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Palestrina’s Missarum Liber Secundus, printed
at Rome in 1567, comprises three groups of
works printed in this order: 4 Masses a4, 2
Masses a5, and finally the Missa Papae Marcelli
a6. The title-page reads:

Ioannis Petri Aloysi[i] Prae/nestini Missarum Li/ber
Secundus/Cum gratia et privilegio./ROMAE/Apud
Haeredes Valerii et Aloysii Doricorum/fratrum Brix-
iensium./ANNO DOMINI. MDLXVII. 

The volume bears the overall dedication:

PHILIPPO AUSTRIACO/REGI CATHOLICO ET
INVICTO

Palestrina’s letter of dedication prefaces the
volume with what amounts to a personal artistic
and religious credo and which reads in part:

[…] Quapropter ego, qui tot annos in hac arte […]
faciendum mihi putavi, ut gravissimorum, et religio-
sissimorum hominum secutus consilium, ad rem in
christiana religione omnium maximam, et divinissi-
mam, hoc est, sanctissimum Missae sacrificium novo
modorum genere decorandum, omne meum studium,
operam, industriamque conferrem. Elaboravi ergo,
quanta maxima potui cura has Missas ad Dei Opt.
Max. cultum cohonestandum, a quo mihi munus hoc
et beneficium, quantumque est, tributum, et impar-
titum agnosco.

[…] I, therefore, who have been engaged in this art
for many years […] have considered it my task, in
accordance with the views of most serious and most
religious-minded men, to bend all my knowledge,
effort, and industry toward that which is the holiest
and most divine of all things in the Christian religion
– that is, to adorn the holy sacrifice of the Mass in a
new manner. I have, therefore, worked out these
Masses with the greatest possible care, to do honour
to the worship of almighty God, to which this gift, as
small as it may be, is offered and accommodated.1

The final Mass of the collection bears, in its
genitive title, a separate dedication to Pope

Marcellus II. Marcellus himself was elected to
the papacy during Holy Week of 1555, and
reigned for just 20 days. It is recorded that
Marcellus was displeased at the inappropriate
and perfunctory performance of the liturgy that
he witnessed in the Sistine Chapel on Good
Friday, 12 April 1555 and subsequently ad-
dressed the Pontifical Choir – of which Palest-
rina himself was a member at this time – in
these reported terms:

Pontifex ipse, vocatis ad se cantoribus ipsis, eis ini-
unxit, ut quae his diebus sanctis in misteriis passionis
et mortis Christi recitanda erant, ea rei condecen-
tibus, vocibus referrent, atque etiam ita referent, ut
quae proferrebantur, audiri atque percipi possent.

The Pope himself, having summoned the singers to
his presence, enjoined on them that whatever was
performed on those holy days when the mysteries of
the Passion and Death of Christ were celebrated,
must be sung in a suitable manner, with properly
modulated voices, and so that everything could be
both heard and understood properly.2

It may have been in response to Marcellus’s re-
buke that Palestrina later resolved to ‘write a mass
which should both honour the pope’s memory
and conform to his liturgical ideal’.3 Marcellus’s
exhortation to his singers should not be consid-
ered in isolation but rather seen in the context
of a long-standing debate within the church
concerning the role of music within the liturgy.
This debate centred on two main concerns: first,
the inappropriate use of secular material in works
expressly composed for the liturgy and, in par-
ticular, the long tradition of constructing cantus
firmi based on soggetti taken from madrigals
and chansons; secondly, the inherent tendency
of polyphony to obscure the clear auditory

PREFACE

2 Angelo Massarelli, Diarium VII, in: Karl Weinmann,
Das Konzil von Trient und die Kirchenmusik (Leipzig,
1919), 148. Original Latin text quoted from Knud Jeppe-
sen, The Style of Palestrina and the Dissonance (Copen-
hagen and Oxford, 1946), 45; English translation quoted
from Henry Coates, Palestrina (London, 1938), 41

3 Coates, op.cit., 41
1 Translation quoted from: Lewis Lockwood, Palestrina:

Pope Marcellus Mass (New York, 1975), 22–3



transmission, and thus the intelligibility, of the
sacred text itself.

When the Council of Trent, during its final
sessions 1562-3, came to consider the role of
music in religious services its recommenda-
tions – amounting, perhaps surprisingly, to no
more than 15 words – are contained within the
single decree, dated 17 September 1562, ‘con-
cerning the things to be observed and avoided
in the celebration of the mass’:

Ab ecclesiis vero musicas eas, ubi sive organo sive
cantu lascivum aut impurum aliquid miscetur. 

Let them keep away from the churches compositions
in which there is an intermingling of the lascivious
or impure, whether by instrument or voice.4

It was against this background of music’s widely-
perceived negative role within the liturgy that
the enduring legend of the Missa Papae Mar-
celli being expressly written and published as
a compositional paradigm was born. 

The earliest-known claim that Palestrina,
through the Missa Papae Marcelli, was ‘instru-
mental in saving sacred music from banishment
from use in Catholic churches’5 is recorded in
an early-17th-century figured bass manual by
Agostino Agazzari: 

[...] poiché cantandosi a tutte le voci, non si sente ne
periodo, ne senso; essendo per le fughe interrotto e
sopraposto; anzi nel medesimo tempo ogni voce
canta parole differenti dall’altro; il che a gl’ huomini
intendenti e giudicosi dispiace et poco mancò, che
per questa cagione non fosse sbandita la Musica da
S. Chiesa, da un sommo Pontefice, se da Giovan
 Palestrino non fosse stato preso riparo, mostrando
d’esser vitio, ed errore de’ compositori, e non della
Musica; ed a confermatione di questo fece la Messa
intitolata: Missa Papae Marcelli.

[…] the confusion and babel of the words [in poly-
phonic sacred music], arising from the long and
 intricate imitations [so that] at every moment, each
voice has different words [and that] on this account
music would have come very near to being banished
from Holy Church by a sovereign pontiff had not

IV

4 Translation quoted from, Craig A.Monson, ‘The Council
of Trent Revisited’, in: Journal of the American Musico-
logical Society, Vol.55/1 (Spring, 2002), 11

5 Lockwood, op.cit., 29

Giovanni Palestrina found the remedy [as he himself
demonstrated in] the mass entitled Missa Papae
Marcelli.6

This passage was translated into German by
Praetorius in his Syntagma Musicum, III (1619)
and was thus directly responsible for establishing
the Palestrina legend in Germany and Northern
Europe. It has been suggested that the Palestri-
nan legend may itself be regarded as a variant of
that favoured Reniassance-humanist subject, the
myth of Orpheus, demonstrating the magical
power of music and Orpheus’ role as ‘the fa-
ther of song’ as recorded in Pindar.7

The ‘new manner’ announced in Palestrina’s
preface is manifest in the Missa Papae Marcelli
above all in its exemplary treatment of the sung
text:

Not only the beginnings of phrases, but all words
which are of dogmatic importance (see especially
the Gloria and Credo) are set in such a way that any
misunderstanding on the part of the listener is out of
the question. Where individual words are of less im-
portance (for example the Sanctus, Benedictus, and
Agnus Dei) complex polyphony and even canonic
writing comes into its own.8

That contrapuntal complexity is not absent from
Palestrina’s ‘new manner’ may be seen, for
 example, in the Agnus Dei II, in which a most
elegantly conceived canon 3 in 1 is embedded
within the 7-part polyphonic texture, thus pro-
viding a fitting conclusion to this monumental
work by applying that long-sought ‘knowledge,
effort, and industry’ of which Palestrina de-
clares in his preface.

It has been suggested that Palestrina himself
may have regarded the Missa Papae Marcelli
as a demonstration piece and that it is ‘evident
that Palestrina himself was conscious of the pe-
culiar character of this style from the expres-
sion “novo modorum genere”’ announced in

6 Agostino Agazzari, Del sonare sopra ‘l basso con tutti li
stromenti (Siena, 1607); translation quoted from Oliver
Strunk, Source Readings in Music History (New York,
1950), 430

7 Pindar, Pythian, iv.177
8 Arnold Schering (ed.), Palestrina: Missa Papae Marcelli,

preface to the original Eulenburg edition (Leipzig, 1923),
iii



the dedication.9 Jeppesen’s acute analysis and
appreciation of Palestrina’s style may be
quoted here by way of conclusion:

The problem [for Palestrina in composing the Missa
Papae Marcelli] was not only how to bring out the
text to the polyphonic music most clearly […] but
how to secure textual intelligibility at the same time
as the artistic value remained unimpaired. In other
words, how was note-against-note to be treated in
order to hold the aesthetic interest? […] Palestrina
solved this question with the utmost elegance espe-
cially by the exhaustion of the rich, sonorous possi-
bilities which composition in 6 parts offers. He lets
groups of voices, differently combined, succeed
with each other in reciting the text, and refreshes the
ear with ever new sound-combinations, and shades
of new and delicate colours.10

Editorial Notes

The present edition of the Missa Papae Marcelli
was prepared by Arnold Schering (1877-1941)
and first published in the Eulenburg series in
1923, and has remained in print since that date.
Schering’s edition in turn was based on Franz
Xaver Haberl’s Critical Edition, Pierluigi da
Palestrina’s Werke, Vol.XI (Leipzig, 1881). For
this present reprint (2010) reference has been
made to the copy of the 1567 print in the British
Library, London, GB-Lbl Hirsch.III.973.(2.). 

The 1567 print is laid out in choirbook for-
mat in large folio, each opening printed en face.
The voices are unspecified but may be identified
by clef; for this present edition modern treble and
bass clefs have been used throughout (original
clefs and time signatures are shown as incipits
to each movement); note values have been

V

halved; the few accidentals in the 1567 print
are placed before the notes affected; editorial
accidentals are placed in round brackets; the
music has been barred editorially throughout.
All phrasal slurs are editorial additions. Textual
underlay – which, in 1567, is present only to
indicate initial sections – is necessarily editorial
in the present edition. Barring, which is similarly
absent from 1567, is editorial. As Schering states
in his original preface ‘ in order to do justice to
the thematic structure of the music, no strict
time signature has been adopted, but bars of 2/2
alternate with bars of 3/2, as the occasion de-
mands’. Schering adds a keyboard reduction to
his edition, intended as both a help to rehearsal
and for those readers ‘unaccustomed to reading
a polyphonic score’. 

The following minor misprints in Schering’s
edition should be noted:

page voice bar/note accidental

Kyrie I
3 Bass 2 24/1 suggest amend to g?
Credo
22 Tenor 1 43/1 amend to f#’
27 Bass 1 18/2–3 add tie
Benedictus
41 Alto 22/3 amend to d’
42 add rubric at end:

Hosanna ut supra 
Agnus Dei II
52 Soprano 2 32/3–4 add quaver passing-

note d’’

Richard Clarke

19 Jeppesen, op.cit., 45 
10 ibid., 46





Palestrinas Missarum Liber Secundus, 1567 in
Rom erschienen, besteht aus drei Werkgruppen,
die in folgender Reihenfolge abgedruckt wurden:
4 vierstimmige Messen, 2 fünfstimmige Messen
und schließlich die sechsstimmige Missa Papae
Marcelli. Auf der Titelseite ist Folgendes zu
lesen:

Ioannis Petri Aloysi[i] Prae/nestini Missarum Li/ber
Secundus/Cum gratia et privilegio./ROMAE/Apud
Haeredes Valerii et Aloysii Doricorum/fratrum Bri-
xiensium./ANNO DOMINI. MDLXVII. 

Der Band trägt die allgemeine Widmung:

PHILIPPO AUSTRIACO/REGI CATHOLICO ET
INVICTO

Palestrinas Widmungsschreiben, das den Band
einleitet, kommt einem persönlichen künstleri-
schen und religiösen Credo gleich und liest
sich in Auszügen wie folgt:

[…] Quapropter ego, qui tot annos in hac arte […]
faciendum mihi putavi, ut gravissimorum, et religio-
sissimorum hominum secutus consilium, ad rem in
christiana religione omnium maximam, et divinissi-
mam, hoc est, sanctissimum Missae sacrificium novo
modorum genere decorandum, omne meum studium,
operam, industriamque conferrem. Elaboravi ergo,
quanta maxima potui cura has Missas ad Dei Opt.
Max. cultum cohonestandum, a quo mihi munus hoc
et beneficium, quantumque est, tributum, et impar-
titum agnosco.

[…] Da ich mich viele Jahre lang mit dieser Kunst
beschäftigt habe […], habe ich es, den Ansichten
höchst ernsthafter und höchst gläubiger Männer ent-
sprechend, als meine Aufgabe angesehen, all mein
Wissen, meine Bemühungen und meinen Fleiß auf
das Heiligste und Göttlichste in der christlichen
 Religion zu richten – nämlich darauf, die heilige
Messe in einer neuen Art und Weise zu schmücken.
Ich habe diese Messen daher mit der größtmöglichen
Sorgfalt ausgearbeitet, um der Preisung des allmäch-
tigen Gottes, dem diese Gabe, auch wenn sie noch
so klein sein mag, dargeboten wird und dem sie dienen
soll, die ihr gebührende Ehre zu verleihen.

Die letzte Messe der Sammlung trägt in ihrem
Titel eine gesonderte Widmung für Papst
 Marcellus II. Marcellus wurde während der
Karwoche des Jahres 1555 zum Papst gewählt
und regierte nur 20 Tage lang. Es wird berichtet,
dass Marcellus über die unangemessene und
oberflächliche Durchführung der Liturgie, die
er in der Sixtinischen Kapelle am Karfreitag,
dem 12. April 1555, miterlebte, verärgert war
und dass er sich anschließend mit folgenden
überlieferten Worten an den päpstlichen Chor –
dem Palestrina zu dieser Zeit angehörte – wandte:

Pontifex ipse, vocatis ad se cantoribus ipsis, eis ini-
unxit, ut quae his diebus sanctis in misteriis passionis
et mortis Christi recitanda erant, ea rei condecentibus,
vocibus referrent, atque etiam ita referent, ut quae
proferrebantur, audiri atque percipi possent.

Nachdem der Papst selbst die Sänger zu sich bestellt
hatte, ermahnte er sie eindringlich dazu, dass alles,
was während dieser heiligen Tage, an denen die Ge-
heimnisse des Leidens und Sterbens Christi gefeiert
würden, in einer angemessenen Art und Weise gesun-
gen werden müsse, mit exakt modulierten Stimmen,
und so, dass alles sowohl gehört als auch richtig ver-
standen werden könne.1

Es mag eine Erwiderung auf Marcellus’ Zu-
rechtweisung gewesen sein, dass Palestrina
 später beschloss, „eine Messe zu schreiben, die
sowohl an den Papst erinnern als auch seinen
liturgischen Idealen entsprechen sollte“.2 Mar-
cellus’ Ermahnung an seine Sänger sollte nicht
isoliert betrachtet werden, sondern im Zusam-
menhang mit einer seit langem bestehenden
Diskussion innerhalb der Kirche über die Rolle
der Musik in der Liturgie. Diese Diskussion
konzentrierte sich auf zwei Hauptanliegen: ers-
tens, die unangemessene Verwendung von welt -

VORWORT

1 Angelo Massarelli, Diarium VII, in: Karl Weinmann,
Das Konzil von Trient und die Kirchenmusik, Leipzig
1919, S. 148. Zitat des originalen lateinischen Textes aus
Knud Jeppesen, Der Palestrinastil und die Dissonanz,
Leipzig 1925, S. 45.

2 Henry Coates, Palestrina, London 1938, S. 41.


