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Abstract. The Metropolitan Serafim of Boshia became known according to the so-called Yale
fragment, discovered by Prof. Milo§ Velimirovi¢ at the library of Yale University in 1964. The
main part of the fragment contains thirteen chants in mode 1 for Saturday Vespers of the
Oktoechos’ repertory. The text is written in Slavic with Greek letters. The importance of this
discovery threw a new light on the Graeco-Slavic contacts in the development of psaltic art in
Balkan Orthodox countries and revealed new paths of investigation of both music and musicians.
Serafim of Bosnia is very little known in Orthodox music. The focus of the paper is a musical
manuscript from the library of Rila monastery (6/59), which contains two inscriptions with his
name. The manuscript originates from the 18th century. It is of the Akolouthiai-Anthology type.
The two inscriptions in which the name of Serafim is read are in Slavic and seemingly written by
him. The question of who was Serafim is raised. The psaltic art from the 18th and the very
beginning of the 19th century is discussed. Several layers of repertory are revealed: a traditional
one with anonymous chants; an old composed layer with pieces from the 14th- and 15th-century
composers; a newly composed first layer with pieces from the 17th- and 18th-century composers
up to 1770; and a newly composed second layer with composers after 1770. The musical
Anthology of the Metropolitan Serafim is one more proof about the great role that he played in the
process of adopting the new Church Slavonic language to the psaltic art of the second half of the
18th century. As a result of Serafim’s appeal to Peter Lampadarios for creating a repertory in
Slavic, pieces for Vespers, the Orthros, and the three liturgies appeared. These pieces were used by
the Slavs in their Worship.

Mepitnyn. O Mntporodritng Zepageip g Booviag £yive yv@otog 0md T0 AEYOUEVO KOTOCTUGLO
tov Yale», mov Bpébnke ot PipAodnkn tov mavemotpiov tov Yale and tov xabnynth Milos
Velimirovi¢ to 1964. To k0plo pépog Tov amocmdopotog teptiapufavet 13 yoipode o Tpdto Hyo
Yo TOVG £0TEPIVOVG ToL ZafPdtov, amd To pemeptopto g Oktonyov. To keipevo etvar ypoppévo
010 cAafkd pe eAAnvikovg yapaktipes. H omovdatdtnta avtig g avakdioyng épiée éva véo
ong otig EAAnvo-ZAofwéc oyéoeig oty avamtuén g Yaktikng Téxvng ot Bodkavikég
Op06d0&eg YDpeG Kot AmokGAVYE VEQ LOVOTTATIO 0TIV €EETAOT TNG LOVGIKNG KOl TOV HOVGIK®OVY. O
Yepapeip ¢ Booviag eivor gldyiota yvwotog oty Opbddoén povoikn. To emikevipo g
glonynong etvan £va Lovotkd yepodypaeo omd tn Piobnrn g Movnig g Pila (6/59), to onoio
mepAapPavel 000 oNUEIDCELS 1e To dvoud Tov. To yepdypao ypovoroyeital amd tov 180 adva
Ko givot Tov TOToL ToLv AvBoroyiov AkorovBimy. Ot dVo oNuUEWDSEIS 0TI omoieg doPdotnKe TO
ovopa Tov Zepageip ivat oto AaPKd Kot paivetal Tog eival ypapupéves and tov idro. TiBeton to
EPMTN L0, TO10G Eivarl 0 Zepapeip Kot cvlntiétat 1 Yaktikn €xvn amd tov 180 atdva Kot TG apyEg
0V 1900. ATOKOADTTOVTOL SLAPOPA GTPAOUATA TOV PEREPTOPIOV: £V TAPASOCIUKO LLE OVAVOLEG
YoApnwdieg, £va modald oTpdpa pe cuvlEselg Tov 140v kat 1500 adva, £va TPMOTO VEO GTPOUQ LLE
Koppdrtie cuvletdv tov 1700 ko 18ov awdva péypt to 1770 kon €va dedTEPO VEO OTPOUA LE
ovvBéteg petd to 1770. H povoikn avBoroyio tov MntpomoAitn Zepoapeip €ivarl puo axoun
omOdEIEN OYETIKA e TO ONUOVTIKO pOAO oV ekeivog €manée ot dadikacio vioBesiog e véag
Exxinolootikng ZAafovikng YAOGGOG 6TV WOATIKN TEYVN TOL d€LTEPOL LIGOV ToL 180V aidva.
Metd v ékkAnon tov Zepoeeip oto [T€Tpo Aapmaddpio vo dnpovpyndel éva pemeptdplo oo
A opkd, mpoékvuyav koppdatio yioo toug Eomepvoig, toug OpBpovg kan tpeig Aettovpyieg, ta
omoia kot ypnoorombnkay amd tovg AdBovg 6tn AaTpeia TOVG.

(M. 1) The Metropolitan Serafim of Bosnia became known in the field of Orthodox music history
according to the so-called Yale fragment, discovered by Prof. Milos Velimirovi¢ at the library of Yale
University in 1964 [1] (precisely 50 years ago). The importance of this discovery threw a new light on
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the Graeco-Slavic contacts in the development of Balkan Orthodox music and revealed new paths of
their investigation in terms of both music and musicians or people involved in music.

The main part of the fragment (eleven sheets of paper) contains thirteen chants in mode 1 for
Saturday Vespers [2]. The text is written in Slavic with Greek letters, that is, a kind of Greek phonetic
transliteration. The notation is late-Byzantine of the second half of the 18" century. There is a rubric in
Greek at the beginning (f. 1r) revealing the contents that reads (ill. 2): “With Holy God -
Anastasimatarion, which was set to music in the Slavic dialect by the most learned musician, kyr
Petros Lambadarios of Peloponnese, according to the order of the old Anastasimatarion, at the request
of the Very Reverend and Holy Metropolitan of Bosnia, kyr Serafim, for the use of the Slavs and for
the memory of his soul” [3].

In the present contribution | shall present unknown or not sufficiently known materials related to
Serafim of Bosnia. As Milos Velimirovi¢ pointed out, very little is known about this interesting and
distinguished person. The focus of my study is a musical manuscript from the library of Rila
monastery under the signature 6/59, which contains two inscriptions with the name of the
Metropolitan Serafim (ill. 3). Rila monastery is located in the southwestern part of Bulgaria. It is the
biggest monastery in Bulgaria and one of the biggest monasteries on the Balkans. It has very rich
library. The musical manuscripts preserved in it from the 18™ and 19" centuries only are more than
100.

The manuscript 6/59 originates from the 18™ century. It is of the Akolouthiai-Anthology type. This
type, as is already well known, was compiled at the end of the 13™ and the very beginning of the 14"
century according to the revised “mixed” Jerusalem Typikon. For the first time chants for Vespers, the
Orthros, and the three liturgies were included in it. The manuscript 6/59 is written in Greek in late-
Byzantine notation. The two inscriptions in which the name of Serafim of Bosnia is read are in Slavic
and seemingly written by him. They are dated. The inscription with the earlier year is written on the
second to last folio. It reads: “1779 March 30. I, the sinful metropolitan Serafim of Bosnia bought the
whole chant book” [4]. The other inscription is on the inside of the front cover. We read: “This chant
book belongs to the metropolitan Serafim of Bosnia who is now in Rila monastery: 17817 [5] (ill. 4).

Who was Serafim and what do we know about him? Milo§ Velimirovi¢ stressed that his
personality is “a mystery as to whether he was a Greek, a Serb, or a Bulgarian” [6]. According to some
Serbian sources, the name of Serafim referred to as Metropolitan of Bosnia is attested for the first time
in 1766, the year when the Patriarchate of Serbia was abolished and the Serbian church became a
domain of the Constantinopolitan Patriarchate. Serafim’s name appears in a petition according to
which the Serbian bishops “requested” the Constantinopolitan Patriarchate to annex the domain of the
Serbian (Pech) Patriarchate. The appearance of Serafim’s name in such a document gave reasons to
Serbian historians to conclude that Serafim was not a Serb [7]. Velimirovi¢ argued that Serafim was
not a Greek: if he had been a Greek, according to him, he would have favored the use of the Greek
language. Serafim’s request for creating chants in Slavic does not support his Greek origin.

According to some Bulgarian sources, Serafim was Bulgarian, born in the town of Razlog or
Bansko in southwestern Bulgaria [8]. Hieromonk Hierotej of Rila, Serafim’s contemporary, gave
evidence about him in an inscription found written in the margin of the pages of an Oktoechos printed
in 1715 in Moscow [9]. The evidence goes back to the year 1753 when the monk Serapion was elected
abbot of Rila monastery. Serapion served four years as abbot. In 1757 Pech’s Patriarch Cyril visited
Rila monastery. He proclaimed Serapion a prelate. Serapion was sent to the Stip eparchy, which had a
temporary seat of the metropolitan in the town of Kujstendil. After that Serapion was appointed
metropolitan of the Dabrobosnia eparchy, which had its seat in the town of Bosnia. He was renamed
Serafim. According to some documents, Serapion-Serafim remained in this appointment 6 years —
from 1766 until 1772 [10]. After that he went to Rila monastery spending the rest of his life devoted to
literary work. It is not known when exactly Serafim settled at the monastery. An inscription left by
him on f. 16v in the MS Paraklis of St. John of Rila shows that in 1770 Serafim was at the monastery.
We read (ill. 5): “...1, the humble Metropolitan Serafim of Dabrobosnia copied this book from the old
ones in 1770, September 7” [11]. It is assumed that Serafim died at Rila monastery about 1800. Hence,
he must have been born at latest about 1720. As it can be seen by the inscriptions, Serafim has always
signed himself as a Metropolitan of Bosnia, even in later ones when he was already in Rila monastery.
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Serafim sent his request for Slavic chants to Petros Lambadarios of Peloponnese (d. 1777 or 1778),
as the Yale fragment evidences. It is not by chance. Petros was his famous contemporary, one of the
most distinguished musicians during the second half of the 18" century. He was a composer, theorist,
singer at the Great Church in Constantinople, and teacher in the second music school, which was
founded by the Constantinopolitan Patriarchate in 1776 [12]. His activity outlines a new era in the
development of Balkan Orthodox music. The manuscripts from his time compared to those from prior
to 1770 display differences in codicological, palaeographical, and musical aspects. | take as a
provisional dividing year 1770 because at that time the activity of Petros Lambadarios and of the other
musicians of his circle had already been widespread. I shall point out quite briefly some changes in the
musical repertory, which are related to the aim of this study.

The investigation of musical manuscripts up to 1770 reveals several layers of repertory [13]: firstly,
a traditional one [14], which contains anonymous chants with designations showing different musical
traditions: “old” and “new”, “urban” and “monastic”, “soloistic” and “choral”, etc.; secondly, an old-
composed layer with pieces from the 14™- and 15™-century composers such as John Koukouzelis, John
Glykis, Ksenos Koronis, John Lampadarios Kladas, Manuel Hrysaphis, etc.; and thirdly, a newly-
composed first layer with pieces from the 17"- and 18™-century composers (up to 1770) such as
Hrysaphis the New, Balasios Hiereos, Petros Bereketos, German of New Patras, Kosma the
Macedonian, etc. Since 1770 one more (fourth), a newly composed second layer appeared. It contains
first of all works by Petros Lambadarios, Petros Byzantios, Jakovos Protopsaltis and many others from
the generation of the last quarter of the 18" and the very beginning of the 19" century. These
composers developed further the trends of Balkan Orthodox music laid out by the former generation of
composers from the second half of the 17" century up to 1770. They established as a basic
compositional procedure the “exegesis”, that is, the interpretation of the chants by means of using a
more analytical notation when writing them in manuscripts [15]. Unlike the former generation of
composers who applied this procedure only to some chants like trisagion nekrosimon, Petros
Lambadarios and his contemporaries applied it to the whole chant repertory.

The musical anthology with the cited inscriptions of Serafim represents an exquisitely written
manuscript in a small pocket size. According to its palaeographical characteristics, the manuscript
must have been written before 1770. It contains 288 folios of a repertory in Greek of the
abovementioned layers up to 1770. It starts with the Preliminary psalm 103 AvoiEavrogin mode pl. 4
for the Great VVespers. There is a rubric, which says that it was composed “by different writers, old and
new” but there are neither names, nor any other designations. Maybe the composers of these chants
became so popular that there was no need for their names to be written down. My investigation of the
chants revealed that they are works of the composers from the 14™ and 15" centuries: John
Koukouzelis, John Lampadarios Kladas, Ksenos Koronis, Manuel Hrysaphis, and so on. After the
Preliminary Psalm follows the evening psalm 140:1,2 Kurie ékékraca designated as “megalon
kekragarion” performed on Saturday Vespers as well (12r); it is given in eight modes; then follow
theotokia dogmatika for the same service and pasapnoaria (ps. 150:6,1) also in eight modes for Sunday
Orthros (21r). After them are written chants of the Akathistos service for the Holy Theotokos
performed on Saturday Orthros during the fifth week of Lent in mode pl. 4 (41r): the resurrection
morning troparion Qeoj Kurioj, the troparion To prostaxgen mustikoj and the prooemium of the
kontakion Th u¥permaxw strathgw. The latter is designated as “Poima arxaion yalleth dé duxoron”
(“work old, sung by the two choirs”). Then follow chants for the Orthros of the Holy Week in mode
pl. 4: Allhlovia — Idoi 0¥ numfioj — ¥Ote oi¥ éndocoi (44r). They are succeeded by the following
chants: the melismatic versions of pasapnoaria by different composers in different modes performed at
the Orthros before the Gospel (46v), the eleven morning Gospel stichera with the traditional rubric that
ascribes them to the Emperor Leo VI the Wise, “melisténta” by John Glykis Protopsaltis (59r), a
doxology by different authors (77r), trisagion for the Holy Cross by Manuel Hrysaphis in mode 4
(98v) and trisagion nekrosimon designated as “échghton” in the same mode 4 (99v). The author or the
interpretor of this trisagion is not given. My investigation identified it with the work of Balasios
Hiereos from the second half of the 17" century. In some manuscripts (for instance, Rila 6/19 from
1731, f. 248v) is said that Balasios has interpreted his trisagion according to this one sung in Athens
and known under the designation < Aghnaion”. The Trisagion is followed by two chants of the special
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prelate service in mode baris/plagios 3d: Ton despdthn designated “arxaion” and Anwgen by John
Koukouzelis designated “éntexnon” (102r-v). After them are included polychronia or wishes for a long
life (105r) followed by chants for the three liturgies: of St. John Chrysostom with cherouvika and
koininika by different composers, of St. Basil the Great and of the Presanctified Gifts (110r-214v).
After them is written down the sticheron Anastdsew;j h¥méra in mode 1 (214v). Again, the composer is
not given. | identified it with Manuel Hrysaphis of the 15" century. After this chant are included
kalophonikoi hirmoi by “kur Pétrou Gluku Melodi”, that is, Petros Bereketos of the second half of the
17" century designated “panugurikoi” (231v). The manuscript ends with some chants that are written
by another hand: the resurrection troparia, called “evlogitaria” in mode plagios 1, performed on
Sunday Orthros (279v) and two cherouvika songs. The first one is in mode 1 by Petros Byzantios
(284r) and the second one is in mode plagios 1. It is in Slavic. There is a rubric in the beginning
written in Greek. It reads (286r): “poima kur dionusiou ieromonaxou toil €k belestinou” (“a work by
kyr hieromonk Dionisij of Veles”).

Petros Byzantios, to whom the first cherouvikon is ascribed, is a composer from the generation of
Petros Lambadarios, that is, he belongs to a generation later than the one whose works are included in
the main part of the Anthology presented. Thus, the “other hand”, which has written the last three
pieces, is later than the one in which the main text is written. The last three pieces are written as an
addition. They are written in the same exquisite manner as the basic part of the manuscript. The two
cherouvika songs — by Petros Byzantios and Dionisij of Veles — are written outside of the main
cherouvikon repertory included in the Liturgy of St. John Chrysostom. The cherouvika in the Liturgy
are by authors from the second half of the 17" and 18" centuries up to 1770: German of New Patras,
Balasios Hiereos, Hrysaphis the New, and others. The question is raised: where were the two
cherouvika songs at the end of the manuscript written down — in Rila monastery when the manuscript
had already been purchased by the Metropolitan Serafim, that is, after 1779, or before that time?

Observing once again the authors of the two cherouvika songs, | would say this. Petros Byzantios is
one of the most famous musicians of the end of the 18" and the beginning of the 19" century. His
popularity is comparable to that of Petros Lambadarios. About Dionisij, however, we know nothing:
up to now his name has not been encountered in any other musical manuscript. The rubric cited above
refers to him as a hieromonk. That shows that he held a high rank. Judging by the cherouvikon, he
must have been a contemporary of Serafim. It is possible that they knew each other. They worked in
neighboring places: the towns of Stip and Veles. Only one Dionisij with a high rank from the second
half of the 18" century is revealed [16]. He was a bishop and prepared a Graeco-Slavic Dictionary in
town of Veles [17]. The Dictionary has the following title: “This Dictionary was written by my hand,
a humble prelate and the former metropolitan of the town of Stip, Dionisij of Byzantium. Greek and
Slavic, 1803 [18]. Dionisij was the metropolitan in the town of Stip until 1788 [19]. The nickname
“Byzantium” here might be synonym of “Orthodox”, that is, in the service of the Orthodox Church. It
is a question for now of whether Dionisij of Veles and Dionisij of Byzantium is one and the same
person [20].

(1. 6) The cherouvikon in Slavic in the Rila manuscript included is of the ordinary kind of
cherouvika songs sung in the liturgy during the Great Entrance when the Holy Gifts entered the altar.
Both parts of it are written down: owce xepysumu — SAxo oa yaps (That who mystically — That we may
raise on high the King of all). There is an Alleluia at the end. There is also a terirem, a passage with
meaningless syllables sung to cover a certain liturgical time at the beginning of the Great Entrance. It
is inserted after the words ko da yaps as was the practice of the late-Byzantine time from the 14" and
15™ centuries onwards [21]. The melodical phrases are comparatively short and most of them end on
d, one of the basic tones of mode plagios 1. The melody moves between this tone and f, the other basic
tone of mode plagios 1 [22]. The phrases are composed of a limited number of formulas intoned in the
range of seventh. Only in the terirem does their range reach an octave. The melody of the cherouvikon
is a simple one. To my knowledge the cherouvikon of Dionisij is the only notated cherouvikon in
Slavic among the entire cherouvikon repertory composed during the time of the second half of the 17"
and the beginning of the 19" century (up to the establishment of the New Method after 1814): all of the
cherouvika of that time are written in Greek in the known Slavic and bilingual Graeco-Slavic
manuscripts from Rila and Hilandar monasteries [23].
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The chants in Slavic appeared systematically notated in musical manuscripts after the Metropolitan
Serafim’s appeal to Petros Lambadarios. Milo§ Velimirovi¢ suggested that the Yale fragment was
written about 1770 [24]. According to the cited inscription in the manuscript Paraklis of St John of
Rila, Serafim was at Rila monastery in September of the same year. Did he send his appeal to Petros
Lambadarios from there? The handwriting of the last three pieces in manuscript Rila 6/59 resembles
very much the one in manuscripts written with certainty in Rila monastery by the end of the 18"
and/or the very beginning of the 19" century: the bilingual Graeco-Slavic Anthology Rila 5/78 and the
Slavic Hirmologion 1268 of the National library “Sts. Cyril and Methodius” in Sofia (ill. 7). We
should keep in mind that there was a close relationship between the town of Veles and Rila monastery:
the latter founded a school in Veles [25] (ill. 8).

In conclusion, | would like to stress that the musical Anthology of the Metropolitan Serafim of
Bosnia is one more proof about the great role that he played in the process of adopting the new Church
Slavonic language for the Balkans to the musical repertory of the second half of the 18" century. It is
not by chance that a piece in Slavic was included in his book. Hence, the cherouvikon in Slavic might
have been inserted after manuscript 6/59 was purchased by Serafim and recorded in Rila monastery.
The question of who wrote it, Serafim himself or another monk of Rila monastery, remains open for
now. What is sure is that Serafim’s appeal for creating a repertory in Slavic was heard. Pieces in
Slavic written in late-Byzantine notation for most of Vespers, the Orthros, and the three liturgies
appeared in manuscripts originating from monasteries on Mount Athos like Hilandar, Xenophontos
and Dionisiat and the Bulgarian lands [26]. Some of them are linked with the names of Hieromonk
Makarij of Hilandar and Hieromonk Joasaph proabbot of Rila. The name of Dionisij of Veles now has
to be added to them. No doubt these pieces were performed in the churches, or, applying the words of
the Metropolitan Serafim in his message to Petros Lambadarios, they were used by the Slavs in their
worship. (1ll. 9) All this outlines one more clue about the close contacts between Slavs and Greeks on
the Balkans in psaltic art.
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