist Philippe Quint has recorded the Vio-
lin Sonata, Op. 40 (sixth recording!), for re-
lease on Naxos Records along with the Varia-
tions on a Hungarian Peasant Song, Op. 4, the 
North Hungarian Peasant Songs and Dances, 
Op. 5, and the Duo for Violin and Piano, Op. 
7. 

Anastasia Khitruk, the young Juilliard-trained 
violinist, is scheduled to record both the Violin 
Concerto, Op. 24, and the Sinfonia concer-
tante, Op. 29, with cellist Andrei Tchekmazov 
and conductor Dmitri Yablonsky in Moscow 
in March 2007. Ms. Khitruk hopes to follow 
with live performances of the concerto in the 
coming year. Her project has received gener-
ous support from Dr. D. Bruce McMahan, 
among others. 

Vocalion has reissued the legendary Decca/
London 1970s recordings of QUO VADIS and 
BEN-HUR as for the price of a single disc 
(CDLK 4332). Notes are by our own Alan 
Hamer. 

Tadlow Records has recorded the music from 
The PRIVATE LIFE OF SHERLOCK HOLMES in 
Prague for April release to mark the Rózsa 
centennial. The recording will include recently 
discovered sketches for the abandoned por-
tions of the movie. Tadlow, the new label of 
Silva producer James Fitzpatrick, is responsi-
ble for the highly praised recent recordings of 
THE GUNS OF NAVARONE (Tiomkin) and 
TRUE GRIT (Elmer Bernstein). 

continued on page 44 
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A Tale of  the Score 
 

Part Three 

 

Ralph Erkelenz 

 

As in the preceding installments, the goal of this essay is to analyze some more of the 
517 pages contained in the Library of Congress microfilm copy of the score of BEN-HUR 
in order to discover what new insights into composing, re-writing, deleting, and otherwise 
changing the music in the course of film-making this hand-written score might reveal. 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 con-
tained 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. One cue cannot even be identified as really belonging to the score . . . 

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 

50 Harun al Rozsad 

 no recordings 

Haroun al-Rashid (“Aaron the Upright or rightly-guided”; ca. 763–809) was the fifth 
and most famous Abbasid Caliph. Ruling from 786 until 809, his reign and the fabulous 
court over which he held sway are immortalized in The Book of One Thousand and One 
Nights. He lived some 800 years after Jesus Christ and Judah Ben-Hur and has therefore 
nothing at all do to with BEN-HUR. Now why would a piece with that title appear in the 
collection of cues from the score of that movie? The jokey title aside,  the music does 
have some oriental flavor, similar to the period pastiche dances that Rózsa wrote for sev-
eral  historical movies. But when (or whether) ‘Harun al Rozsad’ was intended to be heard 
in BEN-HUR cannot be determined from the conductor’s score. The registration number 
(1724-35) is no clue regarding placement as the numbering of the cues follows the dates 
when they were written down. This cue is one of the 11 (out of 133) that lack reel and 
part numbers. The only indication that it belongs to BEN-HUR at all is the film title writ-
ten underneath the cue title. It appears at a very improbable point on the microfilm be-
tween cues no. 41 (‘Roman Galley’) and 42 (‘Salute for Arrius’). 

Now, what would it have sounded like? 
The instrumentation is quite interesting: This piece was written for flute, mandolin, 

two small tom-toms, a tambourine, castanets (!), and a zither (!). It starts with a continu-
ous rhythmic pattern (played by the tom-toms and the zither, backed up by the tambou-
rine and the castanets) that immediately reminded me of the pizzicato strings at the begin-
ning of the Overture, the main difference here being that ‘Harun al Rozsad’ is intended to 
be played somewhat faster (allegro). In bar 5 the flute and mandolin come in with a simple, 
dance-like tune that in some places even sounds a bit like the little four-note motif at the 
very beginning of the EL CID Prelude. Later on, this triplet motif is further developed in a 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

39 149 Harun al Rozsad 1724-35 — — 6 — 59 
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descending line reminiscent of the oriental style (ex. 23). Throughout the whole piece, 
nothing dramatic happens – there are only very minor rhythmic changes, and the melody 
flows on uninterrupted. It might have been intended to accompany some sort of party – 
the only one in BEN-HUR being Arrius’s party, of course. But the score just does not give 
enough information. ‘Harun al Rozsad’ remains a mystery. 

Example 23 

51 Rest 

 Rhino I 34 • MRSSS 38 and 103 • Aldebaran I 16 and III 11 (from 0:59 onward) • 
DVD I.20 (approx. 1:13:40) 

The first part of ‘Rest’ has been cut from the film. From the reference to the movie 
in bar 4 (‘C.U. Ben-Hur’, at 0:11) and from the fact that this piece starts on the same note 
as the preceding ‘Rowing of the Galley Slaves’ sequence ended on, one could deduce that 
this music was originally intended to follow Arrius’s tour de force. The dissolve to the fleet 
(‘Diss. to fleet’, bar 10) is the point where the music surfaces in the film. According to the 
score, and in keeping with the Rhino track, this happens at 0:33. On the DVD the music 
enters at 1:14:07. If you go back those 33 seconds, you land at 1:13:34, where the rowing 
is still furiously under way. All this points to between maybe 6 or 10 seconds of cut mate-
rial. (On the other hand, if the tempo of the first 9 bars was quick enough, it might have 

no. page Title Reg.no. 
Reel/
part 

Date 
no.
pp. 

Dur. Mm. 

47 169 Rest 1724-66 11-5 
06-22 
r06-24 

2 1:14 21 
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fitted just fine. Maybe some 
editor decided that silence was 
more effective.) Aldebaran I 16 
reproduces the cut in the movie, 
whereas Aldebaran III 11 and 
MRSSS 103 have an alternative 
recording that differs slightly in 
some places (also regarding in-
strumentation) and is only 47 
seconds long. This alternative is 
not present in the score. The 
MRSSS acetate recording no. 36 
represents another alternative 
take, with only one bar (# 11) cut  (also cut on the Rhino and DVD – the measure was 
probably never recorded) and the last chord held a few seconds longer. 

Musically speaking, there is more thematic development of motifs already heard: The 
basses begin with the rowing motif, then we hear the Arrius motif, followed by the fleet 
and the rowers’ motifs. The music for Arrius returns when we see him asleep on this bed. 
Just parenthetically, John Fitzpatrick writes he has always found this to be a curious lapse 
in the narrative. Would the guards really usher a dangerous slave into the commander’s 
quarters without first checking to see if he was ready to receive the visitor? 

 
52 Battle Preparations – Part 1 

 
 Rhino I 35 (up to 1:12) • MRSSS 101 • Aldebaran I 17 (up to 1:11) • DVD I.22 
(1:17:18) 

For the next ten minutes or so the music never stops. The entire battle sequence is 
enhanced through Rózsa’s music, even if it is not always clearly heard over the fighting 
noise. These ten minutes of uninterrupted music consist of nine separate cues. They are 
linked with the help of the by now familiar ‘overlap’ principle so often applied by Rózsa, 
which creates the non-stop feeling also reproduced on the Rhino and the MRSSS. 

The open-fifths trumpet calls announcing imminent battle are sounded over the 
brooding bass triplets played by the piano and cellos. The horns (supported by the second 
violins and the violas) intone the chromatic battle motif which will often recur during the 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

48 171 
Battle Preparations 

– Part 1 
1724-45 11-6 

05-29 
r06-24 

3 1:12 25 
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following battle sequence. When ‘Arrius descends’ (0:23) we can hear the rowers’ motif. 
As soon as Arrius is seen again (when he orders the guard to ‘unlock XLI’) his motif re-
appears (0:56). At the end there are two minor cuts in bars 22 through 24 (ex. 24). Inter-
estingly enough, no such cuts are indicated in the score itself. 

Example 24 

53 Battle Preparations – Part 2 

 Rhino I 35 (from 1:12) • MRSSS 39 • Aldebaran I 17 (1:11 up to 1:57) and III 13 (up 
to 0:44) • DVD I.22 (1:18:30) 

The rowers’ motif is superseded after twelve seconds by Judah’s theme, when the 
guard unlocks him. The moment Ben-Hur thinks back to his encounter with Jesus in 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

49 174 
Battle Preparations 

– Part 2 
1724-46 12-1 05-29 2 0:47 21 
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Nazareth, we can hear the ‘Christ’ theme, which here clearly serves as a leitmotif, as Jesus 
is only referred to as ‘a man’. The music makes it instantly clear what man is meant. This 
piece again has the two different ‘Christ’ themes which we already encountered in nos. 10, 
11, and 38-40. They have the same length and end on the same chord to make the over-
lap to the following cue possible (ex. 25). You can hear the alternative version on Alde-
baran III 13. 

Example 25 
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54 The Pirate Fleet 

 Rhino I 36 • MRSSS 40 • Aldebaran I 17 (1:57 up to 3:02) and III 13 (0:44 up to 
1:07) • DVD I.22 (1:19:16) 

The rowers’ music returns as the battle gets under way. When we see the pirate fleet, 
the battle motif in the horns and the trumpet calls come back. The woodwinds and harp 
accentuate the flight of the fire bombs with the ballistic curves of their glissandi. The score 
mentions these fire bombs in combination with the glissandi nine times in this and the 
following cues. The movie (and, of course, the Aldebaran I 17) has a small cut at 0:27 
(audible at 1:19:42 on the DVD); this cut is not made on the Rhino. The other Aldebaran 
recording (III 13) is rudely faded out at that point. To be precise, there is a terrible cross-
fade to the end of the battle (cf. no. 59, ‘Battle – Part 3’). 

 
55 Attack! 

 Rhino I 37 • MRSSS 41 • Aldebaran I 17 (3:02 up to 4:09) • DVD I.22 (1:20:21) 

The rowers are commanded to lift their oars, accompanied by the rowers’ motif. 
After the hortator cries, ‘Extend oars!’ the glissando motif for the fire bombs (‘Fire!’) returns 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

50 176 The Pirate Fleet 1724-47 12-2 05-29 4 1:06 28 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

51 180 Attack! 1724-48 12-2A 06-01 8 1:27 63 
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above the rhythmic brass chords, coinciding with the on-screen firing of the bombs. A 
short look at the rowers (‘Ben-Hur pulling’, says the score at 0:39) brings back their motif 
in the brass and low strings, before the battle music goes on. 

Rózsa’s method of incorporating ‘optional repeat’ bars has already been described. 
Usually these bars are marked in one way or other, but here no such indication can be 
seen. Consequently, bar 7 is heard on the Rhino (at 0:17), whereas it was cut from the film 
(cf. the DVD and the Aldebaran recording). The cut is barely recognizable, because bar 7 
is identical to bar 6, except for the glissando executed by the piccolo flutes and the harp in 
bar 6 (ex. 26). The same is true for measures 9 and 10, the latter of which was cut from 
the movie (but not from the Rhino); this happens again with measures 20 and 21. We will 
find more instances of this method in the battle music as we go along. The Aldebaran 
recording and the music-only DVD track show more cuts in bars 15 and 32 (the latter 
being completely omitted). Another bar (37) has been crossed out in the score and does 
not appear in any of the recordings. Then the movie omits an entire section of eight bars 
(39 through 46), and later two more (55 and 56). 

Example 26 

56 Ramming Speed 

 Rhino I 38 • MRSSS 42 • Aldebaran I 17 (4:09 up to 4:26) • DVD I.23 (1:21:28) 

From a musical point of view the ‘Battle Preparations – Part 1’ (no. 52) had started 
rather slowly, marked molto moderato. That piece takes up three pages in the manuscript 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

52 188 Ramming Speed 1724-49 12-2B 06-01 3 0:19 17 
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and runs for 76 seconds. But by now, the battle rages furiously, and the music keeps pace 
with the ever accelerating action. The score for ‘Ramming Speed’ is also spread over three 
pages – but this cue lasts only 18 seconds! It becomes increasingly difficult to follow the 
music on the page as there is so much going on in such short time. The climax of this 
development will be in ‘Battle – Part 3’ (no. 59), where there are just nine seconds of mu-
sic on the first two pages. 

Even for the musicians it must have been rather difficult to keep up with the tempo: 
it was decided to take out one measure (no. 15, again one of two identical bars). The 
movie soundtrack has another bar removed (no. 4, cf. ex. 27 to see that it is easily identi-
fiable as a repetition of the preceding bar on account of the simile marks). 

57 Battle – Part 1 

 Rhino I 39 (up to 0:41) • MRSSS 43 • Aldebaran I 17 (4:26 up to 5:07) • DVD I.23 
(1:21:45) 

And on the music hurries. During the first four bars we hear the rowers’ motif as 
Ben-Hur’s neighbor suddenly realizes that they are going to be rammed. The next bar is 
simply inscribed, ‘Pandemonium’. The impact itself is not mirrored in the music. The last 

Example 27 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

53 191 Battle – Part 1 1724-50 12-3 
06-02 
r06-24 

4 0:41 33 
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two notes (bar 32) have been cut from the film, as can be heard on the DVD and the Al-
debaran. 

 
58 Battle – Part 2 

 Rhino I 39 (0:41 up to 1:49) • MRSSS 44 • Aldebaran I 17 (5:07 up to 6:04) • DVD 
I.23 (1:22:25) 

When the pirates board Arrius’s ship, we hear a jagged rhythmical motif played by 
the brass section allegro feroce. At 0:12 we return below deck and the score says, ‘Water 
rushing’ (DVD 1:22:37). Five seconds later we read, ‘Ben-Hur strangling’ (the guard) and 
hear Judah’s theme in the brass. The moment the deck is set on fire is marked in the 
score (1:00 ‘Fire on deck’) and coincides with another instance of the ‘Ben-Hur’ theme, 
but for no apparent reason as Judah is not on screen. Maybe it’s a reminder that he’s still 
struggling below deck? 

The film leaves out bar 6 (consisting of simile marks only) and then bars 24 through 
27, easily detected at 1:22:42. Later on, mms. 54–58 and 74–77 are omitted (1:23:02 and 
1:23:12). A change that seems to have been made before any recording took place is the 
‘combination’ of bars 91 and 92, reducing the two whole notes in the bass to two half 
notes, analogous to bar 97, which gives an additional impetus to the music (ex. 28). 
 
59 Battle – Part 3 

 Rhino I 39 (from 1:49) • MRSSS 45 • Aldebaran I 17 (6:04 up to 7:18) and III 13 (1:07 
up to 1:15) • DVD I.23 (1:23:23) 

For the rowers’ panic the tempo is now vivo ed agitato, and Rózsa indicates that there 
should only be one beat per measure. Can you hear those brass chords? Each of them 
takes up a complete measure, which is why, as I said before, the first nine seconds of this 
cue take up two entire pages. I suppose this notation was intended to help the conductor 
and the orchestra find their bearings, as it is easier to read bars that have only one or two 
chords in them than bars crammed with eighth and sixteenth notes. 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

54 195 Battle – Part 2 1724-51 12-3A 
06-02 
r06-24 

9 1:07 98 

no. 
pag
e 

Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

56 209 Battle – Part 3 1724-52 12-4 
06-04 
r06-24 

11 1:16 126 
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The camera’s return to the battle on deck can be found in the score (0:15 ‘Battle 
scene’) and the sword thrusts are mimicked by those short staccato brass chords and the 
cymbal strokes (some of them quite in synch with the on-screen action). 

Eleven seconds later (0:26 ‘Galley slave escaping’) we hear that urging brass motif 
again while the slaves help each other to flee. At 0:38 Judah ‘Grabs post’, and at 0:48 he 
‘Starts to climb’. There really are ten seconds between these two actions, but the music 
cannot keep pace with Judah here: He grabs the post at 1:23:58, which is three seconds 
early. And it is exactly three seconds after the cut from Judah to Arrius fighting that the 
music intended for that moment can be heard (0:51 ‘Battle’). A little cut in mm. 90–91 

Example 28 
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tries to bring the music and the action back in synch – listen to the six brass chords on 
the Rhino (2:41 through 2:42) and note that there are only two in the movie (again, this is 
a very suitable moment in the score for a cut, as these chords are identical – to be precise, 
they come in three pairs, the first of which is heard in the film). But this cut can only 
make good for ca. 1.5 seconds, and the orchestra is a bit slower than intended, which ac-
counts for the fact that the cymbal clash introducing the ‘Ben-Hur’ theme appears three 
seconds after we see Judah rush – the score marks this cymbal clash very clearly (1:06 ‘Ben
-Hur rushing’). Maybe this asychronism is the reason why the second cymbal crash, which 
was to appear at 1:09 (‘Pushes torch’), has been left out entirely. It has been preserved on 
the MGM (‘Savina’) album, and its low-budget Lion look-alike, though. 

Bars 79-82 are missing on the Aldebaran I 17, as is the little cut in bars 90-91 men-
tioned above. Of course the second cymbal clash is absent, too. The other Aldebaran 
track (marked as an acetate source) enters at the torch-pushing moment in a crossfade 
from no. 54 (‘The Pirate Fleet’, q.v.). 

 

60 Trumpet Calls for Sea Battle 

 no recording available 

These are among the very first cues that were written in February 1959, along with the 
Salutes for Messala and Gratus, the different versions of the Victory Parade, Gratus’ Entry 
into Jerusalem, the Circus Parade and the Love Theme in a version for flute and harp. 

There are nine different calls for solo trumpet, none of which were recorded or ap-
peared in the film. They are given letters from A through I. The last but one is interesting 
as it contains part of the Ben-Hur theme as well as the beginning of the Prelude (ex. 29). 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

133 514 
Trumpet Calls 
for Sea Battle 

1724-7 — 02-09 4 — 118 

Example 29 
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61 Rescue 

 Rhino I 40 • MRSSS 46 • Aldebaran I 17 (from 7:18) and III 13 (from 1:15) • DVD 
I.24 (1:24:36) 

Now that the battle is over (at least for Arrius and Judah) the music slows to a mod-
erate tempo. We hear part of the ‘Ben-Hur’ theme in the low basses while Judah rescues 
Quintus. When he climbs onto the raft, the score says, ‘0:24 Ben-Hur exhausted’ (listen to 
the lovely English horn solo here). Eleven seconds later (0:35 ‘Ben-Hur loosens armour’) 
Arrius’s motif reappears, only to be replaced by the fleet motif (score: ‘0:48 B.H. on el-
bows’). When the Roman attempts suicide one of the battle motifs is heard again (0:59 
‘Arrius makes sudden move’). At 1:09 we read, ‘Burning galley’, which is the moment we 
also see that galley on the screen. We can hear the fanfares for the Roman fleet and the 
rowers’ motif. The remaining two cues in the score sheet speak for themselves: 1:13 ‘Ben-
Hur and Arrius’, and 1:23 ‘Ben-Hur hits’. At that moment the rowers’ motif comes up yet 
another time, first on horns/viole/celli, then on low basses. But you can hear it only once 
in the film, because bars 57–62 have been left out (a very awkward cut!), although they 
are intact on Aldebaran III 13.  M. 36 is also cut in the film and on the Rhino – so it 
probably wasn’t recorded. 

In all the recordings there are two bars missing, one of which is not marked for pos-
sible deletion in the written score, although it has been, rather unusually, numbered ‘43 
A’, as if it had been inserted at a later date (but it does not look like that). The other one 
(53) has the word ‘cut’ above it and is crossed out with several irregular pencil strokes. 
This looks like a last-minute change after the conductor’s score had already been finished. 

 
62 Roman Sails 

 Rhino I 41 • MRSSS 47 • Aldebaran I 18 • DVD I.25 (1:27:46) 

This cue starts with a fragmentary motif from the ‘Ben-Hur’ theme, which is re-
peated and developed for half a minute, before the rowers’ motif returns when Judah 
starts to wave. 
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63 The Rowers 

 Rhino I 42 • Aldebaran I 19 (up to 0:22) • DVD I.25 (1:30:17) 

Only six bars of the rowers’ motif in the low strings, accompanied by long trills in 
the violins and violas (playing unusually deep notes), remind Judah (and us) of his terrible 
experiences as a galley slave. The scene quickly cross-fades to the victory parade in Rome. 

 

64 Victory Parade (short version) 

 Rhino I 43 (up to 1:09 and from 1:43 up to 2:06 or 2:12) • MRSSS 48 (up to 1:22) • 
Aldebaran I 19 (from 0:22 up to 1:31 and from 2:04 up to 2:28) and III 14 (up to 1:21) • 
DVD I.26 (1:30:38) 

NOTE: As it would be rather confusing to describe the music heard, e.g. in the movie or on the 
Rhino, under the three different headings (nos. 63 through 65), the musical analysis proper will be pre-
sented after section 65. 
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After so much rather gloomy music accompanying the sea battle, there is a stark op-
tical as well as musical contrast when we are introduced to the splendor of Rome: It is 
bright daylight again, and Quintus Arrius and Judah are taking part in a victory parade, at 
the climax of which the consul is to receive a baton of victory from the Emperor himself. 
As with Gratus’s entry into Jerusalem, we actually see the musicians on screen (cf. the 
story of how painstakingly Rózsa had their instruments reconstructed, as he had for QUO 
VADIS). Naturally what we hear is modern instruments, but it is especially in his Roman 
marches that the composer made a point of using archaic-sounding open fifths and 
fourths. 

The Victory Parade is a musical cue that has attracted the particular attention of 
Rózsaphiles, especially because there has been some speculation as to this being the only 
piece of the original soundtrack to make it onto the first MGM album. As evidence, there 
is an audible cut in both film and disc versions, and the disc’s acoustic here differs from 
the rest of the recording. We will turn to this question in a moment. 

The original screenplay by Karl S. Tunberg shows that originally this would not have 
been a very dramatic scene. Arrius and Judah would have ridden (!) past the Palatine Pal-
ace, where the Emperor would have been watching from a distance only, while an aide 
would have given Tiberius the information that Judah supposedly tried to kill the gover-
nor. 
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But in February 1959, when Rózsa’s first musical ideas were converted from his 
sketches into a conductor’s score, that scene had already been revised, as we can glimpse 
from the few comments on the action that the score contains. The composer provided a 
short and a long version of the Victory Parade, but from what I can see these two ver-
sions could still be used on the same visuals that we know today. They were both written 
down on the same day, too. 

The short version would have ended a few seconds after Arrius’s chariot stops. The 
consul would then have climbed those steps without any musical accompaniment. How-
ever, this short version has a ‘Coda’ navigation marker in bar 38 along with a comment 
reading, ‘Coda to long version (1724, 2A)’ (ex. 30). The last few bars after the coda sym-
bol would have been a fortissimo restatement of the immediately preceding brass chords 
(not so very different from the first bars of the long version). This ending has not sur-
vived in any of the recordings (ex. 31). 

65 Victory Parade (long version) 

 Rhino I 43 (from 1:09 up to 1:42) • Aldebaran I 19 (from 1:31 up to 2:04) • DVD I.26 
(1:31:47) 

The long version takes up from that navigation marker and, consequently, features 
this comment: ‘Arrius climbing steps’. However, even this long version is definitely 
shorter than what we hear in the movie or on the Rhino. It ends with some brass chords 
whose rhythm echoes the beginning of the ‘Parade of the Charioteers’ (ex. 32). This end-
ing has not been preserved in any known recording. 

Example 30 
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66 Victory Finale 

 Rhino I 43 (from 2:06 or 2:12) • MRSSS 48 (from 1:22) • Aldebaran I 19 (from 2:28) 
and III 14 (from 1:21) • DVD I.25 (1:32:44 and 1:34:01) 

Rózsa composed music for the rest of the scene after Quintus Arrius has talked to 
the Emperor. Only the latter part of this music has made it onto the recordings we have 

Example 32 

Example 31 
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129 491 Victory Finale 1724-3 — 02-06 2 — 19 
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today. The (unheard) first eight bars of brass chords are made up of the Parade’s familiar 
brass motif, very sparingly harmonized with open fifths and fourths only (ex. 33). Possi-
bly these bars were recorded, because, just for a fraction of a second, you can hear the 

Example 32 
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echo of the preceding chord when the Finale music starts on the Rhino or the DVD mu-
sic only track. 

In bar 12 it says, ‘Chariot moves’. When the final chords are sounded, we read the 
word, ‘Eagle’ above m. 17. This might be explained by the Tunberg script, which contains 
a slightly different version of Arrius’s audience with Tiberius: 
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Example 33 
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The recordings of  the Victory Parade 

(a) The movie soundtrack (DVD) 
This is a concoction of all three cues (nos. 63–65). It lacks the first two introductory 

bars of the short version (ex. 34) and contains more cuts than the ‘famous’ (or rather, 
infamous) one at Rhino I 43, 1:41. Some quasi-repetitions are left out (mm. 16 and 17, as 
well as mm. 20 and 21, which are, structurally speaking, the same echoes as those in mm. 
16 and 17), but these deletions are not marked as such in the written material. 

Then at the coda symbol the music jumps to the long version, as indicated in the 
score. The music seems to have been recorded in one go, with no cutting evident here. 
Instead of finishing this piece, there is the cut (on the fourth beat in bar 15 of the long 
version) to—the very beginning of the short version (minus the two introductory meas-
ures mentioned earlier)! But this time around, mm. 14 through 24 are jumped over, and 
we hear mm. 25–27, when there is another (seamless) transition to—the closing bars of 
the Finale (m. 15). To make matters even more complicated, instead of supposing that we 
hear mm. 25-27 again, there might have been an alternative take of the Finale (cf. my 
comments on the MGM recording below). 

When Arrius’s interview with Tiberius has ended, we hear the second half of the 
Finale (starting on the fourth beat of m. 8). Curiously enough, the orchestra plays mm. 9, 
10, 9, 11, 12 etc., but this extra repetition of m. 9 cannot be found in the written score. 
Can you hear a faint ‘pre-echo’ when this short cue starts? It sounds as if the preceding 8 
measures were recorded after all, but that the music editor chose to cut them out. 

By the way, the syncopated piatti strokes (usually on the second and the fourth beat 
of those measures where the brass play only on 1 and 3; e.g., exactly at 0:10, 0:19, 0:20, 
and 0:21 on the Rhino track) that make this piece so exciting are completely missing from 
the written material, as opposed to those at the beginning (i.e., the first beat) of the other 
measures. However, they appear on every recording. This seems to have been a last-
minute change that simply was not penciled in. 

Example 34 
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(b) Rhino 
There is no difference from the version on the DVD, but can you hear that the re-

cording engineers somehow managed to make the cut sound less awkward? Could that 
mean that Turner is in the possession of the intact recording(s) of the Victory Parade and 
that they just decided to execute that cut again because that’s what we hear in the movie? 

For those who want to check for all those cuts here’s a list: 
0:00 Missing two introductory bars 
0:29 mm. 16/17 missing 
0:33 mm. 20/21 missing 
1:09 cut to long version (coda symbol) 
1:42 cut back to beginning of short version 
2:06 cut to m. 25 [or, cut to Finale, m. 12 with an additional measure inserted be-

tween mm. 14 and 15] 
2:12 [cut to] Finale, m. 15 
2:22 start of second cue (Arrius walks back) 
2:28 repetition of m. 9 in the Finale 

(c) MRSSS 
This recording does have the first two bars of the short version intact, as well as 

mm. 16/17 and 20/21. It even goes one measure beyond the coda symbol, but then 
abruptly switches to m. 15 of the Finale, without that cut being audible, though. Could 
that have been one single recording? 

(d) Aldebaran 
I 19 is identical to the DVD and the Rhino, with the cut even more badly executed 

than in the movie itself, which just goes to show that pirated editions can rarely hold their 
own when compared to the regular editions. III 14 is the Syracuse recording of the 
MRSSS, but the sound is incredibly worse and the beginning has been faded in. 

(e) The first MGM album (S1E1, ‘Savina’) 
Here are the two introductory bars again, as well as mm. 16/17 and 20/21. This 

makes it similar to the MRSSS, but the sound quality is much better here. But if you’re 
looking for that (in)famous cut—it is not there! Where the movie and the Rhino cut back 
to the beginning of the short version on the fourth beat of m. 15 in the long version, that 
beat has been preserved. However, whereas the MRSSS tape recording gives us the next 
measure as well, the album cuts to the Finale at once—but not, as in the MRSSS, to m. 
15, but to m. 12. Interestingly enough, there is an additional measure after m. 14 which is 
identical to m. 27 of the short version. This leads me to believe that there might have 
been two recordings of the Finale, which would also explain the seamless transition heard 
on the DVD. Thus the MGM LP version is half a minute shorter than the Rhino.  
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(f) The Lion album 
Apart from the exaggerated reverb, the low-budget Lion LP recording of the Victory 

Parade is identical to that from the MGM album. As all the other tracks on these two LPs 
differ, it should be safe to assume that they really took the original tapes for this cue. 

(g) The Padberg recording 
In 1985 Christopher Palmer produced the all-Rózsa album ‘Hollywood Spectacu-

lar’ (originally released on LP as Antares MR-01, reissued on CD as Bay Cities BCD 
3028), for which he reconstructed the Victory Parade. On this LP/CD, the cue starts with 
two introductory percussion measures, which are not part of the condensed score. After 
that the music faithfully reproduces the short version up to m. 38 (coda symbol), where it 
segues to the long version, m.1. Like the Rhino recording there is that jump back to the 
beginning of the short version in m. 15. After m. 27 of the short version we hear the last 
five bars of the Finale (starting in m. 15). This version resembles the Rhino (and the film) 
version but has all the measures deleted in the film intact. Christopher Palmer obviously 
aimed at getting to an ideal text. 
 
67 Fertility Dance 

 Rhino II 1 • Aldebaran I 20 • DVD I.27 (1:35:04) 

The score indicates that this cue runs 1 minute 46 seconds. However, it has been 
reduced to 59 seconds on the Rhino, the DVD, and the Aldebaran. As Rózsa recalls in 
Double Life, this scene was shot in several versions (topless vs. covered dancers), so maybe 
there originally was more footage, which was deleted later. The drums were played live by 
the African band, and the recording of this was later used to be the rhythmical basis of 
the composer’s music. That is why the score does not mention drums at all and only has 
the parts of the four flutes, two marimbas, three harps, one piano (practically inaudible on 
the recording), and jingles and shakers. Rózsa obviously deleted several passages from 
this cue before recording, including the entire ‘B’ section of this piece, whose original 
structure was A-B-A. For the record, these cuts are mm. 33–40, 49–88, 93–104, and 119; 
i.e., a total of 61 measures. On the other hand, mm. 124 and 125 (right before the final 
stroke) are repeated. None of these changes are apparent on paper. 

However, the deleted ‘B’ section is not lost: it reappears in Rózsa’s rerecording of 
the Fertility Dance with the Frankenland State Orchestra for his ‘More Music from BEN-
HUR’ album, preserved on the Sony A2K 47020 double CD where the melody is also 
played by the oboe(s) as well as the flutes. That track (II.2) runs 1:26, which means there 
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are still some cuts, but they are not substantial as they only concern repetitive musical 
material. By the way, the Aldebaran pretends to have an alternative recording as well, but 
it’s a misnomer for what turns out to be ‘Arrius’ Party’. 

In the movie, the music is faded in during the 3rd measure, leading to the flutes. 
There are some hints at the on-screen action: ‘Drums’ (m. 18), ‘Dancers’ (m. 20), 

‘Flavia and Ben-Hur’ (m. 39), and ‘This is for you’ (m. 75). Now whether or not that latter 
piece of dialogue might have been said by Arrius when giving Judah his ring, is impossible 
to say. The Tunberg script does not contain any such sentence – the wording there is ex-
actly what we know from the finished movie. I don’t think such a ring-giving scene would 
have made much sense during the orgiastic Fertility Dance anyway. 

 
68 Arrius’ Party 

 Rhino II 2 (up to 1:03) • MRSSS 49 (up to 1:11) and 50 • Aldebaran I 21 (up to 0:36) 
and III 15 (mislabeled ‘Fertility Dance [shortened version]’ – up to 0:48) • DVD I.28 (1:36:03 
and 1:38:30) 

The music in the film and on the Rhino skips the two introductory measures, which 
only contain the ‘background’ parts and thus establish the tempo and the rhythm of this 
piece, and starts in m. 3 with the melody played by the flutes and oboes. After some sec-
onds Arrius interrupts his musicians. That moment can indeed be found in the conduc-
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tor’s score, too, at the end of m. 10. There is a comment saying, ‘End of part 2’, which 
refers to the reel/part numbering, i.e., this is where part 2 of reel 14 ended. Also, you find 
the word ‘Fine’ (the Italian word for ‘end’) in that place (ex. 35). Of course the individual 
‘fade-out’ executed by the studio musicians is not as such notated in the score. This inter-
ruption is audible on the Rhino, after which the piece starts anew (again with the first two 
measures missing). 

The score indicates a repetition of mm. 9-14 (Rhino 0:25 up to 0:35), but it is not 
played on the Rhino. It is there, however, in the first of the two MRSSS recordings, which 
also has those two introductory measures intact. That recording is notably slower than the 
film version, which we hear in MRSSS 50. The Sony CD contains a rerecording with the 
Frankenland State Orchestra, which has everything as notated on paper, plus the ‘right’ 
tempo (II 3) – except for the last two bars, which have been substituted with a shorter 
transition to cue 69. 

The movie has a little cut which deletes mm. 9–11 and another one leaving out mm. 
23–26. 

Strangely, the score stops at m. 31 (1:03 on the Rhino) and says, ‘Segue to 12 A’, 
which is the next piece, entitled – ‘Arrius’ Party (Continued)’. This could be an indication 

Example 35 
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that the interruption was originally meant to come later than it actually does, and that cue 
69 was where the music would recommence after it had stopped.  Something must have 
changed in the way the scene was filmed to require less music before the “band” stopped 
and more music after it resumed – thus all the changes, possibly made on the recording 
stage.) 

 
69 Arrius’ Party (continued) 

 Rhino II 2 (from 1:03) • MRSSS 49 (from 1:11) and 50 • Aldebaran I 21 (from 0:36) 
and III 15 (mislabeled ‘Fertility Dance [shortened version]’ – from 0:48) • DVD I.28 
(1:39:06) 

As said before, the music continues from the preceding cue without any interruption 
or cut. However, it leaves out mm. 7–12, which is (as is so often the case) repetitive mate-
rial. This goes for the Rhino and the two MRSSS recordings. The movie goes even fur-
ther by deleting mm. 7–15. On the Sony track you can hear the complete version, with 
measure 18 repeated (just before the end). 

Oddly, the measure count starts from 1 again, and so does the timing. But at the end 
of this cue the timing suddenly reads, ‘1:39’, and that is definitely the duration of the two 
cues (no. 67 and 68) taken together. To add to the confusion, the measure count is defi-
nitely wrong as it labels mm. 13–18, ‘19–24’ but after that goes on with m. 19 on the next 
page. 

 
70 Nostalgia 

 Rhino II 3 • Aldebaran I 21 (from 0:36 up to 1:13) • DVD I.28 (1:39:24) 

Rhino calls this an ‘extended version’, and, in comparison with the movie, it is. We 
can hear the ‘Ben-Hur’ theme before the music segues to the Love theme in m. 8, which 
is also the moment the music is faded in on the DVD. But in the score that moment is 
labeled, ‘Looks at left hand’, in other words, at Esther’s slave ring. Now this makes much 
more sense than in the finished movie. It seems that a portion deleted from the beginning 
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of this scene would have shown Judah alone (‘Ben-Hur’ theme), thinking of the days be-
fore that fateful accident – after all, this cue is named, ‘Nostalgia’. Then he would have 
looked at the ring, just as he does again just before he meets Balthazar, where we also 
hear the Love theme. 

This cue was written two months later than the following ‘Farewell to Rome’ (note 
the reg. no.), but the scene it was intended to accompany was obviously cut out from the 
finished movie. At the end of the page we read, ‘Overlap Farewell to Home’ [sic]. 

When Rózsa rerecorded his ‘More music from BEN-HUR’ he obviously intended to 
set some things straight again or even embellish them for the album. As you can hear on 
the Sony double album (track II 4), the ‘Ben-Hur’ theme is now played by a solo English 
horn (and oboe in the second phrase), while the countermelody in the lower strings is a 
little more developed. Then the last four notes of Judah’s music (just before the entry of 
the Love theme) have been doubled in length as a retarding element. Note that the 
counter-melody is here given to the bassoon instead of the original cello.  It is, of course, 
so typical of Miklós Rózsa to adapt cues for record albums, making them more musically 
satisfying. 

 
71 Farewell to Rome 

 Rhino II 4 • MRSSS 51 • Aldebaran I 21 (from 1:13 up to 2:42) • DVD I.28 (1:39:42) 

The movie has an overlap of nos. 69 and 70, which is why you can’t hear the first 
half of the first measure. Also, there are some poorly executed and unmusical minor cuts, 
such as the one at the end of m. 6, shortening the long cello note a bit; at the beginning 
of m. 12, omitting the little two-note motif before the long note; or in m. 15, eliminating 
the first half of that bar. The Rhino has the full version (without overlapping from cue 
no. 70) and therefore calls it ‘extended’. But even the Rhino does not have the repeat m. 
26, which is omitted at 1:18. Above m. 20 we read, ‘Silence’, but there isn’t silence in the 
finished movie… Just another mystery? 

The Nuremberg recording sports an added solo violin (but eliminates the synco-
pated pulse of tutti violins) plus two additional measures after m. 20 (=1:02 on the Rhino), 
contains the deleted measure no. 26 (without the ritardando), and prolongs the end by re-
peating the ‘Anno Domini’ motif. Exs. 36 and 36a can give you an impression of how 
the composer used the existing score and edited it for the album recording. Rózsa’s addi-
tions (most notably the solo violin) have been penciled in. These embellishments are 
really quite lovely, and one can only imagine the pleasure the composer took in giving 
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freer rein to his fancy when making the rerecording. In his first letter to Jeffrey Dane, 
dated Jan. 11th, 1968, Rózsa wrote, ‘The violin solo in the “Farewell to Rome” from Ben-
Hur has been added for the recording, as I usually adapt my film scores for listening pur-
poses.’ [Jeffrey Dane, A Composer’s Notes. Remembering Miklós Rózsa. New York 2006, p. 40] 

Ex. 36a has been taken from Syracuse’s collection of 179 pages from Rózsa’s sheet 
music for the LP recording, called ‘BEN-HUR record album version’. It documents the 
composer’s edits and adaptations for the two LPs (BEN-HUR vol. 1 and vol. 2). It is evi-
dent that he started editing his music for the album version while still at work on the pic-
ture itself: the dates on the different cues run from July to November, 1959 (not all the 
cues are dated, however). Wherever possible, Rózsa used the original conductor’s score 
and penciled in the changes; a few pages had to be re-written completely (e.g., the begin-
ning of the Prelude or the extended version of the Love Theme in the Prelude). Unfortu-
nately a few cues are missing from this collection. It would be interesting to analyze 
Rózsa’s method of adapting his film music for listening purposes (which ranges from 
adding a flute here and a crescendo there to actually re-writing part of the music for formal 
purposes) — but that is another story entirely. 

 

Example 36 
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72 A Barren Coast 

 Rhino II 7 • MRSSS 52 • Aldebaran III 16 (up to 0:24) 

This cue does not appear in the movie, but it does on the Rhino (out of sequence, 
since it should precede “Judea” rather than follow it) and the MRSSS. It plays around 
with the counter-melody of the ‘Anno Domini’ theme. At 0:14 we read, ‘Judea’. The Tun-
berg screenplay reveals what scene this music was intended to underscore, and that it is 
Ben-Hur who is telling the other man about his home country. The dialog also explains 
the title of this little cue. 

Example 36a 
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73 Judea 

 no recording available 

One week after ‘A Barren Coast’ was transcribed from Rózsa’s sketches, ‘Judea’ ap-
peared in the conductor’s score. Only eight days later ‘Judea (new)’ was added. In the end, 
neither of the two versions made it onto the sound stage. What we hear in the movie is 
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‘Judea No. 2 (new)’, which is one of the 14 cues that were added to the score at the begin-
ning of October 1959 and recorded shortly afterwards. Many of those 14 cues are labeled, 
‘new’ or ‘final version’. They were written a full two months after the bulk of the music 
had been finished, obviously in order to allow for some last-minute changes for the final 
cut; after all, the movie premiered only one month later, on 18 November 1959. 

Of the first ‘Judea’ no recording has survived. It might not even have been recorded, 
seeing that the revised version came only eight days later. Like the other two versions, this 
one starts with the familiar ‘Judea’ motif, but it takes up a full minute before segueing to a 
variant of the ‘Ben-Hur’ theme (1:02 ‘C.U. Ben-Hur’). After a fleeting moment of the 
‘Anno Domini’ motif we would have heard Balthazar’s music, arranged for woodwinds, 
very similar to its appearance in ‘Judea (new)’, albeit a full step higher (F rather than E 
flat). But before this theme would have had time to enfold, it would have been super-
seded by an adagio solemne variant of the ‘Christ’ theme (2:00 ‘Raises Gourd’), complete 
with its counter-melody. This would have been another of those moments when the 
gourd of water establishes Judah’s link to Jesus and the ‘Christ’ theme reminds us of this 
connection without having to show Jesus on the screen. As the ‘Christ’ theme lasts 37 
seconds, this must have been a rather long moment, in which Ben-Hur would very proba-
bly have reminisced about the stranger who gave him water and ‘a heart to live’ on that 
fateful day when he passed Nazareth on his way to the galleys. 

 
74 Judea (new) 

 Rhino II 5 • MRSSS 53 • Aldebaran III 16 (from 0:24) 

Only a week after ‘Judea’ was finished, Rózsa turned out a new version, which had 
become necessary after the footage must have been reedited. The cue still starts with the 
‘Judea’ motif, but this time it gives way to Balthazar’s theme after only 32 seconds. At 
1:02 we read, ‘C.U. Ben-Hur’, which is the moment we hear his theme. When the Love 
theme comes in at 1:36, Judah ‘Looks at hand’ and thinks of Esther. At 1:54 the score has 
that ‘Anno Domini’-like two-note motif before the entry of the long tremolo string chord, 
whereas all the recordings begin with the long chord, followed by the short two-note mo-
tif and then going back to that long chord. The score says, ‘Balthasar’ [sic] here. On paper 
this moment is supposed to last four seconds; then there is a fermata lunga (long rest) of 20 
seconds when ‘Ben-Hur opens eyes’. At 2:18 the ‘Christ’ theme sets in when Balthazar 
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says, ‘You might be…’. In the recording the break is much shorter, and correspondingly 
the string chord is held longer; but the ‘Christ’ theme still enters at 2:18. 

It is not possible to match this cue to the DVD.   
 

75 Judea No. 2 (new) 

 Rhino II 6 • Aldebaran I 21 (from 2:43) • DVD I.29 (1:41:12) 

As late as one month before the premiere the material was reedited and considerably 
shortened, so new music had to be written. The Rhino and Aldebaran recordings are 
identical to what we hear in the movie. One measure (no. 5) was cut (just before the entry 
of the English horn melody), and the tom-tom sets in one measure later than actually no-
tated (ex. 37). (Frank DeWald: A very interesting touch, that tom-tom. It enters just as the 
scene segues from the ship to the Bedouin tribe – a very subtle touch of oriental color 
without abandoning the Judaic tone of the melody and harmony.) 
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76 Balthasar 

 Rhino II 8 • Aldebaran II 1 • DVD I.29 (1:41:37) 

Another of those late October jobs, this one (along with ‘Balthazar’s World’) was 
even written by a different copyist, which is very much evident from the handwriting (and 
from the spelling of Balthasar’s name). They must have been very much pressed for time 
at that point. 

Both the movie and the Rhino have a nearly inaudible cut (Rhino 0:29/30) when the 
‘Ben-Hur’ theme appears (DVD 1:42:07), thus omitting three measures from the score 
(16–18) which would have brought Balthasar’s music to its proper end (ex. 38). Strangely 
enough, the score says, ‘0:30 C.U. Balthazar’, which can only be explained by assuming 

Example 37 
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38 

that the copyist made a mistake. He may have wanted to write, ‘Ben-Hur’ but was think-
ing of the title of this cue – it could have been a result of the desperate effort to finish the 
music in as short a time as possible, or it could be due to the inexperience of that person. 
At 0:39 the score reads, ‘Looks at ring’, which coincides with DVD 1:42:16, and we hear 
the Love theme. Then ‘Balthazar appears’ along with his theme at 0:57, and the ‘Christ’ 
theme sets in when the old man addresses Judah (1:06 ‘Forgive me’). 

 

Example 38 
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77 Balthasar’s World 

 Rhino II 9 • Aldebaran II 2 • DVD I.31 (1:51:46) 

Karl S. Tunberg’s original screenplay included Judah’s meeting with Balthasar and 
Sheik Ilderim at the oasis, but then had Judah’s homecoming following immediately. It is 
only after Esther has told him that his mother and sister are dead (i.e., at the moment of 
the intermission) that Ben-Hur returns to the Sheik’s tent and a version of the conversa-
tion between Judah, Ilderim and Balthasar takes place. The final version is a dramatic im-
provement, as it allows time for the seeds planted in Ilderim’s tent to germinate in the 
hero’s mind. After nearly eight minutes without music the English horn introduces a 
variation on Messala’s theme. The score shows that there are four measures before that in 
which we would have heard the familiar version of the evil Roman’s music, played forte by 
the cellos and basses with that dissonant horn chord superimposed. Listen to the Rhino 
track for the complete music. 

The cue’s commentary runs, ‘Led me’ at 0:33, which is naturally taken from 
Balthasar’s lines. This coincides with the entry of Balthasar’s theme. Then we read, ‘He is 
near’ at 0:52 and hear the ‘Christ’ theme. The old man’s music returns at 1:33 (‘Balthazar 
stands’). 

 
* * * * * 

 
The next installment will start with Ben-Hur’s return to Jerusalem. The never-

recorded music for the dungeon scenes, the different versions of the lepers’ theme, and 
the three versions of the Intermission music will be discussed. Find out about the two 
Entr’actes and the circus music—all in the next issue of PMS. 
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Recent Recordings 
 

Frank K. DeWald 
 
Following cutbacks from the major labels there have been many assertions that the classi-
cal music recording industry is dying. Yet many smaller, independent labels are more than 
taking up the slack and keeping the collector’s shelves filled with unprecedented reper-
toire choices. Rózsaphiles in particular can take heart from recent activity involving their 
favorite composer, with two major orchestral discs, an important chamber music release, 
and plans of much more to come. Encouraging, too, is the fact that both orchestral discs 
feature challenging late works, rather than the more listener-friendly pieces from the 
1930s that were Rózsa’s strongest calling card during the LP era. 
 From Germany comes cpo 999 839-2, featuring the Sinfonia concertante, Notturno 
ungherese, and the Tripartita. The orchestra is the Philharmonia Hungarica, an ensemble 
formed in the late 1950s by expatriate Hungarian musicians living in Germany which, 
sadly, disbanded shortly after these recordings were made. The conductor is Werner An-
dreas Albert; the featured soloists in Opus 29 are András Agoston, violin, and László 
Fenjö, cello. Since cpo has produced “complete” series of non-mainstream repertoire 
(including the complete orchestral works of Korngold and Hindemith, plus many out-
standing discs dedicated to Benjamin Frankel), Rózsa’s debut on this label is tantalizingly 
auspicious. 
 Tripartita was Rózsa’s last purely orchestral work, and it has, in my opinion, suf-
fered from unfair neglect. The composer himself never conducted the work, no study 
score was ever published, and this is only its second recording. The first, made in July 
1990 by David Amos leading the London Symphony Orchestra, enjoyed a relatively short 
life on the Harmonia Mundi label (HMU 906010) but has since been reissued on Kleos 
Classics (KL 5103—still listed as available on the Kleos website); the Koch International 
Classics “complete” orchestral series was suspended before James Sedares and his New 
Zealanders got to this score. All this is unfortunate because it is a fine work—a modern 
symphony in all but name—which deserves to be better known. In Tripartita, Rózsa 
grafted new orchestral colors and harmonic explorations onto his trademark contrapuntal 
and rhythmic virtuosity. In his (not always idiomatically translated) liner notes for cpo, 
Ekhardt van den Hoogen seems at pains to make the point that Rózsa’s concert music did 
not develop over time, whereas Christopher Palmer, in his notes to the LSO disc, argued 
just the opposite: “The composer is still recognizably the same, but he has gained im-
measurably in depth, maturity and expressive power.” I think Palmer was right, and each 
new hearing of this work brings new discoveries to the attentive listener. 
 Albert’s version is excellent, somewhat more expansive and deep than Amos’s. It 
reaches particular heights of passion in the slow movement, where certain moments recall 
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the dark patina of the late film scores (such as TIME AFTER TIME), a bit of the burning 
desert from BEN-HUR (at 6:00 on this disc), and even a hint of Bartók’s Bluebeard (at 6:58). 
In the “Finale,” Albert’s expansive tempi add more than a minute and a half to the LSO 
version, but there is no lack of visceral excitement even though the music “breathes” 
more easily. Either version gives more than an adequate view of the work; taken together 
they provide multiple perspectives on this multifaceted late masterpiece. 
 Notturno ungherese was commissioned and premiered by the Philadelphia Orches-
tra. Rózsa relates in his memoirs how the financier of the project requested any sort of 
piece, as long as it was quiet. “But I can’t remain quiet for eight minutes,” he says, and so 
the piece begins softly yet builds to a magnificent climax before fading away. If the Cello 
Concerto is closer to Bartók than anything else Rózsa composed, Notturno ungherese might 
well be a tribute to Kódaly, evoking as it does memories of the Hungarian countryside, 
untroubled and calm as a summer night. Albert’s performance is well-paced and balanced, 
rising and falling in a perfect arc. I brought out Rózsa’s own 1965 performance with the 
RCA Italiana Orchestra for comparison, and was surprised to find that the older version 
has even greater impact; the orchestral sound is warmer and more present. This nearly 40-
year-old classic disc puts paid to that idea that recorded sound continually improves and 
that newer recordings will always sound better than older ones. 
 The third work on Albert’s cpo disc is the Sinfonia concertante, Op. 29. This work is 
also included on the other new orchestral release, with soloists Philippe Graffin (violin) 
and Raphael Wallfish (cello) partnered by the BBC Concert Orchestra conducted by Barry 
Wordsworth (ASV GLD 4018). Both performances are good, with Albert taking a some-
what more expansive view, an observation borne out by his longer timings. Wordsworth 
enjoys a slightly better recording; the Philharmonia Hungarica is tonally pleasing but con-
gested in the tutti and a bit boomy in the bass. Albert’s soloists are also somewhat re-
cessed, which is more a disadvantage for the cellist than the violinist. 
 All four soloists are technically adept and play as true partners. Graffin and Wall-
fisch are occasionally more expressive but that impression may be due in part to Words-
worth’s better control of tempo relationships and shaping of climaxes. Albert misses a 
few details; for example, he ignores the cesura between measures 202 and 203 of the first 
movement (at 4:52) and doesn’t seem to notice (or care) that the harp and celeste are 
missing from the final chord of the second variation in movement II. Wordsworth differ-
entiates more between the changing moods of the variations and finds more color in 
Rózsa’s expert orchestration throughout the piece. 
 The companion work on the ASV disc is the Cello Concerto, Op. 32. This is its 
fifth recording, making it the most-recorded of Rózsa’s five concerti—a somewhat sur-
prising fact given the relatively forbidding nature of the work. It is a dark and dissonant 
piece. Previous recordings have tended to rely on rhythmic energy and visceral excitement 
(especially in the outer movements) to balance the restless, acidic harmony and the tor-
tured melodic lines. In this performance, soloist Wallfisch and conductor Wordsworth 
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take a more expansive and lyrical view. All three movements are considerably slower than 
Rózsa’s metronome markings would indicate. Compare the timings of the ASV disc with 
those of the performance recorded by János Starker, the work’s dedicatee: 

This is not to imply that the performance is slack or unenergetic, but the musical perspec-
tive is different, it finds poetic and romantic depths not always evident in other re-
cordings. This is especially true in the central “Lento con grande espressione,” which has 
never seemed quite so simply beautiful to me. 
 The quality of recorded sound is satisfactory, if not ideal. Counterpoint is not 
always balanced (perhaps the fault of the conductor as much the engineers), and the cello 
is a bit farther back in the mix than, say, the very present sound of Lynn Harrell’s instru-
ment on the Telarc disc. That latter performance still strikes me as the best to date. I hope 
that some day Telarc will issue it on SACD in multi-channel DSD sound; perhaps that 
will reproduce Rózsa’s glittering orchestration and scintillating counterpoint better than 
any previous technology. 

 
* 
 

 Rózsa’s chamber music is represented in these new discs by a CD from Crystal 
Records featuring Larry Combs performing twentieth-century works for clarinet. It is a 
reissue of an earlier recording made in the mid-1980s (comprising Rózsa’s Sonatina for 
Clarinet Solo, Op. 27, and works by George Rochberg and Gunther Schuller) to which 
has been added a new recording of the Sonata for Clarinet Solo, Op. 41. The new disc 
uses the same catalog number as the earlier LP and cassette issues (731). Combs, who has 
been the principal clarinetist for the Chicago Symphony Orchestra since 1978, relates in 
his liner notes how Rózsa, pleased enough with the Sonatina performance to send Combs 
a letter of appreciation, followed that up with a copy of his then newly written Sonata. 
“For many years I was the only person with a copy of the piece and am happy to have 
given its premiere performance and this, its premiere recording.” Experienced Rózsa-
philes will know that Combs is mistaken about his performance and recording being the 
first, a fact which he graciously acknowledged in an e-mail to me (“I was guilty of insuffi-
cient research in the performance history of the piece”). He also confirmed that he plays 
the piece from a manuscript copy rather than the published score, something I had sus-

Movement Wallfisch Starker 

I 13:13 11:18 

II 9:55 7:36 

III 8:59 7:40 
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pected since his recording differs from the Broude Brothers edition in no less than seven 
places. Rózsa often edited his music between its first performances and eventual publica-
tion, and obviously that is the case here. For the record, here is where and how the manu-
script version Combs uses differs from the published version (the timings refer to the 
Crystal CD): 
 
 Mvt. I - Combs’s MS ending (from 5:01 on) is different and slightly longer. 
 Mvt. II @ 3:30—MS version has two extra measures here. 
 Mvt. II @ 5:27—MS version is different from here to the end of the movement. 
 Mvt. III @ :21—MS version about 1 measure longer. 
 Mvt. III @ 1:20—MS version 2 measures longer. 
 Mvt III @ 2:06—MS version is different and a measure and a half longer. 
 Mvt. III from 3:10 to 3:24—MS version is considerably different and actually a bit 

shorter (12 measures instead of 16). 
 
Combs says he hopes his “lapse in scholarship” won’t deter any Rózsa fans from enjoying 
his recording, but he need have no fears on that account. His performances of both 
works are exemplary; it is not hard to understand why Rózsa was so pleased with the So-
natina recording. Rhythmically alert and sensitively nuanced, Combs’s playing is beyond 
reproach and well caught by Crystal’s engineers. His tone is especially lovely in the haunt-
ing slow movement of the Sonata. 
 These new discs should bring increased exposure for the composer—especially 
the ASV disc, which is featured on the cover of the September/October 2006 edition of 
Fanfare and the subject of a major article in “the magazine for serious record collectors.” 
All three are, of course, self-recommending to Rózsaphiles. If pressed to recommend just 
one as an introduction to the composer, I would lean toward the Albert for its particular 
combination of works: the Tripartita is an exciting entrée to Rózsa’s sound world and who 
could resist the passionate glow of the Notturno ungherese? But then, I wouldn’t want any-
one to miss the musical felicities to be found on the ASV disc, or the essential core of the 
composer’s soul distilled in the lines of Larry Combs’s clarinet. Thankfully, I have been 
able to enjoy them all! 
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Intrada’s Excalibur Collection continues with 
SPELLBOUND, recorded in Bratislava. (See 
Alan Hamer’s account on the MRS website.) 
The Excalibur Collection has previously given 
us distinguished recordings of IVANHOE and 
JULIUS CÆSAR, as well as Herrmann’s JASON 
AND THE ARGONAUTS. 

 

Publications 

Jeffrey Dane has published A Composer’s 
Notes: Remembering Miklós Rózsa (Universe 
Books, 2007) 289 pages. Also available as an 
e-book download from www.iuniverse.com/
bookstore. The volume celebrates Dane’s 
friendship with the composer and reproduces 
numerous letters they exchanged over the 
years, some of them in facsimile. 

Jack Sullivan’s Hitchcock’s Music (Yale Uni-
versity Press, 2007) contains a chapter on 

SPELLBOUND, based on original archival re-
search from the Selznick papers at the Univer-
sity of Texas. 

Breitkopf & Härtel’s Up to Date magazine 
(January 2007) includes a centennial tribute by 
Julianne Bally entitled “Musik als Feier des 
Lebens” (Music as a celebration of life—a 
seeming allusion to Double Life, where Rózsa 
alluded to “pleasure in life” as a goal of his 
art).  Ms. Bally is writing a dissertation on 
Rózsa at the University of Leipzig. 

The Bird Library at Syracuse University is 
holding a joint exhibition in honor of the cen-
tennials of Franz Waxman (2006) and Miklós 
Rózsa (2007). The library is also cataloging 
the Rózsa Collection, which will greatly facili-
tate scholarly access.  
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