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R·zsa News and Notes 
March 2009 

S TARTING WITH PMS 64, the flow of 

Rózsa news has exceeded the capacity of 
these pages to catalog it. Completists and re-
searchers need to consult the Rózsa Society 
Web site (www.miklosrozsa.org) especially 
under Concerts (for lists of past and future 
performances) and Discography (for data about 
all significant recordings of concert and film 
music). 

Developments at the site have been spec-
tacular. Doug Raynes has created a massive 
discography of the film music in the compact 
disc era (from 1985). It contains 115 items, 
identifying every individual track and even dis-
playing front and back cover images. In a sepa-
rate document he has also cataloged the very 
substantial number of Rózsa films available on 
DVD. Frank DeWald has developed a similar 
concert music discography. This one also in-
cludes the LPs and the sole cassette and DVD 
issues: 98 items in all. Unlike past discographies 
(see PMS 28, 45, 46, and 48 for important doc-
umentation of the LP era), both documents are 
being kept up to date on the site. 

For the maintenance and spectacular ex-
pansion of the site itself we give thanks to our 
initial Webmaster, Matthew Gear of Australia, 
and now to Hank Verryt of The Netherlands, 
who has injected tremendous creative energy 
this year. We have also inaugurated a Web ar-
chive of Pro Musica Sana. At this writing, the 
following issues are open for public view: 1ð4, 
9, 10, 13. Within a year we expect to include at 
least the first twenty-five issues. Later issues 
remain available for purchase in print. Frank 
DeWald, Ralph Erkelenz, Alan Hamer, Doug 
Raynes, and Hank Verryt have all contributed 
to the archiving and (with Mark Koldys) to 
other Society projects. Our thanks to all of 
these gentlemen. 
Notable Performances 

As Hank Verryt mentions elsewhere in this 
issue, the number of Rózsa performances ex-
panded greatly in 2008. And so too, thanks to 
Hank, did our ability to announce them in ad-
vance on the Web site. Here we can only sum-
marize some of the highlights. All dates were 
2008, except as noted. 
Jungle Book Suite  Niagara (Canada) Sym-

phony on 2, 3 May 2009 
Concerto for String Orchestra 

¶ Zurich Chamber Orchestra, cond. by 
Muhai Tang 

¶ Marine Chamber Orchestra, cond. by Ma-
jor Jason K. Fetti, at Alexandria, Va., and 
Northern. Virginia Community College 

¶ Radomska Chamber Orchestra (Poland) 

¶ Ensemble Prometheus (Paris) 

¶ Pacific Symphony Orchestra (California, 
February 2009) 

¶ Dallas Chamber Orchestra (10 May 2009) 
Violin Concerto 

¶ Sergey Ostrovsky in Jerusalem 

¶ Robert McDuffie in Rochester, Salt Lake 
City, Mexico City, Mercer University, Dal-
las, Austin, and Buffalo (21, 22 March 
2009). Also in Chicago and at Bowling 
Green State University with the Jerusalem 
Symphony cond. by Leon Botstein. 

¶ George Liener in Trier, Germany 

¶ Robert Bokor in Belgrade and Budapest 
Sinfonia concertante (or the popular extract-

ed theme and variations slow movement) 

¶ Jamie Laredo and Sharon Robinson with 
the Delaware Symphony and Britt Orches-
tra (Oregon) and at Indiana University 
(cond. by Leonard Slatkin, January 2009) 

Continued on p. 38 
News (continued from p. 2) 
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A Tale of  the Score 

 

Part Four 

 

Ralph Erkelenz 

 

T HERE and back again: We have followed Judah Ben-Hur from his childhood home 

in Jerusalem to Nazareth and on to Tyrus; we have accompanied him on his way 
from the galleys to imperial Rome, and then back to his native country. Seventy-seven 
different cues have been discussed so far, or roughly 300 out of the 517 pages contained 
in the Library of Congress microfilm copy of the score of BEN-HUR. In this part we will 
see Judah return to his home and challenge Messala. The music for the lepers and the 
circus scenes will be discussed and the various Intermission versions compared. We will 
continue to discover what new insights the handwritten score might reveal about compos-
ing, rewriting, editing, and recording this monumental motion picture. We have seen that 
some of the music was recorded as written, but afterwards abridged or even deleted to 
suit the needs of the finished movie. Other parts of the score contained bars marked for 
possible deletion, sometimes recorded, sometimes not. There were also alternative ver-
sions, 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 
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Date the date that appears next to the title (this must be the day that those pages were 
written 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 

duration of the recording) 
Mm. number of measures (usually each single measure has been numbered). 

 

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 (ôHatredõ) 
MRSSS The acetate recordings of the original soundtrack published by the Miklós 

Rózsa Society Subscription Service [RM 3 to 5; 1980s] 
DVD  The ômusic onlyõ track from the four-disc video collectorõs edition, Warner 

67535 [2005] 
Aldebaran A 3-CD ôpromotional copyõ published in Germany as Aldebaran 

0506095/59.1-3 [1995], with the ômusic onlyõ soundtrack (badly edited) from 
the laser disc plus previously unpublished tracks from the acetates and other 
sources 

 
 

78 Homecoming - New 
8 MRSSS 54 

After leaving Sheik Ilderim, Judah returns to Jerusalem and to his home. There are 
two surviving versions of the ôHomecomingõ musicñthis ônewõ one and a ôfinal ver-
sionõ (no. 79). The ôoldõ or original music has not survived in the conductorõs score. Writ-
ten (copied) on June 4, 1959, the ônewõ version immediately starts with the familiar Judea 
theme, complete with its countermelody. The cue is longer than the final version ultimate-
ly heard in the movie (1:38 vs. 1:16), and the theme appears in its more comprehensive 
form at the beginning of the cue. 
Apart from that, however, the ônewõ and the ôfinalõ versions are nearly identical from 

the moment of the dissolve to the courtyard onwards; i.e., when the oboe takes over the 
melody. Interestingly, that is also the moment when a new measure count sets in: the 
score ôjumpsõ from m. 12 to m. 21 at the beginning of the second page. This might mean 
that only the first page of this cue was rewritten, and that, as from page 2, we have the 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

69 267 Homecoming - New 
1724-17 
NEW 

16-A+1 06-04 4 1:38 52 
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resumption of the ôoldõ version before our eyes. However, all the pages of this cue have 
been marked as ônewñrev.õ, which could of course just as well have been added to the 
original version at this later date. The evidence remains inconclusive. 
Neither the Rhino nor the Aldebaran has this version of ôHomecomingõ, but the 

MRSSS acetate sources do. When we study the written material we find that a more or 
less repetitive measure (35) has been crossed out and consequently is not heard on the 
recording. The second entry of the Judea theme coincides with a ôC.U. on Ben-Hurõ (at 
1:00 in the score, m. 38). 

 

79 Homecoming ð Final Version  
8 Rhino II 10 Å Aldebaran II 3 Å DVD I.32 (1:53:55) 

Four months later, in October 1959, Rózsa had to adjust this cue slightly, along with 
thirteen others. It now starts with a short statement of the Ben-Hur motif, accompanying 
Judahõs exit from Ilderimõs tent. After six seconds (at ôDiss. to Joppa Gateõ) it segues into 
the Judea theme. When Judah enters his home, we hear the ôHouse of Hurõ melody, be-
fore the Judea theme reappears. This is the music heard in the film. 

 

80 Memories 
8 Rhino II 11 Å MRSSS 55 Å Aldebaran II 4 (up to 2:33) Å DVD I.33 (2:02:11) 

This cue saw three revisions, all dated in the score; there is no date for the original 
version. The music is, of course, the love theme , which sets in at 0:10 (ôDiss. to roof 
topõ). One repetitive bar at the moment the alto flute begins the well-known melody (m. 
2) has been crossed out and was never recorded. The movie (and the Aldebaran track) 
jumps from bar 1 to bar 7, thus leaving out the first phrase of the melody, but the Rhino 
and the MRSSS have the complete take. There is a nasty little cut in bar 32 (DVD 2:03:26, 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

71 273 
Homecoming ð 
Final Version 

1724-103 16-1 10-05 4 1:16 34 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

74 283 Memories 1724-14 18-1+2 

? 
r06-05 
r07-20 
r07-27 

7 2:48 61 
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when Esther says, ôIõm not a brideõ.), faithfully transferred to the Aldebaran disc, that 
leaves out the second and third beats. Another reference to the on-screen action is at 1:37 
(ôKissõ ð Rhino 1:37 Å DVD 2:03:37). 

There is an interesting little detail in mm. 39 and 43, where the first part of the coun-
termelody, played by the clarinet and the oboe successively, has been slovenly crossed out 
by a few hasty pencil strokes, but was recorded after all. By the way: can you hear the clar-
inet coming in late in m. 44 (Rhino 1:59)? 

The cue has two slightly different endings, the first one adding and holding the low 
brass chord identical with the start of the next (overlapping) cue, ôHatred ð Newõ. That 
moment is described as, ôShe raises headõ (i.e., Esther looking up apprehensively to Ju-
dah). What we hear in most of the recordings is the first two bars of the first ending, 
which then immediately segues into the following cue, as indicated in the sheet music 
(ôoverlapõ). This is also evident from the Rhino tracking ð the first brass chord is still part 
of this track (2:45). The MRSSS is the only recording with the last measure of the first 
ending played out to the full, ending on a fermata. Frank DeWald suggests that the second 
ending, which cadences calmly in C major, might have been provided in the event the 
overlap was not used. 

 

81 Hatred ð New 
8 Rhino II 12 Å Aldebaran II 4 (from 2:33) Å DVD I.34 (2:04:44) 

This cue also underwent some revisions, only the last of which has come down to 
us. It takes up the countermelody of the love theme and transforms it into a minor -mode 
rendition, thus adding to the general impression of anguish and hatred created by the low 
brass and strings. When Esther starts to talk about Jesus (0:37 ð ôIõve heardõ), the Christ 
theme comes in for a moment, only to be interrupted at 0:49 (ôJudahõ) by more brooding 
music. The moment Esther tells Judah, ôYouõll dieõ (1:14), there is a harsh stab of the 
trombones followed by an accentuated cello and bassoon triplet (m. 27). This measure is 
repeated in the movie (and the Aldebaran) to coincide with another movement of Es-
therõs head, but there is no indication of this repetition in the score, nor can it be heard 
on the Rhino (1:14 ð 1:17). I find this instance of musical editing rather clever, as it directs 
our attention to Estherõs reaction and at the same time links two shots, covering up a 
somewhat awkward optical cut (DVD 2:06:03) showing Judah and Esther from nearly 
(but not exactly) the same camera standpoint. 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

75 290 òHatredó ð new 
1724-13 
NEW 

18-3 

05-29 
r07-20 
r08-03 

3 1:31 32 
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82 The Dungeon 

8 no recordings available 

Rózsa had obviously planned to provide a musical accompaniment to the scene 
where we see Drusus and the prison wardens descending to the lower level in order to 
find out if Miriam and Tirzah are still alive. There is no known recording of this music, 
however. It contains some references to the action, such as: ôGroup descendingõ (0:20), 
ôThey stopõ (0:38) and ôStops suddenlyõ (1:50). If you start the DVD at ca. 2:10:08 these 
references neatly coincide with what is happening on the screen: The group start their 
descent at 2:10:28, and they stop for a second at 2:10:46. The jailer ôstops suddenlyõ at 
2:11:45, which is some seconds too early if you go by the written material. 

The music (ex. 39) is characterized by a recurring motif first played pp by low brass 
and woodwinds, later by trombones and tubas (plus piano) in a moderato lugubre tempo: 

 

Like the second motif in the Rowing of the Galley Slaves, for example, it is basically a one
-note line interrupted by a minor third jump up and down (ornamented the second time 
around). In the first six bars it is harmonized using an E major chord in the lower section 
clashing with E minor in the horns (G vs. G-sharp), thus creating an acute friction under-
lining the lugubrious atmosphere of the dungeon. From bar 7, this motif is accompanied 
by tremolo strings playing a one-bar, four-note countermelody composed of open 
fourths: 

 
relentlessly repeated over the next 7 bars. Then from bar 15 we hear a variation of the 
initial motif played by tremolo violins and muted trumpets: 

 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

72 277 The Dungeon 1724-29 18-1 05-26 4 1:50 36 
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Example 39 
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