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 Rózsa News and Notes  
November 2009 

A S WE NOTED  last time, performances and 
recordings have become so frequent in 

this second Rózsa century that we no longer 
attempt to catalog everything in PMS. See 
www.miklosrozsa.org for comprehensive news.  
 

Notable Performances 

Two events deserve special notice. Jordi  Bor-
ràs Gelonch organized a Rózsa festival with 
multiple performances that graced several Cata-
lonian towns in August-September. And Sara 
Davis Buechnerõs 25th Anniversary recital in 
New York (11 November) featured a deeply 
romantic performance of The Vintnerõs Daughter, 
the third time this highly committed artist has 
played the work in New York.  
 
Ben-Hur, Quo Vadis Suites 
Mariusz Smolij cond. Podlaska Philharmonic 

(Bialystock, Poland, 11 June 2010) 

Sinfonia concertante.  Pinchas Zukerman and 
Amanda Forsyth  (Toronto, 17ð18 Febru-
ary 2010) 

Viola Concerto.  Gilad Karni  at the Newport, 

Rhode Island, Festival (July 2009)é Law-
rence Power with the BBC Scottish Sym-
phony (Glasgow, 15 April 2010) 

Violin Concerto.  György Liener (Budapest, 

22 November 2009)...Warren Zielinski with 
the London Phoenix Orchestra (28 April 
2010) 

 

Recordings 

BSX CD 8856. You Must Remember This Too: 
Classic Film Music for Guitar Arranged by Gregg 
Nestor. Includes Suite in the Olden Style, ar-
ranged by Christopher Palmer and adapted 
by Gregg Nestor.  

BSX Download. òViva lõamoró from THE 

POWER, arranged for two guitars and per-
formed by Gregg Nestor. 

Cambria CD-1193. Kaleidoscope. Includes 
Rozsaõs Op. 19c (same as on BSX above) 
and works by Beaulieu,  Burley, Deák, De-
bussy, Poulenc, and Turina. Played by 
Gregg Nestor and Raymond Burley. 

Chandos  _____. Orchestral Works, vol.  2, to 
feature the Violin Concerto and the Varia-
tions on a Hungarian Peasant Song with 
Jennifer Pike and the BBC Philharmonic, 
cond. by Rumon Gamba. 

Courthouse Music. Legacy of the Hollywood 
Composers. Includes String Quartet No. 2, 
Op. 38, with music by Korngold and Rota. 
Played by the Weber Quartet. 

Film Score Monthly FSM Box 04. Miklós 
Rózsa Treasury. Fifteen (!) discs, representing 
the entire remaining corpus of M-G-M 
studio recordings. Largest Rózsa album 
ever. 

Hyperion _______. Viola Concerto (with 
Bartók  concerto), performed by Lawrence 
Power. 

Intrada Special Collection 104. LAST EM-

BRACE. Complete mono soundtrack. 

Naxos Recorded in Budapest in September: 
Overture to a Symphony Concert, Hungarian Noc-
turne, and Rhapsody for Cello and Orches-
tra (premiere recording), all conducted by 
Mariusz Smolij. 

Orchid Classics ORC100005. Includes Violin 
Concerto with the Korngold concerto. Mat-
thew Trussler with the Düsseldorf Sym-
phony, cond. by Yashuo Shinozaki. 

 
Erratum: The photo of Robert Bokor and Keba 

in Belgrade (PMS 65) should have been 
credited to DOUG RAYNES. 
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A Tale of  the Score 
 

Part Five 

 

Ralph Erkelenz 

 

FIFTY  years ago one of the most magnificent motion pictures was released: BEN-HUR: 

A TALE OF THE CHRIST. One of the eleven Oscars it won went to Miklós Rózsa, the 
composer of the musical score. The award was well deserved, and the music to BEN-HUR 
has continued to impress millions of cinemagoers and music lovers all around the world. 

Magnificent music to match a magnificent movieñenough to build the reputation of 
a film composer for a lifetime. This is the last installment of the cue-by-cue analysis of the 
score as preserved in the Library of Congress. As before, the following conventions have 
been followed: 
 
References to the microfilm copy 
no. [my own chronological] number of the cue in question 
Page the first page of the cue (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 cue, which usually appears in a frame in 

the top left corner of the first page of each cue, 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 was the day that those pages were 

written, or rather, transcribed from R·zsaõs handwritten material); all dates are 
1959 

no.pp. the number of pages used for this cue 
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Dur. duration of the cue 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 preserved in the Syracuse 

collection and published by the Miklós Rózsa Society Subscription Service 
[RM 3 to 5; 1980s] 

DVD  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 

 

*  

 

We now come to what could arguably be termed R·zsaõs most somber and emotion-
ally touching music for BEN-HUR. This is, of course, due to the fact that the plot has ar-
rived at a moment when everything seems to go terribly wrong. On the very day of his 
victory over Messala, Judah learns that his mother and sister are lepers; what little hope 
for them is left in Esther and Judah is seemingly crushed when they witness the crucifix-
ion of Jesus. 
 
 

101 Bitter Triumph  

 

8 Rhino II 26 Å MRSSS 69 Å Aldebaran II 12 (up to 0:37) Å DVD II.50 (0:34:14) 

ôTriumph complete, Judah.õ This is how (at the end of this cue) Messala addresses his 
one-time friend who has become his enemy. It is, of course, only fitting that we hear the 
Friendship motif. This time the warm major chords of its first appearance have given way 
to more complicated, brooding ones. When we heard the beginning of this melody for 
the first time (cf. cue no. 13), it started out as the highest note (fifth) of a G major chord. 
In ôBitter Triumphõ this has not only changed to G minor, but a low E-flat has also been 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

89 354 Bitter Triumph  1724-56 26-1 06-12 1 0:41 8 
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added, thus making it a major seventh chord, played in a rather low register by strings, 
brass, and woodwinds. The dark impression is enhanced by the violins playing unusually 
deep notes. This cue is a good example of how the identical melodic material can be made 
to sound very different by means of harmonization and the use of orchestral colors. 

 
 

102 Aftermath 

 

8 Rhino II 27 (0:59ð1:30) Å MRSSS 85 (up to 0:41) Å MRSSS 71 (from 0:57) ¶ Aldebaran 
III 22 (from 0:59) 

ôAftermathõ underwent a number of changes between June and October 1959, but 
despite all these alterations and modifications, what you hear in the final mixdown of the 
movie is not faithful to any of the four (or rather, five) written variants of this cue. 
To start with, R·zsa obviously wanted to use Messalaõs theme for the moment when 

the tribune dies (mm. 1 through 10). Only one of the recordings takes this into accountñ
the Syracuse acetate (MRSSS 85). It was edited out of the movie soundtrack. The music 
would have entered at 0:36:46 on DVD II, the moment Messala grabs Judahõs harness 
after telling him about the lepers. At 0:07 the score misquotes Messala, ôIt goes hard,õ [sic] 
when what he really says is, ôIt goes on.õ Twenty-six seconds into the cue, the tribuneõs 
theme is repeated, which would have corresponded to 0:37:12 on the DVD, just after 
Messala has breathed his last. 
Interestingly, the score says, ôR. 26 pt. 2 ends hereõ just when Messalaõs theme sub-

sides. However, there canõt have been any change of reel, as the following measure con-
tains the note, ôR. 26 Pt. 2.A starts hereõ, indicating the same reel number as before. 

What follows (mm. 11ð23, or 0:43ð1:37 in the score) is identical with cue no. 104 
(ôAftermathñNewõ) and with what we can hear in the finished movieñbut only where 
melody is concerned. It is another variation on the Friendship motif. But whereas the 
final version gives us a slow and somber impression, Rózsa had originally intended to use 
a marchlike rhythmic figure in the accompaniment (probably to evoke the preceding vic-
tory) played by the brass and doubled by a field drum (ex. 45). This may have been con-
sidered too noisy or too obtrusive, which accounts for the deletion of this idea in the re-
vised cue. No recording seems to exist of this part of the first version of ôAftermathõ. 

The last part of this cue, starting in m. 24 at 1:37 in the score, however, was recorded 
(minus two or three repetitive measures not marked as deleted). It is contained in Rhino II 
27, MRSSS 71, and Aldebaran II 22, but was not used for the movie. It starts with a com-

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

90 355 Aftermath 1724-57 26-2 06-12 3 2:18 31 
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plex tremolando chord played by high strings, augmented with low-string trills, woodwinds, 
celeste, harp glissandi, and a Novachord. The Novachord was the worldõs first analog 
synthesizer, manufactured by Hammond from 1939 to 1942. One source 
(www.novachord.com) says only slightly more than 1,000 of these instruments were ever 
made and just a few survived. It seems to have been used, like the Theremin, the Ondes 
Martenot, and the Trautonium, mostly in horror and science fiction movies. (To learn 
more about the Novachord and hear some audio samples, see 

Example 45 
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www.discretesynthesizers.com/nova/intro.htm.) It is worth noting that Rózsa expressly 
scored for this instrument, but just in this single cue. I find it hard to tell whether it was 
actually used in the recording; I canõt really hear anything especially ôeerieõ here. 

The visuals to be accompanied by this part of the cue must have been slightly more 
elaborate than in the final cut. The score indicates that Judah ôexits into arenaõ at the be-
ginning of this part of the cue (Rhino II 27, 0:59), then ôhe stopsõ when the first trumpets 
set in with the fanfare motif from the Circus Parade (Rhino 1:03). ôHe stopsõ again eight 
seconds later. At the onset of Messalaõs theme (Rhino 1:19) we read, ôArenaõ and ôcrowd 
noise and chariots dubbed inõ. This seems to be the only place in the score where the 
composer is actually telling the sound engineer what should be heardñbesides the music. 
On the other hand, the copyist may simply have been reflecting the script or the editing 
notes. 

The score reflects still more attention to acoustic detail. As early as 1953 Rózsa had 
experimented with the then-new invention of stereophonic sound (in the cue ôCaesar now 
be stillõ from JULIUS CAESAR), as he describes in his autobiography. In ôAftermathõ he 
specifies another stereophonic effect. When the first trumpets begin their fanfare, we 
read, ôMicrophone rightõ. Consequently, the second trumpets playing the echo, as it were, 
are supposed to be heard on the left channel (ôMicrophone leftõ), which is exactly what we 
find in the recording. The trombones introducing the Ben-Hur motif (Rhino 1:15) are on 
the left (ôMike leftõ) and the trumpets play Messalaõs theme (Rhino 1:19) on the right 
channel (ôMike rightõ). Thus the two themes for the antagonists are juxtaposed not only 
musically but also acoustically.  

 
 

103 AftermathñSecond Ending 

 

8 no recordings available 

The copyist wrote a new ending to ôAftermathõ in the middle of July. It was intended 
to replace mm. 24ð31 of the preceding cue, i.e., the scene when Judah enters the arena 
alone. This ending is an adagio rendering of the Ben-Hur theme, intended to last just as 
long as the first ending would have taken. Two measures were afterwards crossed out, 
which might mean that the scene was shortenedñto its final length? 

We would have heard a very introspective pianissimo Ben-Hur theme with altered 
intervals played by an English horn, accompanied by an ongoing violin trill on a low G 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

91 358 
Aftermath 

(second ending) 
1724-57 

A 
26-2 07-14 1 0:41 9 
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and a very low C (cello, bass, piano)ñthat open fifth again, in a sustained drone. The vio-
las, horns, and trombones would have provided a short rhythmic ostinato in the accom-
paniment (ex. 46). This music would indeed have changed the impact of the scene: The 
only reminder of Judahõs victory would have been the plaintive rendering of his theme 
that had appeared so jubilantly in the Parade of the Charioteers. Was that the reason why 
it was never recorded? 

Example 46 
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To make matters still more complicated, it is the first rather than this second ending 
that we hear, for instance, in the Rhino recording (cf. cue 102)ñbut that was recorded a 
full month after the second ending had been written! 

 
 

104 AftermathñNew 

 

8 Rhino II 40 ¶ MRSSS 85 ¶ Aldebaran II 19 (up to 1:56) 

Six weeks after the first version of ôAftermathõ was written down, R·zsa came up 
with a new version (not counting the second ending discussed above). The first eleven 
measures (or forty-three seconds) were absolutely identical to the first version (cue 102) 
but were still copied out anew. This means that even at the end of July Messalaõs death 
was still to be underscored by his theme. 

The melody of the next thirteen measures remained the same as well, including instru-
mentation. However, the composer now substituted the marchlike rhythmic figure dis-
cussed above with mainly homophonic brass chords and a small descending bassoon mo-
tif (ex. 47). From m. 24 (1:37 in the score) onwards there is a new ending, which, had it 
been counted separately, would have been number three. It basically consists of a lugubri-
ous English horn rendering of the Friendship motif. The whole of this cue (ôAftermathñ
Newõ) runs 2:18, the same as its predecessor. 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

92 359 AftermathñNew 1724-57 B 26-2 07-31 3 
2:18 
2:09 

37 

Example 47 
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Example 48 
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On the same page, however, Rózsa provides another alternative ending (the fourth), 
which is ending no. 3 minus two (more or less repetitive) bars deleted in the middle and at 
the end (ex. 48). It is shorter by nine seconds. The recordings are absolutely faithful to 
the score, albeit without the second (ôfourthõ) ending, but including Messalaõs theme at the 
beginning of the cue. 

This cue was ultimately used to underscore the crucifixion scene, even though Rózsa 
had provided his own ôGolgothaõ music. (See cues 125ff. below.) 

 
 

105 Aftermathñ3rd Ending 

 

8 Rhino II 27 (from 1:30) Å Aldebaran II 12 (from 1:22) Å DVD II.50 (0:38:12) 

On October 7 yet another ending to this cue was provided. It was called, ô3rd end-
ingõ, but, as we have seen, was actually the fifth variant, again based on ôFriendshipõ. It is 
only 33 seconds long, roughly the same as cue 104, and was recorded two days later. This 
is the cue we hear on the Rhino, the Aldebaran, and in the filmñonly it is not played ex-
actly as notated. The short trumpet flourish recalling the Circus March was written to be 
heard after the final chord, not three bars earlier (ex. 49). It may have been recorded 
separately and later inserted, but then Rózsa might just as well have decided that it 
sounded better the moment when we see the panorama of the arena (DVD 0:38:23), 
rather than the moment when Judah closes his eyes (DVD 0:38:37). Besides, the trumpet 
flourish could have marred the crossfade to the Valley of the Lepers at the end of this 
scene. 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

93 362 
Aftermathñ 
3rd ending 

1724-106 26-2A 10-07 1 0:33 8 
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It is no wonder that this cue does not appear in the Syracuse acetate collection, as 
none of the October recordings have found their way there. 

 
 

Example 49 
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106 AftermathñThe Movie Version 
 
8 Aldebaran II 12 Å DVD II.50 (0:37:28) 
 
Readers who have followed thus far may wonder why Rhino II 27 and Aldebaran II 

12 have not been cited in their entirety. Hereõs why. Track 12 on Aldebaran is, the only 
recording of the actual movie soundtrack (from the laserdisc), yet it does not correspond 
to any of the written cues. The film version begins on the count of 1 in m. 11. It sounds 
rather like cue 104, but without the descending motif mentioned above and without mm. 
20ð23, segueing right into cue 105 including the trumpet flourish in its early place. There 
is no audible cut. In addition, the film version is markedly slower than cue 104. 

Now what about Rhino? Note that the booklet mentions two different recording 
dates for track II 27. It almost sounds as if cues 104 and 105 had been joined to form this 
track. However, remember that only the MRSSS acetate is the version of cue 104 written 
down in the score. What you hear on the Rhino (0:00ð0:59) sounds exactly like the film ver-
sion in that it lacks that recurring descending motif, but (a) contains mm. 20ð23, and (b) 
segues seamlessly into the first ending (remember the Novachord?). The fact is that the 
Rhino recording was made in Augustñat a time when Rózsa had already churned out his 
fourth endingñand yet the recording sticks to the first ending. On the other hand, the 
first 59 seconds on the Rhino sound the most ôrecentõ insofar as they are rather similar to 
the final movie version. 

For all this confusing evidence we can still be thankful for being able to catch a rare 
glimpse of the composerõs creative process of writing and rewriting and of obvious last-
minute chan­ges that were never deemed important enough to be put down on paper. 
(On the other hand, we do know that the score from the Library of Congressñ
presumably duplicated at Syracuseñis not comprehensiveé) 

 
 

107 Valley of  Lepers 

 

8 Rhino II 28 Å MRSSS 72 Å Aldebaran II 13 (up to 1:05) Å DVD II.51 (0:38:40) 

The music for the Valley of the Lepers mirrors the feeling of relentless inexorability 
that the ôliving deadõ must have experienced. There is no chance of escape from their fate; 
their daily routine only brings them closer to certain death. What better stylistic means to 
express this musically than to endlessly repeat the same material? For the first 44 seconds 

no. page Title Reg.no. 
Reel/
part 

Date 
no. 
pp. 

Dur. Mm. 

94 363 Valley of Lepers 1724-59 26-3 06-15 4 1:1? 40 
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of this cue the violins, violas, and half the horn section sustain a single chord (tremolo, sul 
ponticello), occasionally aug­mented by a dissonant sforzato trumpet-plus-vibraphone (!) 
stab. For the same length the other horns and the celli (also sul ponticello, or playing on the 
bridge) keep repeating a rhythm reminiscent of a marche funèbre on a single note. In the 
nether regions of the orchestra the piano, assisted by timpani, gong, and bass drum dou-
bling its rhythm, relentlessly oscillates between two chords (open fifths again) at an inter-
val of a tritone. (Remember how Rózsa often uses this specific dissonant interval, the so-
called diabolus in musica, to express anguish and tension; as for example in ôThe De-
sertõ [cue 34] or in the first motif for the rowers on the galley [cue 46].) 

The melody that soon appears in the lower woodwinds is characterized by chromatic 
intervals, thereby adding to the overall dissonant soundscape the composer wanted to 
invoke when he wrote ôModerato e misteriosoõ above the notes. At 0:44 (as the lift is lowered) 
a new motif sets in, played by the trombones, consisting of minor and major chords 
which follow each other in chromatic intervals. The rhythm again recalls a funeral march. 
Just for the record: one measure (32) is not played in the recording; the chord at 0:55 lasts 
only two beats instead of four. 

In the finished movie (cf. the Aldebaran track) a minor and practically inaudible cut 
was made at 0:24, deleting mm. 15 and 16. On the DVD it occurs at 0:39:06. 

 

108 The Search 

 

8 Rhino II 29 (up to 1:39) Å MRSSS 73 Å Aldebaran II 13 (1:05 to 2:01) and III 23 (up to 
1:04) Å DVD II.51 (0:39:49) 

After another reel change the music continues in the same vein as the preceding cue; 
in fact, on the Rhino CD there is a crossfade between tracks 28 and 29, which does not 
occur in the movie but makes perfect muscial sense. After all, R·zsa wrote, ôLõistesso tempo 
che il precedenteõñthe same tempo as the precedingñabove this cue. The only change in 
comparison with cue 107 is that the trombone motif now undergoes a slight variationñit 
is augmented by an English horn playing the same melodic line a major third higher, thus 
converting the triads into seventh chords. 

As Judah realizes he is standing in the way of a leper (0:32), the music seems to re-
peat the beginning of cue 107. However, the first two bars are missing in the Aldebaran 
recording and in the movie (though not on paper and not on MRSSS). This deleted pas-
sage corresponds to 0:32ð0:35 on Rhino (1:37 on Aldebaran, 0:40:21 on the DVD). There 

no. page Title Reg.no. Reel/part Date 
No. 
pp. 

Dur. Mm. 

95 367 The Search 1724-60 27-A 
06-16 
r07-08 

4 1:32 47 
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is a transition to a variant of the love theme at 1:03 in the score (Rhino 1:02), where it 
says, ôEsther in valleyõ. At this point the music in the movie segues to the new ending (cf. 
cue 109). The first ending, however, is complete in the Rhino and the MRSSS tracks and 
also on the third Aldebaran ôouttakesõ disc (where the cue fades in at m.19). Its timing is 
more or less consistent with the final cut. 

 

109 The SearchñNew Ending 

 

8 Rhino II 29 (from 1:39) Å Aldebaran II 13 (from 2:01) Å DVD II.52 (0:40:44) 

This cue sets in when we see Esther and Malluch descending into the valley. It was 
written six weeks after the first one. Maybe the love theme was deemed inappropriate for 
this moment. The new music achieves urgency through R·zsaõs use of syncopation and a 
three-note motif which is repeated four times, each time a minor third higher, with the 
low strings and brass playing a rising chromatic scale. The cue finishes with a four-note 
motif (played twice) that recalls the well at Nazareth (cf. ôThe DesertñNewõ and 
ôExhaustionõ [cues 35 and 36]). 

The Rhino CD merges the two cues into a single track and indicates two different 
recording dates in keeping with the time difference between the composition of cues 108 
and 109. 

 
 

110 The Uncleans 

 

8 Rhino II 30 Å MRSSS 74 Å Aldebaran II 14 and III 23 (from 1:04) Å DVD II.52 
(0:41:45) 

When Miriam and Tirzah emerge from the cave, Judah hides behind a rock. We hear 
the Lepersõ motif again, including the muted woodwind and brass ostinato as in cue 107, 
which is not written down in the score. At 0:18, the violins, flutes, and clarinets play a 
theme similar to the one heard in the preceding cue, but considerably slower. Two repeti-

no. page Title Reg.no. Reel/part Date 
No. 
pp. 

Dur. Mm. 

96 371 
The Searchñ 
New Ending 

1724-60 A 27-A1 07-30 2 0:32 19 

no. page Title Reg.no. Reel/part Date 
No. 
pp. 

Dur. Mm. 

97 373 The Uncleans 1724-58 27-1 
06-12 
r07-08 

5 2:25 53 
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tive bars (10 and 11) are crossed out in the score and were not recorded. This ôdeletionõ is 
at 0:25 on Rhino. There is an inaudible cut (at 0:55 on Rhino; also in the movie and on 
Aldebaran), where the last note of the English horn phrase coincides with the first one of 
the bass clarinet melody, thus effectively passing over m. 23, which contains only one full-
measure chord, which is continued in m. 24, anyway. As both the last English horn and 
the first bass clarinet notes can be heard, this would indicate that this decision was made 
shortly before recording, but there is no hint of it in the score. 
The score specifies, ôC.U. Miriamõ at 1:07ñwhen she asks, ôIs Judah well?õ and when 

we hear her theme in the violas and the celli. Notice how she looks around some seconds 
before that question (as if sensing Judahõs presence), while, at the same time, Judah changes 
his position so as to face her (although, of course, neither can see the other).Tirzahõs 
yearning look back (as if she, too, is aware of her brotherõs presence) is accompanied by 
one of those solo violin countermelodies that Rózsa uses so often and so effectively when 
the evocation of bittersweet emotions is called for. 

The Aldebaran and MRSSS tracks deserve closer attention. The one on Aldebaran 
disc III is identical to the Rhino track, but all the woodwinds are heard much too loudly 
over the rest of the orchestra. It is as if the sound engineer had (inadvertently?) pulled up 
the volume on this section. You even hear the long notes of the bass clarinets, and later 
the flutes and clarinets, over the ôMotherõs Themeõ, while the violin solo remains virtually 
inaudible. The Syracuse tape track is identical, apart from the hiss. As the ever-vigilant 
William D. McCrum pointed out in the Rózsa Forum (Sep. 29, 2007), the other Alde-
baran version of this cue (on disc II) sports a combination of the ônormalõ mix and the 
woodwind-dominated one ôon top of each other as though one was an over-
layõ (McCrum), with the latter continually setting in half a measure too early. As the Alde-
baran is a bootleg of the deluxe laserdisc tracks, it faithfully (?) reproduces the faulty over-
lay which originates from that source (cf. George Komarõs Forum contribution from Oct. 
1, 2007). 

 
 

111 Road of  SorrowñNew Beginning 

 

8 Rhino II 31 (up to 1:00) Å Aldebaran II 15 (up to 0:55) and III 25 Å DVD II.52 
(0:45:00) 

With a fortissimo stab from the lower brass section, the beginning of this cue under-
lines Judahõs frustration at being denied access to his mother and sister by Esther and 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

98 378 
Road of Sorrowñ  
New Beginning 

1724-63 
A 

27-2 07-31 2 0:59 24 
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Malluch. The following ten seconds are an angry variation of the Motherõs Theme, culmi-
nating, after a crescendo, in another loud chord with added mute trumpets and a short 
recurrence of the ostinato of the Lepersõ motif. The latter has been left out of the re-
cording. The score says, ôCaveõ here (Rhino 0:12 up to 0:15, cf. ex. 50), which may hint at 
an originally planned shot of the empty entrance to the cave to finish this sequence. How-

Example 50 
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ever, the final cut of the movie (as well as Aldebaran track II.15) lacks this chord (mm. 7ð
8) and this shot. 
At 0:15 the score indicates the ôDiss[olve] to streamõ; we hear the Christ motif. Six 

seconds later ôThey stopõ. At 0:40 we read, ôC.S. people, Christ seenõ. This is the moment 
when the Christ theme reappears, after a short ritardando not provided in the score but all 
the more necessary in the actual performance in order to wait for the visual cue. To 
achieve the misterioso impression of the Christ theme, the composer adds ô4 solo vlns 8va 
harmonicsõ to an already high string chord, which means these four violins are supposed 
to double the same chord as the rest of the string section, but an octave higher. 
Finally, at 0:59, the score says, ôBalthazarõ [sic] and then indicates an ôoverlap to bar 

31 of old òRoad of Sorrowóõ. This is when Balthasarõs theme is played by the flutes and 
an oboe. The Rhino and the first Aldebaran recordings segue to the following cue here, 
the cut being inaudible. The second Aldebaran track (disc III), however, features the 
whole cue as in the conductorõs score, i.e., without the overlap. 

 
 

112 Road of  Sorrow 

 

8 Rhino II 31 (from 1:00) Å MRSSS 75 Å Aldebaran II 15 (0:55 to 2:37) and III 24 Å DVD 
II.52 (0:45:55) 

So far, the moviegoer (and the Rhino listener) has heard the new beginning of this 
cue, dated July 31 (cue 111). The original composition from six weeks earlier can be heard 
on MRSSS and Aldebaran III. Interestingly, the older version has exactly the same timings 
as the newer one, e.g., 0:15 ôdiss. to streamõ or 0:21 ôThey stopõ. At 0:31, however, we 
read, ôThrong of believersõ, and at 0:40, ôPeople approachingõ. Now, 0:40 is the moment 
when Christ appears on the screen, albeit in the extreme distance. In the old cue (112) the 
Christ theme already sets in at 0:31, when the ôthrong of believersõ are shown to climb the 
mountain and Christ can only be identified in the distance if you know heõs there, whereas 
in the new version (111) the Christ theme coincides with a cut at 0:40 to a somewhat 
closer shot that helps to better identify Jesus. This might be a hint at the reason why this 
cue was changed. 

The Rhino booklet gives three recordings dates for this cue. The one made on July 15 
can be nothing but the old version, as the new one had not yet been written. Why there 
were two August sessions is hard to tell. Interestingly the July recording is mentioned be-

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

99 380 Road of Sorrow 1724-63 27-2 
06-17 
r07-08 

6 2:47 81 
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fore the August ones in the booklet, but what we actually hear first was recorded in Au-
gust, after which comes the July passage. 
The flutes and the oboe give a simple rendering of Balthasarõs theme. When ôBen-

Hur turns awayõ (1:35 in the score), the orchestra repeats an unrelenting ostinato note 
with a recurring three-note motifñthe Anno Domini motif, actuallyñand underlying 

Example 51 
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chromatically descending chords, matching Judahõs frustration at not getting anywhere 
(ôIõm thirsty stillõ). 

When the Christ theme returns at 2:00 to leave no doubt in the audience as to who 
ôthe manõ is that gave Judah water when the Romans marched him to the galleys, R·zsa 
again offers the two different versions of the theme that we know from, e.g., cues 37 and 
40 (ex. 51). In keeping with the other cues it was decided to record version II. 

As the first two Aldebaran discs faithfully copy every editing decision audible in the 
movie, the two cuts at the end of this cue can be heard there, too (II 15). Listen for the 
uncut cue on Rhino (2:20 and 2:44 for the passages deleted in the movie) and on Alde-
baran III 24. The two notes left out in the very last measure would have completed an-
other statement of the Anno Domini motif, with which the following cue begins. Maybe 
it was deemed superfluous here. 

 
 

113 The Mount 

 

8 Rhino II 32 Å MRSSS 76 Å Aldebaran II 15 (2:37 to 3:14) Å DVD II.53 (0:47:39) 

This short cue consists of variations on the Anno Domini theme. The score contains 
three more beats than the recording; the last countermelody was omitted (Rhino 0:25, cf. 
ex. 52), thus reducing m. 12 to only the first and m. 13 to only the last beat. The same 
goes for the MRSSS and the Aldebaran recordings. 

 

 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

100 386 The Mount 1724-61 28-1 06-17 2 0:34 16 
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114 The Sermon 

 

8 no recording available 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

101 388 The Sermon 1724-62 28-2 06-17 1 0:17 5 

Example 53 
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The music of this cue is identical to the first five bars of the following one; appar-
ently this scene/cue was intended in June to last for only 17 seconds. Six weeks later (the 
same time that ôRoad of Sorrowõ was reworked) the music was simply extended. Cues 114 
and 115 can therefore be discussed together. 

 
 

115 The SermonñNew (versions 1 & 2) 

 

8 Rhino II 33 Å MRSSS 77 Å Aldebaran II 15 (from 3:14) Å DVD II.53 (0:48:17) 

Same reel, same part, same orchestration, same melody, same harmoniesñthe first 
five bars of this ostensibly new version are nothing but a copy of the preceding cue. What 
is even more curious is the fact that cue 115 exists in two versions that seem identical (on 
paper) save in one place. 
The ômelodyõ, actually a succession of parallel chords, is set to the words of the Ser-

mon on the Mount, or the ôBeatitudesõ, as they are also called. The score features the 
words, even though there is no indication of any human voices (ex. 53). The violas and 
celli are told to play as if speaking (parlando). I suppose Rózsa added the words for the 
benefit of the instrumentalistsõ imagination. It is as though the orchestra is representing 
the voice of Christ, who is seen (but not heard) facing the multitude at that exact mo-
ment. When R·zsa later arranged his ôTwelve Choruses from BEN-HUR and K ING  OF 
K INGSõ, he chose melodic material from the latter movie for the setting of the Beatitudes, 
so no professional choral recording of cue 115 has ever been made. 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

102 389 
The SermonñNew 

(versions 1 & 2) 
1724-62 

A 
28-2 07-28 3 

0:31 
0:34 

10 
10 
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Where the two versions of cue 115 differ is on the chord corresponding to the sec-
ond syllable of the word ôob-tainõ (m. 5), which lasts one beat in version 1 and two in ver-
sion 2. 

What we hear in the film, on the Aldebaran, and on the Rhino, is version 1. How-
ever, the recording only sets in on the second beat of the first measure, with the first note 
of the melody. The Syracuse track, on the other hand, is version 2, complete with the first 
beat of m. 1 (initiating the string tremolo) and the longer chord in m. 5. Both versions run 
longer than indicated in the score: version 1 is 0:39 on Rhino (score: 0:31), version 2 is 
0:36 (score: 0:34). The recording of version 1 is actually slower than version 2, although 
the score has it the other way round. 

 
 

116 Frustration 

 

8 Rhino II 34 Å MRSSS 78 Å Aldebaran II 16 Å DVD II.55 (0:56:20) 

Messalaõs theme opens this cue as Esther reproaches Judah with having become his 
dead enemy, only meditating revenge. In the movie and on the Aldebaran this passage is 
extended via a rather brutal splice just before the English horn starts the love theme. The 
music goes back to m. 2, beat 3, and repeats as written. You hear this cut, followed by the 
repetition of Messalaõs theme, at 0:56:32 on the DVD. Listen to the Rhino for the original 
composition. 
The score then indicates ôDiss. to Valley of Lepersõ at 0:33, when the Leper motif 

returns. The menacing four-note bass motif is heard at 0:41 when ôShe [i.e., Esther] looksõ 
at Miriam approaching. 

 
 

117 Valley of  the DeadñFinal 

 

8 Rhino II 35 (up to 0:27) Å Aldebaran II 17 (up to 0:25) Å DVD II.55 (0:59:11) 

The final version of ôValley of the Deadõ is a reworking of the first 26 seconds, or 
nine bars, of cue 118. The only difference is that here the Christ theme, appearing at 0:11 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

103 392 Frustration 1724-69 29-1 06-25 3 1:09 30 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

104 395 
Valley of the Dead 

ñFinal 
1724-
104 

30-1 10-05 1 0:26 10 
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in the string section, is played an octave lower now than originally composed. Perhaps the 
higher strings clashed with the dialogue. The second half of the penultimate bar (9) was 
deleted in the recording. 

This cue was copied on October 5 and recorded four days later. 
 

118 Valley of  the Dead 

 

8 Rhino II 35 (from 0:27) Å MRSSS 79 Å Aldebaran II 17 (0:25 to 2:24) and III 26 Å DVD 
II.55 (0:59:36) 

The original version of ôValley of the Deadõ, as recorded in July, is preserved in the 
MRSSS and the Aldebaran III 26 track, with the latter having much better sonics than the 
former. The Rhino track is a combination of cues 117 and 118, indicated by the two re-
cording dates (10/9 and 7/14). 

The first nine bars of this cue sound very much like those of the preceding cue, ex-
cept for the higher strings for the Christ theme at 0:11. The movie version segues 
(actually crossfades) from cue 117 to 118 at m. 10 (Rhino 0:27, DVD 0:59:36), when 
ôMiriam screemsõ [sic]. We now hear the recording made in July. The movie soundtrack 
deletes mm. 16 and 17 (DVD 0:59:50), which are intact on Rhino (0:40 to 0:44) and 
MRSSS, but of course not on the second Aldebaran disc. 
At 0:53 (ôC.U. Estherõ) the music builds a wonderful crescendo on the first three 

notes of the Motherõs theme, repeated and transposed higher and higher, ever more ur-
gently until ôMiriam draws veil backõ (1:07) and her theme proper is sounded first in the 
lower strings, then the violins assisted by the flutes, and finally an oboe (a beautiful little 
instance of R·zsaõs masterfully colorful orchestration; listen to how the plaintive oboe 
sound accompanies Judah tenderly touching his mother). It is sad that this great build-up, 
the preparation for the Motherõs theme, is awkwardly cut in two places in the movie and 
the Aldebaran II track, thus omitting two repetitions of the three-note motif (DVD 
0:59:59). 
The powerful rendering by the nether regions of the orchestra of the Motherõs 

theme sets in when Judah ôlooks backõ (1:47 in the score and on Rhino). Bar 40 is marked 
to be deleted in the score and was not recorded. This is immediately before the wood-
winds play a fragment from the Motherõs theme, accompanied by high tremolo string 
chords (2:10 ôEsther leads herõ, 2:10 on Rhino as well). R·zsaõs new recording for the 
More Music from Ben-Hur album modified this passage slightly.  

no. page Title Reg.no. Reel/part Date 
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105 396 Valley of the Dead 1724-64 30-1 
06-18 
r07-10 

5 2:35 47 
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119 Tirzah Saved 

 

8 Rhino II 36 (up to 1:26) Å MRSSS 80 Å Aldebaran II 17 (from 2:24) and III 27 Å DVD 
II.56 (1:01:34) 

As with so many cues, this one comes in two different versions (June 19 and July 
29). They differ in their endings, i.e., from m. 29 (0:33) onwards. The Rhino booklet gives 
two recording dates (7/15 and 8/5), but does not contain the final spliced-together movie 
version. Instead, it offers the complete July recording first and then the new take (cf. cue 
120). Aldebaran III 27 and MRSSS 80 are also the July take. 

The first note of the Ben-Hur motif in the lower strings is half as long as on paper 
and is played as an upbeat (this change is not on Rhino, so this sounds rather like a later 
editing decision). All recordings reflect the following deletions. After its first repetition 
the music misses a beat (m. 7), which happens again after the third repetition (m. 15), thus 
allowing the violins to play their two-note rising motif a beat ôtoo earlyõ. This gives more 
urgency to the music (ex. 54). For the same reason bars 21, 23, 26, and 27 have been left 
out altogether (ex. 55). Bar 46 is missing, too (Aldebaran III 27, 1:00), but this is part of 
the recording not used in the final cut. 
When Judah takes Tirzah in his arms and she cries, ôNo!õ we hear the Ben-Hur 

theme in the violins (0:33 in the score, a bit earlier on Aldebaran III). But unlike the new 
ending (cue 120), the music here stays much more subdued until, at 1:03, we hear a tran-
quillo statement of the Anno Domini theme when the archway of the Jerusalem gate ap-
pears (ôDiss. to archwayõ), thus creating an eerie atmosphere from the first moment of 
their arrival in the city. 

 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

106 401 Tirzah Saved 1724-65 30-2 06-19 5 1:20 54 
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120 Tirzah SavedñNew Ending 

 

8 Rhino II 36 (from 1:27) Å MRSSS 81 Å Aldebaran II 17 (from 2:24) and III 27 Å DVD 
II.56 (1:02:07) 

no. page Title Reg.no. Reel/part Date No.pp. Dur. Mm. 

107 406 
Tirzah Savedñ 
New Ending 

1724-65 A 30-2 07-29 2 0:47 25 

Example 54 


