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I dedicate this edition to Michel Godard and Stephan Berger who so kindly showed me the way, 
and all the participants of the 2022 Serpent Journey in Saignelégier who welcomed me into the 
fold. 

Searching for Schiltz 

In September 2021, after listening to Douglas Yeo’s splendid recordings of Étude 1 Andante /Des 
Huguenots/ and Étude 3 Allegretto /de L’Éclair/ on his Le Monde du Serpent (2002) project, I 
wanted to find the music score. The notes referenced, “from Schiltz: Méthode complete et 
raisonnnée de serpent, Paris, c. 1836 p. 30”. Unlike the beautiful edition of Métoyen’s 1810 
“Ouvrage Complet pour l’Éducation du Serpent” prepared by Benny Sluchin in 2002, the Schiltz 
book was not readily available.  My goal for publishing this edition is to make it easier for 
Serpentists and scholars when they go searching for Schiltz in the future. 

Production note 

The consensus from prominent serpent scholars was to produce a partially restored (cleaned up) 
copy of the available Schiltz original, rather than completely resetting this book.  Therefore, 
small areas of illegibility and imperfection were unavoidable and every effort was made to keep 
these to a minimum. 

Serpents for the future: 

The editor's royalties for this edition will be directed to the Serpent Journey Association in 
Switzerland for supporting their music courses and concerts, helping to bring the serpent to a 
wider audience. 

Marc Lindy 
Editor 
Vancouver, Canada 
2024 



Introduction 

Complete and Systematic Method for Serpent by Jean-Baptiste Schiltz: An Appreciation 

by Douglas Yeo 

The introduction of the serpent as a reinforcement to the singing of chant in the Roman Catholic 
Church in France came by 1590. Whether the serpent was invented there as a fully developed 
instrument, or it evolved from large serpentine-shaped cornetti in Italy is something about which 
scholars are not in agreement.1 But no matter its origin story, from the late sixteenth century, the 
serpent was the most robust bass instrument available to composers and performers. This being 
the case, it was no surprise when the serpent wandered from the Church to military bands, 
chamber music groups, and symphony orchestras. What is surprising about this is that from the 
serpent’s introduction in France until the beginning of the 19th century, there were no published 
method books for the instrument. Fingering charts for the serpent began appearing as early as 
1772, but the first method book for the instrument—written by Jean-Baptiste Métoyen—was not 
written until 1792. While Métoyen’s book was bowdlerized by Nicholas Roze, Joseph Gossec, 
Étienne Ozi, and Joseph Borel-Rogat—who published parts of it around 1812 in a method under 
their names for the Paris Conservatory—Métoyen’s serpent method was not published in its 
entirety until the twenty-first century.2 Others followed in Métoyen’s footsteps, including M. G. 
Hermenge, and A. Héral, who published methods for serpent in the early nineteenth century. 
Clearly, the increasing ubiquity of the instrument in French musical life called for better training 
of serpent practitioners. 

Jean-Baptiste Schiltz’s Méthode complete et raisonnée de serpent (Complete and Systematic 
Method for Serpent) was published sometime between 1836 and 1838 and was probably the last 
of the nineteenth century serpent methods. It was one of several methods that Schiltz published 
for various wind instruments including his method for the serpent’s descendent, the ophicleide, 
Grande Méthode d’Ophicléide–Basse et d’Ophicléide–Quint et sans clefs (Paris, no date).  

As we can see from the illustration that accompanies Schiltz’s Tabulature (fingering chart) for 
the serpent, his Méthode was written for the upright serpent, the serpent droit, rather than the 
traditional serpentine shaped serpent d’Église (church serpent). The upright serpent was 
introduced in 1789 by J. J. Regibo, an Italian musician who lived in Lisle, France. The 
ergonomic advantages to the upright serpent were obvious, and with the bell at the top of the 
instrument rather than at the bottom, the serpent was better able to project its sound. By 1805 the 
upright serpent, with its distinctive bassoon shape, had become popular with military bands 
while the serpent d’Église continued to be used in the Church. These upright serpents—part of a 
family of serpent-related instruments that include the early cimbasso, the serpent Forveille, the 
ophimonocleide, and basson Russe, all of which are all loosely classified as “bass horns”— have 
a brass bocal (also called a “crook”) that is inserted into the upper section of the instrument that 
has three holes for the left hand, a lower section (often referred to as the “butt” section) with 
three holes for the right hand, and a bell section of wood or metal, or both. Upright serpents also 
usually have between one and three keys. The instrument is typically supported by a neck strap 
that is attached to the instrument as well as two metal supports that allow the serpent to rest 
between the thumb and index finger of the player’s hands. 



Biography of Jean-Baptiste Schiltz

e e e e

Succeeding as a professional musician requires not only strong musical ability, but a variety of 
soft skills -- an ability to network and market oneself, the fortitude to face continual setbacks, 
and a keen awareness of when to voice a musical opinion or keep quiet. The author of this 
method, Jean-Baptiste Schiltz (1807-1868), was a musician who in the span of a few short years 
went from the top of the Parisian music scene to quite near the bottom -- and in so doing codified 
instruction on a variety of instruments, left behind a substantial repertoire for cornet and other 
brass instruments, and left us today with a greater understanding of just how important those soft 
skills are to musical success. 

Schiltz began his professional musical journey as a military musician, performed alongside the 
famed Francois Dauverné (1799-1874) in the Paris Opéra orchestra, and further supported 
himself through composing, arranging, and conducting. Schiltz maintained a connection to 
military music-making throughout his life, particularly military bands. He maintained strong and 
strident opinions about how this music should be made. While this opinionated nature doubtless 
inspired him to compose methods such as this Méthode complète et raisonnée pour serpent 
(1836). However, that same nature led to continual professional turmoil that ultimately collapsed 
his promising professional career. Schiltz’s fascinating and colorful story helps to humanize him 
to us today and gives us valuable insight into the life of a working musician in the Romantic era.  

Schiltz was born January 26, 1807, in the city of Luxembourg, capital of the Grand Duchy of 
Luxembourg.1 Like Schiltz, Luxembourg has a colorful and dramatic history. Though we know it 
today as a small, independent nation, the Grand Duchy of Luxembourg has been at various times 
under Spanish, Austrian and French rule, as well as being subject to territorial claims by the 
Netherlands, Belgium, and Prussia.2 At the time of Schiltz’s birth, Luxembourg was under 
French rule, and the earliest records of Schiltz’s professional activities come from his time in the 
French garde nationale.  

Schiltz’s first known professional musical position was as chef de musique of the 10e legion des 
dragons, a cavalry regiment stationed in Tours, southwest of Paris.3 He served here only briefly 
before transferring to the 3e legion de la Garde Nationale in Paris in 1837. Around this time he 
also began performing as the 4th trumpet and cornet specialist in the Paris Opéra orchestra. He 
would have played for the premieres of several important operatic works, including Hector 
Berlioz’s (1803-1869) Bienvenuto Cellini (1838), Daniel Francois Esprit Auber’s (1782-1871) 
Le lac des fees (1839), Gaetano Donizetti’s (1797-1848) Les martyrs and Fromental Halevy’s 
(1799-1862) Guido et Ginevra (1838).4  

1 Bibliothèque nationale de France, “Notice de personne ‘Schiltz, Jean-Baptiste (1807-1868)’,” BNF Catalogue 
Général, created May 07, 2022, accessed November 17, 2023, https://catalogue.bnf.fr/ark:/ 
12148/cb14995573x. 
2 Erpelding, Jean-Pierre, Veronique Lambert, and Victor J.P. Biel. “Luxembourg.” Encyclopædia Britannica, 
November 17, 2023. https://www.britannica.com/place/Luxembourg.  
3 Planque, Agenda musicale pour l'année 1836, vol. 2, reprint edition, Geneva: Editions Minkoff, 1981, 100 
4 Berlioz, Hector. “Premier representation de Guido et Ginevra de Halevy (2e article),” Revue et gazette musicale de
Paris, March 18, 1838, 115. 
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Comments regarding the technical and theoretical sections of Schiltz’s method 

by Volny Hostiou

This method is both quite comprehensive given the variety of different themes covered, and very 
succinct in the quantity of elements proposed for each section. In the technical and theoretical 
part, we find details on playing technique, musical elements such as range, articulation, scales, 
ornaments (called “enjoyments”) and even some theoretical elements regarding tempo 
indications. The part devoted to scales is quite developed, all the tones are detailed there. The 
short examples highlighting the different approvals help to illustrate the point. The elements 
specific to the se e  are tenuous and mainly concern the holding and playing mode of the 
instrument, the exercises and examples could find their place in any method for wind instruments 
of the brass family. 

In the short text about trills, the author concludes that it is better to simply avoid trills on this 
instrument. Given the importance of the ornaments (notably the tremors) and their presence in 
particular in plain chant which the serpent has accompanied in its most common use since the 
17th century, one may be surprised that Schiltz brushes aside this element with the back of his 
hand in a work devoted to the serpent. Likewise, there is no mention of the specific repertoires of 
the serpent in either sacred or secular music. 

This work presents a fairly general learning method, such as can be found for various wind 
instruments, and which Schiltz himself has adapted for a number of different instruments (piston 
cornet, saxhorns, etc.). While he does not really focus on the specificities of the serpent, by 
publishing this method, Schiltz seems above all to give the serpent its place in the large family of 
wind instruments with mouthpieces. 

Volny Hostiou 

Holder of a first prize in saxhorn from the Conservatoire National Supérieur de Musique de Paris 
(CNSM), teaches tuba, serpent, chamber music and directs brass ensembles at the 
Conservatoire à Rayonnement Régional de Rouen. He studied the serpent with Michel Godard at the 
CNSM in Paris before following the teaching of Jean Tubéry on the serpent and the bass cornet à 
bouquin. In a desire to develop the use of the snake and a better knowledge of this instrument, he 
continued organological and musical research on the subject and obtained a Master's degree then a DEA 
in Musicology at the University of Paris IV Sorbonne. He regularly performs and records with various 
French and European early music ensembles such as: Akademie für Alte Musik Berlin, Holland baroque, 
B'Rock orchestra, Le center de musique baroque de Versailles, Les Passions, la Tempête, and Les 
Epopées.  Serpentiste and co-musical director of the Les Meslanges ensemble founded by Thomas Van 
Essen, with this group he develops numerous concert programs and creative proposals mixing ancient 
music and contemporary writing. 
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Duets taken from operas
Robert the Devil, The Lightening Flash, The Jewess, The Huguenots




