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CHAPTER 4

THE FLUTE

4.1 Introduction

Shostakovich’s approach to the flutes is somewhat less flamboyant when compared with his use
of the piccolo. The flutes, however, form an integral part of the symphonies and they have been

used in all of them, except No. 14.

Shostakovich exploits the flute’s agility and its capability of executing the fastest possible
articulations. The composer is clearly fully aware of its technical limitations and presents the

player with opportunities to use double, triple and flutter tonguing.

Shostakovich displays a deft understanding of the flute’s subtle limitations with a balance of
material scored in unison in fuffi sections as well as a wide selection of brilliant solo material.
Shostakovich usually scores for two or three flutes (the third flute sometimes doubles as a

piccolo) with the exception of Symphony No. 4 that uses four flutes.
4.2 Register

According to Del Mar (1983:155) middle C still remains the bottom note of the flute, though a
very important section of the repertoire takes the low B for granted. A special foot-joint is
necessary to produce the extra note, although some players are against this on the grounds that it
puts the rest of the instrument out of tune. Shostakovich used the flute’s low B in as early as

Symphony No. 2.

Del Mar (1983:166) writes that the lower register of the flute can come surprisingly close to the
timbre of the trumpet, though of course lacking the power of the brass instrument. He also states
that the Russian school reveals an inclination toward this orchestral colour. Tchaikovsky, for
example, has a predilection for two or even three flutes in unison at their low register, as

evidenced in the Valse Mélancolique from the Suite No. 3, Op. 55, which has a long solo passage
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for the three flutes, with remarkable effect. Shostakovich generally does not exploit the low
tones of the flutes, although, he uses three flutes and the alto flute in their low register, with great
effect, in the second movement of Symphony No. 7 (see Example 5-1). The author agrees with
Piston (1994:131-133) who describes the tones of the lower octave as warm and velvety. The
sound is deceptively heavy when heard alone, but it is easily covered by other instruments and
by strong overtones from low bass notes. It is evident from the analysis that Shostakovich
consistently ensures that the accompaniment does not overpower the quality of the flute’s low

register.

An overwhelming majority of material written for the flute in ruffi sections of the Shostakovich
symphonies is in the high register with very loud dynamic indications (ff - ff/f). The middle and
low registers are mostly reserved for solos with soft dynamic levels. Symphony No. 1 has the
most material for flute in the middle register, both in solo and fui#i, and has many examples of

solos in the high register with piano dynamic levels.

Examples of solo material in the high register are very rare although many solos span a wide
range, briefly entering the very high register. Isolated instances of material in the high register

are usually doubled 1n unison or at the octave by the second flute and/or piccolo.

Prominent examples of solos in the low register can be found in Symphony No. 2; the third
movement of Symphony No. 4; the first movement of Symphony No. 7; the first and fifth
movements of Symphony No. 8; the first and third movements of Symphony No. 10; the second
movement of Symphony No. 11; and the second movement of Symphony No. 12. A
development in Shostakovich’s orchestration style is clearly visible as he makes more use of the

flutes’ lower darker register from Symphony No. 7 onward with longer, more exposed, solos.

The flutes are given a moment of calm in the second movement (“9th of January”) of Symphony
No. 11 with a single solo in the low register with a piano dynamic level (Example 4-1). The
second movement of Symphony No. 11 is intensely dramatic and depicts the massacre on
Sunday January 9. The velvety low tones of the two flutes playing in harmony are matched by
the subtle pianissimo trill accompaniment played by the strings in mm. 807-816. The warm

colours of the low woodwind, brass, celesta and harp support the overtones of the flutes playing
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in unison in their very low register from mm. 815-820. (The rest of the movement involves ruiti

material in the high register with mostly fortissimo dynamic levels and louder.)

This solo is also one of numerous examples throughout the symphonies where Shostakovich
gives both first and second flutes equal importance. The second wind player is usually given a
melody lower than the first which is in many instances more difficult because it requires of the
second player to create the correct balance in dynamic levels and intonation. The accompaniment
for the first half of the solo consists of trills played by con sordino strings, taken over from mm.
816-820 with chords by the bass clarinet, contrabassoon, muted horns, second trombone and
tuba. The harp and celesta add a light colour to an otherwise sombre texture in m. 810, mm.
815-816 and from m. 819. The little circles above the notes of the harp in mm. 804, 807, 810,
815 and 820 indicate that the player is to produce harmonics on the harp, sounding an octave
higher than written. Given the “fuzzy” nature of the low register of the flute, Shostakovich gives
the low sustained tones (the D in m. 814 to the low B natural at the end of the solo in mm. 819-
820), to both flutes in unison. The low tone of the B natural at the end of the phrase in mm. 819-
820 blends well with the accompaniment, yet projects remarkably well and is not overpowered

by the low woodwinds and brass.
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Ex. 4-1: Symphony No. 11, second movement, mm. 803-820
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The full quality of the low register of the flute is even more convincingly displayed in the
following excerpt from the first movement of Symphony No. 10 (Ex. 4-2). The wispy flute solo
meanders delicately around G, the first note of the solo from mm. 202-215, then changes course
from m. 216 and closes on a middle C in m. 227 The transparent pizzicato piano
accompaniment from the first and second violins and violas give a shimmer of a waltz-like
harmonic support to the piano flute solo. Although the pitch of the string accompaniment is
higher than that of the flute’s in mm. 226-227, Shostakovich is nevertheless confident of the

carrying power of the flute’s low register.

Symphony No. 10 (1953) has been the object of more formal musical analysis than any other
piece by Shostakovich. According to MacDonald (1990:205) Symphony No. 10 “can hardly
have been unrelated to the most important event in post-war Soviet history: the death of Stalin.”
MacDonald argues that two of Shostakovich’s cryptic codes developed in previous symphonies
(particularly Symphonies No. 4 and 8) are used in abundance throughout Symphony No. 10, for
example: the Stalin motive of a two note figure; and the People which is characterised by a three
note motive. MacDonald certainly presents an interesting interpretation which, when applied to
the symphony, makes for very stimulating listening. It is a fact that the symphony focuses on
two- and three-note motives, groupings, time signatures and even key signatures. When applied
to the example under discussion (Ex. 4-2) the flute’s melody centres around the two-note or -
motive grouping in a three-four time signature. The accompaniment consists of a waltz, yet
somehow also emphasising a two-beat rhythm. It could possibly be interpreted as the long
lasting effect Stalin had on the People, yet the People have survived, bruised and affected, but

strong.
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Example 4-2: Symphony No. 10, first movement, mm. 196-231
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The following passage from the second movement of Symphony No. 8 allows the flute to show
off its sparkling character in the middle and high register at a piano dynamic level (Ex. 4-3). Itis
also an excellent example of unusual instrument combination. The solo opens in octave
doubling with the first clarinet for two bars in mm. 225-226. While the flute continues its
spirited dance in the high register the contrabassoon provides a pedal point (mm. 227-234) for
the static stringed accompaniment, interspersed with added interest from the snare drum in mm.
228229, 231 and 232. The horns (m. 232) pre-empt a lively dialogue in imitation between the

clarinets and the first flute in mm. 233-234.

Example 4-3: Symphony No. 8, second movement, mm. 223-234
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4.3 Allocation of solo material to the flute

Each wind player relishes even the shortest solo in symphonic works. Shostakovich affords the
whole flute section, not only the first player, with a wide variety of solos to complement each
mood and nuance of their technical capability and that of the instrument. Many solos include

prominent melodic material for the second flute.

The majority of flute solos are written at a piano to pianissimo dynamic level. Only two solos,
found in the third movement of Symphony No. 10 and the fourth movement of Symphony No.
13, are marked with a forfe dynamic indication. Most solos are written for the middle register.
There is an average of four significant flute solos in most symphonies with the exception of

Symphony No. 11, which has only one flute solo.

One of the numerous times Shostakovich uses first and second flute together in a solo is found in
the third movement of Symphony No. 7 (Ex. 4-4). The flute’s lyrical legafo character is
beautifully displayed between mm. 106-122 in its middle to high register at a piano semplice
dynamic level, complemented by the piano pizzicato accompaniment played by the second
violins and violas. The first flute melody takes a downward curve into the lower register after

the cellos are added to the pizzicato accompaniment in m. 123.

The second flute joins the first flute solo in m. 135, more than two octaves below on a middle C,
with a contrary motion melody for five bars, to resume its place in the duet until the end of the
solo in m. 170. Meanwhile the harmonic support changes once again in m. 150 as the full string
section overlap the final two bars played by the clarinets (mm. 150-151). With the addition of
the lower strings creating a fuller harmonic support from mm. 150-170 Shostakovich adds more
dynamic variety and melodic colour to the second flute solo whose role lies more in independent
dialogue with the first flute than before. A typical example of the detail Shostakovich attributes
to the first and second flute is seen in his allocation of different dynamic levels to each

instrument.
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A challenging and exposed solo for both first and second flutes is found in the first movement of
Symphony No. 6 (Ex. 4-5). The rhythmic cadenza-like melody includes triplets, quintuplets,
sextuplets, trills and acciaccaturas, all within the confines of a ppp dynamic level. Fortunately
the solo is written for the middle register in which it is somewhat easier to maintain a soft
dynamic level. According to Volkov in Testimony (MacDonald 1990:144) the first movement of
Symphony No. 6 concerns Shostakovich’s state of mind during the traumatic months of 1936.
The composer is referring to the intense isolation he felt as a result of the attacks on his works
and the betrayal of many of his so-called friends. The flutes’ solo aptly portrays this mood, one
of a searching dialogue. A subdued trill pedal point by the violas and cellos and sustained notes
from the double bass remain the consistent accompaniment throughout the solo, a reminder of

the underlying darkness and criticism rallied at the composer.

Shostakovich maximises the role of the second flute in this excerpt by using it both as soloist and
as part of the accompaniment. The second flute joins the first from mm. 142-144 as soloist with
three bars of melodic material containing the trills also found in the first flute’s part. The second
flute then shifts into the background as part of the accompaniment from mm. 146-149, doubling
the E, in unison, four octaves above the double bass. The first violins take over as soloists from
mm. 152-158, allowing the timpani and harp to take their position as soloists from m. 159. The
time signature changes characteristically in mm. 143, 147, 148, 153 and 154, enhancing the ad-

libitum-like nature of the solo.
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Example 4-5: Symphony No. 6, first movement, mm. 131-160
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A solo for flutes, strikingly similar to the one found in the third movement of Symphony No. 7
(see Ex. 4-4) was written for the third movement of Symphony No. 5 (Ex. 4-6). There is no
programmatic similarity between the two symphonies. On hearing the intensity portrayed in the
third movement of Symphony No. 5 the author agrees with MacDonald (1990:130) who states
that this movement is the first real slow movement since that of Symphony No. 1 in 1925. “It
was during this movement that the Leningrad audience began to cry, from sadness and relief at
hearing tragic emotion expressed so openly, during a time when genuine feeling was being

systematically destroyed by the Terror.”

The first flute begins a moving legato piano melody in the middle to high register in m. 33. The
second flute joins the solo in m. 37, more than two octaves below the first flute in a contrary
motion-like movement.  Interestingly, similar interval and melodic structure is used by
Shostakovich in the solo of Symphony No. 7 (see Ex. 4-4, mm.135-149). A dauntingly delicate
atmosphere is created by the timbre of the harp as accompaniment. The cellos take over from
the harp in m. 42, joined by the double basses in m. 44. This particular melody played by the
flutes and accompanied by the harp is partly repeated one more time toward the end of the

movement a semitone higher, but this time the combination is second violins and harp.
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, third movement., mm.

Example 4-6: Symphony No. 5
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Shostakovich seems to have saved one of the best flute solos for last. Opened by two forte tones
from the glockenspiel, the first movement of Symphony No. 15, Shostakovich’s final symphony,
springs to life by a virtuoso flute solo, accompanied by a hint of pizzicato strings and a wayward
note here and there from the bells (Ex. 4-7). The flute solo is energetic and fun and sets the tone

for the rest of the final symphony.

Example 4-7: Symphony No. 15, first movement, mm. 1-45
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An analysis of Shostakovich’s symphonies shows clearly that he definitely preferred the string
section to accompany flute solos throughout the symphonies. The nature of the string
accompaniment is most often pizzicato (seen in the first flute solo in the first movement of
Symphony No. 1), fremolo, trills or sustained chords. Accompaniment for flute solos in
Symphonies No. 12, 13 and 15 is exclusively by the strings. The dynamic indication in the

accompaniment is mostly piano to pianissimo, with frequent use of the mute.

Shostakovich clearly thought of warm, resonant timbres to accompany delicate flute solos. The
French horns feature fairly frequently with their understated regal tone when combined with
strings. The combination of horns or horns and strings as accompaniment to flute solos is used
in Symphony No. 1, Symphony No. 3, the second movement of Symphony No. 4, the third
movement of Symphony No. 6, and the first movement of Symphony No. 7. The horns are

combined with the clarinet and bass clarinet in the second movement of Symphony No. 2.

It seems as though Shostakovich started fairly conservatively in his choice of accompanimental
mstruments and then used the warm colour of the wind instruments as accompaniment mostly
between Symphonies No. 4 and 11, as seen in the use of the instrument combination of clarinet,
bass clarinet and bassoon. He then returned to the more traditional accompaniment of strings for

the last few symphonies (No. 12-15).
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4.4 Articulation

Toff (1985:116-117) writes that the easiest way to explain the musical application of flute
articulation is to compare it with violin bowing. The violin bow can be seen, whereas flute
tonguing cannot. The stringed instrument comparison is particular apt if one considers
articulation to include not just the initial attack, but also the length of the stroke or note group.
Using a variety of tongue strokes, the flautist can do almost everything the violinist can do: vary

the attack, the length of the stroke, and the inflection.

Shostakovich presents flute players with ample opportunity to use all possible inflections of

articulation in all dynamic levels as well as tempi and character.

An excellent example displaying the leggiero properties of the flute in a staccato solo, which can
be played with single or double tonguing, is found in the fifth movement of Symphony No. 8
(Ex. 4-8). It is also a challenging example of a flute solo written in the high register at a piano
dynamic level. A light character is created by the syncopated pizzicato string and triangle
accompaniment: a rare combination. The first horn is added here and there to add a little weight
in its contrasting legafo descending motive in mm. 66-68 and mm. 74-75. Shostakovich cleverly
hands over the first flute solo to the second flute for three bars from mm. 70-72 to create an
illusion of a continuous melody while giving the first flute an opportunity to catch a well-needed

breath. The first flute takes over the solo again from mm. 73-87.

Of the last movement of Symphony No. 8 MacDonald (1990:171) aptly writes, “...at last, the
jester awakes and a familiar irony arrives to rescue the situation with one of the composer’s
searingly satirical inventions.” The final movement gives the listener a longed-for respite in
mood from the depressing sounds preceding it, with brighter coloured passages and orchestration

like the one discussed in Ex. 4-8.
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fifth movement, mm. 62-87

Example 4-8: Symphony No. 8,

Y

hes

_.{l.
o 2
——

T—1
e o
1

£e ¢

z
E

t

f FEE

=
=

28] ¢

168
5, L soloz E

FL

-HJ gl
e L bt " hH Lk
- Misie TH[$I —I8|WMbe 4 M[t¢ TN
U ISR ERE Lid hd L L L
—:L 41
Ml
&
1 s
-t e 14 py | ey Pty
- —Tervth  TIS(HbE T N1
~~h k) o b boid| ey
L 2
P HH e 1144 P i 158 1L
A~ bl e perty Ban
. e th b TRE m
~t un prld Y 4 o
4 i §
- AR .+P.P Welike, epl H-
- L ki el +d il
| T
— " L Hd u.n,l.e i _4P‘m,. Mg,
Li L B
A~ Y gnu i i e
| |-
o d. L 1Y e ﬁ.f_ A (i ¢ H
G-nmlu \ﬁ IR M mm M - U.M
11, s il h |
. = -
N - =]
k=] X o
= > b

s e
'Til‘ b
| M
Wl ]
— yiLU‘ mw“nn 1
-y
—TM
ra-_— . ﬂv* .1 ﬁ [ 228
ST o - "t =
Wl
2 ...ru ~d #[4 14 K MY 1k
188
.:.L b 1L ¥l Th b d] ol
PAREN s i
L 188
i 158 ~t price it hiid 4 Y
q
=M
X —i-r Y 4 113 .1 Ly_!.. Lv_.n
‘mH
H N -l P Y b ref -
I I
plL 1R
L b | = HHd  TTEHG Myl 17.‘.. |
Fu H
Y = -~ pred i w14 P14 #14
Hl o HH
<l = H ¥ 1
el = ICRL T DS il -m.t KT ¥ Th »
= A=
—Ca
.‘..J‘ A b 28 bt A gl
g
gx_ - 30 4 18l —$in ol |
-4l
= ﬁ" lw B | 38 a0 by 1 e
- &bl
vl U1 - e THilte sttt e (R
i
,f:_v[g Ly ~t L L] LL 141! L
f_fr H
.EL oY __r b MEe  TTRMe || ri He
- N HEL N i hdin ﬁ m& NS
A= 4 — e
5 a r
¢ § 3 :
[5) = 5
[



University of Pretoria etd — Panebianco-Warrens, C R (2001)

ey
I b} : i . g \ ba- - val T
P =N - . pbe aw 5 . - F & r Fop 5E 25 ba
i 4 ;8 h I 32— 3 T - 1 1 L ) 11 B - L Q== e 1 > == LT 1 T - e .|
1 1 LT A L Y o - L 1 ] b D — ) . = | 8 T ¥ A £ ' £ ;| i ¥ - I 4 b g ) e i - |
FL = = 7t + ——1 == 1 =
+
N —
1 —
X—r e ¥ —r : =" ? + — —]
Cor ; = } f F’ t } 1 =t } :
(7]
4 A 4 "
7 ¥ ¥ 7 ¥ — — ¥ ! 7 r— —— T
vepil .3 r 3 - = r I~y .. Si= F S— r 3 3 -
v
(7] :
.
. - o ¥ ¥ T 2 ¥ t ¥ T T 1 3 1 ¥ T
V-nill s y 3 I . — 3 — = 1 ar ey ) T—I y 3 1
|J74 - it < X " e e v
z (7]
128| i w . ﬁ e i :
b 1. EE Eles gl bpess saZgeta bhL :
P § - ) - i 1 sl | 1 | I 1 ra 1 ' S D 1 1 1 1 11 S S— 1 1 I -+ 1 1 1 | A > : $. B e |
T o ——— T Tt —— =
Fl. T I T 3 A R D = T
U ) L3 P - _ - § i o A
—
£ x } 4 ALt o
- = r T T f
V-orl : = %%? * = x x v""r ;5 E i et x x 3 x :
+
P | 1 -’"f
i Il aArcg ——
¥ — = o e | Pt i ¥ ——— ¥ — —7 ®
v‘ulII = [ — F . -— L.} X x r.% £ - Lol - L3 2 rJ r3 L
- - ‘IV . ‘Jr%.[ —T. T
o P m
S~
1 { Arco g
12 ¥ 3 —F —r—t 3 ¥ —r 1 ra ¥ y I
V-le * = ¥r1- o == i s x o m—3 b £ X . = ¥
2 o
m
e of 4 4 0 . " -
= 3 i T +— " i —Rr— E I
o e e e e e e e e
51 v == + +

4.5 Special effects and devices

Similar to his use of special effects for the piccolo, Shostakovich only makes use of flutter

tonguing (frullato) and double and triple tonguing for the flutes. His use of frullato is also

relatively conservative and is used once only in the first movement of Symphony No. 4 (see Ex.

3-12) and twice in the fourth movement of Symphony No. 8.

There is a striking similarity in Shostakovich’s use of the frullato effect in the first movement of

Symphony No. 4 (Ex. 3-12) and the example from Symphony No. 8, which is discussed in Ex. 4-

9. The author speculates that it is highly probably that Shostakovich intended the character in

both symphonies to portray a foreboding atmosphere, Symphony No. 4 anticipates the horrors to

unfold with Stalin in power, whereas Symphony No. 8 suggests the result of the dictatorship and

the antipathy towards war.
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In both examples frullato is used as accompaniment to prominent cello and double bass melodies
played in unison by the cellos and double basses, and the dynamic level is pianissimo. Two
piccolos and two flutes are used in Symphony No. 4 whereas four flutes are used in Symphony
No. 8, and later three flutes in the same movement. In the following example Shostakovich
doubles the frullato flute melody with the pizzicato violins and violas at the octave, carefully
dovetailing the flutes between each other so as to allow enough breathing space and create a
legato effect. A fascinating shuffling of parts takes place, as the octave doubling between the
strings and flutes is not confined to specific parts. This is also evident in the interaction between
the second flute and first violins on the fourth beat of m. 74 and the first beat of m. 75: the first
violins support, in unison, the last two notes of the flutes’ triplet in m. 74 and the first two
quavers of the next beat in m. 75. The flutes’ frullato accompaniment discreetly overlaps the
clarinet solo in m. 75 and tapers off in m. 76. It seems as though Shostakovich went to great
lengths to create a homogeneous impression in combining the frullato and pizzicato effect as

accompaniment by the flutes and strings with the /egafo melody of the low strings.

Example 4-9: Symphony No. 8, fourth movement, mm. 68-76
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4.6 The flutes in combination with other instruments

The instruments which are used most to accompany flute solos have already been discussed in
section 4.3. Shostakovich utilizes a variety of interesting combinations for the flutes. Some are
traditional, like combining the flutes in unison, octave doubling or in harmony with the piccolo,
oboe and clarinets. He already shows an affinity for the combination of flute and bassoon in the
first movement of Symphony No. 1. Shostakovich seems to enjoy combining light timbres with
deep dark ones, seen in the recurring combination of flute with bassoon, or double bassoon, bass
clarinet, cellos, double basses and horns. The horns are the only brass instruments that feature

significantly in combination with the flute.

The flutes are sometimes written in unison with the first violins, and often as accompaniment to
lower strings solos. Shostakovich is very temperate with the combination of flute and percussion
instruments, although a variety has been used: xylophone (Symphony No. 3, third movement of
Symphony No. 4, fifth movement of Symphony No. 5); side drum (first movement of Symphony
No. 7, second movement of Symphony No. 8), the triangle, timpani and tubular bells. A

significantly unusual combination is that of the flute and bass voice in Symphony No. 13.

The combination of piccolo, flute and xylophone as soloist only occurs once and is found in the
third movement of Symphony No. 4 (Ex. 4-10). The first piccolo, first flute and xylophone
dominate the score with a forfe melody in octave doubling. The lively melody spans three
octaves and Shostakovich once again makes use of the extreme registers and dark timbres in the
use of the tubas and low strings, each with their own melodic material. The first and second
violins create an interesting contrast with a glissando motive in mm. 591, 592 and 593. The care
and detail with which Shostakovich treated each instrument is evidenced in the xylophone part in
its last bar, m. 606. The sustained F held over from the first crotchet beat onto the quaver on the
second beat of the bar by the piccolo and flute cannot be executed on the xylophone, at which
point Shostakovich blends the xylophone’s part with the repeated F’s of the first violins. A new
dimension to the sound is introduced with the amalgamation of contrasting articulations and
textures resulting from the explosive sounds of the xylophones combined with legato, non legato

and staccato articulations for the piccolo and flute.
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Example 4-10: Symphony No. 4, third movement, mm. 581-609
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Shostakovich created one of the most serene and poignant solos for flute and horn in the first
movement of Symphony No. 5 (Ex. 4-11). A calm canon-like conversation takes place between
the first flute and first horn with a piano melody consisting of long sustained notes. The
pianissimo string accompaniment and sustained chords from the harp perfectly complements the
solo. This is once again a typical example of Shostakovich successfully layering unusual tone

colours.
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Symphony No. 5, first movement, mm. 257-276

Example 4-11:
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A passage from the fourth movement of Symphony No. 13 is captivating in Shostakovich’s
choice of instrument combination as well as articulation and dynamic indication. According to
Jackson (1997:76) this movement entitled “Fears” takes a jab at Soviet authority and is a
requiem for those “unlucky enough still to be alive” (see Appendix B for a full translation). The
direct translation of the two lines used in this example is: “All this seems remote today. It is even

strange to remember now.”

The orchestration is sparse with sustained strings and harps, leaving maximum exposure to the
bass solo with only the jabbering flutes in the background. The first and second flutes take over
a busy triplet motive from the trumpets in m. 89, at which point the rather static bass solo begins
at a piano dynamic level. The clarinet in A reinforces the bass solo in octave doubling from mm.
92-96. The triplet motive takes on a fascinating relay between instruments as it is passed on
again in m. 97 to the con sordino trombones for two bars and then to the bassoons from m. 99.
Shostakovich carefully avoids combining the trombones with the solo voice in this example,
clearly preferring the woodwinds’ timbre with the bass, and also to avoid overpowering the

voice.
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Example 4-12: Symphony No. 13, fourth movement, “Fears”, mm. 88-99
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4.7 Conclusion

Shostakovich’s use of the flute is conventional and fairly conservative throughout the
symphonies. The whole range of the flute’s register is used, including the low B, which requires
an extension. Shostakovich preferred the warm timbres of the flutes, as exposed flute material is
scored in the middle and low registers. The composer gives prominence to the entire flute
section which plays an integral part in the symphonies. The strings are the most preferred
instruments to accompany flute solos. The special effect frullato is used in two symphonies
only. As with the piccolos, Shostakovich also likes to combine the flutes with the bassoons

and/or contrabassoon. The percussion is rarely used in combination with the flutes.
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