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Entry 

 

The work above was inspired by a desire to popularize the accordion works of Artur 

Cieślak. The cooperation established with the composer contributed to the creation of his first 

accordion works, and also significantly increased access to original literature, written both for 

solo accordion and those dedicated to a relatively unpopular chamber composition, such as a 

duet composed of violin and accordion. 

 It is worth noting that the resulting works were written with the intention of premiering 

them during the concert that forms the basis of the work description1 . With the full agreement 

and approval of the composer, the overall development of the accordion voice regestration was 

carried out2. What's more, the joint in-depth artistic and intellectual analysis allowed the 

composer to become more familiar with the richness of the possibilities of sound creation using 

the modern concert accordion. Indirectly, the goal was also to deepen cooperation with the 

composer in the creation of future works written for the accordion, which would contribute to 

expanding the Polish accordion literature. 

 During the concert, which was recorded on DVD, all the composer's works for solo 

violin, solo accordion and chamber ensemble violin and accordion3 were performed. The 

dissertation focused on describing three paraphrases by Artur Cieślak (Paraphrase No. 1, 

Paraphrase No. 2 and Paraphrase No. 3), which, as a full cycle4, illustrate the richness of the 

sound of the above-mentioned instruments, both solo and chamber (with special attention to 

accordion performance). At the same time, an in-depth analysis was made to show the 

composer's treatment of melodic-rhythmic material. 

 Accordingly, the following order of occurring chapters was adopted throughout the 

written work. 

 The first chapter focuses on the composer's profile: his biography, artistic achievements 

and a description of the basic features of his musical language. In addition, it characterizes the 

                                                      
1 The concert featured the world premiere of all of Artur Cieślak's works for violin and accordion solo and for 

violin and accordion duet. The exception is the Postmodern Toccata, which was premiered by a chamber ensemble 

consisting of Edyta Wolańska (violin) and Oleg Wolański (accordion) on October 25, 2021 at the Chamber Hall 

of the Palace under the Globe in Szczecin. 
2 The score materials appended to this work have been enriched with the author's study of the first performer. 

Thanks to the cooperation with the Publishing House of the Academy of Art in Szczecin, the nearest activities 

are aimed at their publication, however (due to the time-consuming and complexity of the publishing process 

itself) the present form is in the form of handwritten sketches. 
3 The concert additionally featured Violifonia and Cadenza for solo violin, as well as Postmodern Toccata and 

Dialogue for violin and accordion duet. 
4 Presenting a full cycle of three paraphrases by Artur Cieślak during a single public performance is in keeping 

with the composer's concept. The premiere was held during the concert, which was recorded on DVD. 
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composer's accordion works to date, the issues of which are not further developed in the main 

description of the work. 

The second chapter is a description of the work presented. In it are discussed in detail 

and elaborated the subchapters of Paraphrase No. 1, Paraphrase No. 2 and Paraphrase No. 3 

by Artur Cieślak, respectively. Important structural and interpretative aspects of the works 

above are indicated. 

  The primary purpose of the work undertaken was to promote the work of Artur Cieślak 

(with particular emphasis on accordion pieces). In addition, the resulting dissertation is intended 

to provide helpful material for future performers - accordionists reaching for the composer's 

works. The systematic cooperation between the composer and the performer (already at an early 

stage of the work's creation) allowed a joint search for the most appropriate form of artistic 

expression using the possibilities and sound layer of the concert accordion with a piano 

keyboard. At the same time, the resulting chamber pieces will certainly allow to increase the 

availability of original literature dedicated to the still relatively unpopular composition, which 

is the duo of violin and accordion. 
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Chapter I. Artur Cieślak 
 

1.1. Biographical outline and musical language of the composer 
 
 
 

 

 Photo 1. Artur Cieślak 

 
 

Artur Andrzej Cieślak (pianist, composer, pedagogue, music critic) was born on 

December 30, 1968 in Szczecin. At the beginning of his artistic path, he was an active concert 

pianist and winner of numerous international competitions5 . In 1987-1992 he studied in the 

piano class of Prof. Dr. Regina Smendzianka and Prof. Dr. Jerzy Romaniuk at the Fryderyk 

Chopin Academy of Music in Warsaw. It was not until the mid-1990s that composition became 

his main area of interest. He began its study under Prof. Jan Astriab, Ph.D., at the Ignacy Jan 

Paderewski Academy of Music in Poznań (1998 - 2003). He continued working on his 

composing skills in 2006 - 2008 as part of the Postgraduate Composition Studies with Prof. 

Marian Borkowski at the Academy of Music in Warsaw (now the Fryderyk Chopin University 

of Music). Since 2012, he has been a Doctor of Musical Arts in composition. He received his 

degree from the Department of Composition, Conducting and Music Theory at the Fryderyk 

Chopin University of Music in Warsaw (thesis topic: Specificity of texture, form and 

organization of sound material in "Piano Concerto for Left Hand and Orchestra"). 

                                                      
5 He won, among others, the 1st honorary diploma at the Maria Canals International Piano Competition in 

Barcelona (1991) and 4th place at the 6th Frederic Chopin International Piano Competition in Palma de Mallorca, 

(1992). 
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Artur Cieślak's compositions have received numerous awards at several national and 

international competitions. In 2000, his Sonata for Clarinet and Piano was awarded First Prize 

at the National Composition Competition on the occasion of the 80th anniversary of the I. J. 

Paderewski Academy of Music in Poznan. He made his international debut in 2003, when 

Reminiscence and Sonata for Saxophone and Piano were presented at the 13th World 

Saxophone Congress in Minneapolis, USA. In 2009. Reminiscence for saxophone and piano 

and Indiscretions for cello and piano were qualified for the finals of The International Music 

Prize for Excellence in Composition in Thessaloniki, and the composer received The Certificate 

of Achievement in Music Composition. He became a semi-finalist in the International 

Composition Competition "Maurice Ravel" in Bergamo (2015). In the same year, De profundis 

for a cappella choir was among the five selected compositions for the "Canticum Novum" 

competition at the XIX International Choral Festival "Cro Patria" in Split. The composer's 

works have also been performed at numerous festivals and concerts, including in Poland, 

Belgium, Greece, Lithuania, Germany, the United States and Italy. 

 

 Artur Cieślak is a member of the Association of Polish Composers, the Association of 

Polish Musicians, the Polish Society for Contemporary Music and the Association "Laboratory 

of Contemporary Music." At the same time, as an employee of the Academy of Art in Szczecin 

and the Feliks Nowowiejski State Music School Complex in Szczecin, he is intensively 

developing scientific and pedagogical activities6 . 

 

 The composer belongs to the group of contemporary artists for whom the history and 

traditions of past eras play an extremely important role7 . Very often in his compositions he uses 

numerous references to the past, but they are not always obvious, so their proper interpretation 

sometimes requires deeper analysis. An important aspect in the creative process for Artur 

Cieślak is the intellectual factor itself, as he bases most of his work on mental analysis and 

reflection8 . 

                                                      
6 https://culture.pl/pl/tworca/artur-cieslak [accessed June 19, 2023 12:38 pm]. 
7 An artistic attitude based on a broad historical basis is particularly close to my heart. This is perhaps due to the 

fact that history, not only of music, has always been among my interests. The piano activity of several years, based 

primarily on traditional classical-romantic repertoire, also played a major role. The experience gained at that time 

makes it easier for me today to grasp the elements that are still valid values in these works, irregardless of changes 

in musical language and aesthetic attitudes, A. Cieślak, My compositional workshop in the context of the history 

of music, Szczecin 2011, unpublished materials obtained from the composer. 
8 Ibid. 
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For the composer himself, the main goal is the emotional message that he tries to include 

in all of his works9. The impression that the reception of his work evokes is a key aspect10 . The 

above-mentioned complexity makes Artur Cieślak most accurately fit into the ideas contained 

in 20th-century postmodernism. The composer himself confirms that his assumptions most 

capably define how his sound material is treated and what is really most important in a work11. 

 

 

 

  

                                                      
9 Information obtained during an interview with the composer, 10.04.2021. 
10 The main purpose of my compositions is their emotional expression. I feel much more sympathy for any artistic 

trend that brings to the fore the sensual impact of a work of art. I am therefore closer to Josquin des Pres than to 

Ockeghem, to Orlando di Lasso than to Gombert, or finally to Berg than to Webern. Ibid. 
11 If I were to define/locate myself, I feel the greatest connection with the phenomenon that is recently called 

postmodernism, this postmodernism, which implies the possibility of referring to any techniques and creating some 

new quality out of it. Even in extreme cases, the possibility of using or borrowing techniques typical of the Baroque, 

but not on the basis of neoclassicism only on the basis of quotation or inserting it in some other context. It is to 

reach for a solution or melodic figure that is typical of the Baroque, for example, and set it in a musical style 

characteristic of, say, Krzysztof Penderecki. Contrasts are important here. Perhaps the example I gave is rather 

glaring, but it may illustrate a little why I feel a connection with Romanticism somewhere. On the one hand, I 

consider myself a composer who attaches great importance to the intellectual sphere, form, precision of notation, 

all of this is very important to me, and is rather characteristic of composers of the 1960s, or the classics, or others 

working years back for whom reason was very important. Nevertheless, if I analyze for myself what the piece is 

really about, emotions are definitely in the foreground. As a result, I would say of myself - this is more of a mixture, 

and in postmodernism exactly such a mixture is allowed. Ibid. 
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1.2. Review of accordion works 

 

In 2019, thanks to Artur Cieślak's acquaintance and cooperation with the author of the 

aforementioned work, the composer's first accordion works appeared. Initially, these were 

chamber works for duos composed of violin and accordion. Among them were: 

 

Postmodern Toccata (2019)12 . The composer has already put emphasis on the essence 

of postmodernism in the title itself. There are very many clear analogies to history and tradition 

in this piece. In the main, these references relate to the Baroque and the works of the leading 

representative of the era - Johann Sebastian Bach. In his Postmodern Toccata Artur Cieślak 

referred both to the main instrumental forms developed at the time (including chaconne13 , 

toccata14 , fugue15 ), and reached for quotations from works created in that era16 . It is also 

important that the composer, when constructing the voice of the accordion, strove to maximally 

reflect the characteristic sound of the organ. A major role (in order to achieve the most 

appropriate expression) was played by the selection of appropriate registers, made by the first 

performer and also the author of the dissertation at the initial stage of work on the piece. 

Postmodern Toccata is, moreover, the only one of the chamber accordion works written at the 

time by Artur Cieślak with a specified and defined key. 

 

  

                                                      
12 The piece was dedicated to the duo Con Fuoco (Edyta Wolańska - violin and Oleg Wolańska - accordion). The 

instrumentalists simultaneously premiered the cannon (October 25, 2021 in the Chamber Hall of the Palace under 

the Globe in Szczecin). 
13 Chaconne, a slow dance piece in triple bar, having its origin in the late 16th century, based on a constantly 

repeating, generally in the bass, melodic formula [in:] Jacobs A., Dictionary of Music, Bydgoszcz 1993, p. 59. 
14 Italian: toccare = to strike, an instrumental form of improvisational character, intended for a keyboard instrument 

(organ, clavichord, harpsichord, piano) created in the 16th century [in:] Chodkowski A., Encyklopedia Muzyki 

PWN, Warsaw 2001, p. 895. 
15 Latin fuga = fugue, an evolved imitative form developed in the 17th century. It developed from a set of imitative 

forms of motet origin. It reached its peak of development and perfection in the works of J. S. Bach; his fugues are 

the model for all later works of this kind. Ibid, p. 289. 
16 Arthur Cieślak's Postmodern Toccata features quotes taken from Johann Sebastian Bach's Toccata and Fugue in 

D minor BWV 565 and the Double Concerto in D minor BWV 1043 by the same composer, among others. 
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Dialogue (2018/2021)17 is an atonal piece the formative basis of which (despite its 

misleading name) is the discordant motivic correspondence contained between the voices of 

the two instruments. The composer used a clear division into sections in the piece, the 

construction of which is based on various intervals from the dissonance group (including minor 

seconds, tritones). Moreover, an interesting thing Artur Cieślak introduced in the piece are 

sound series (similar to those characteristic of dodecaphony18), but in Dialogue they undergo 

numerous transformations and are treated in a freer way (Example 1). 

 

  

 

 

Example 1. Artur Cieślak, Dialogue, t. 112 – 125 (example of a sound series) 

 
 
 

                                                      
17 This piece was originally intended for duos with a saxophone and piano lineup (the 2018 version) in 2021 the 

composer developed Dialog for a chamber composition of violin and accordion. The new instrumental 

juxtaposition required a number of modifications (the exact transfer of the piano part would not have been feasible 

on the accordion, while the violin voice was enriched with double notes and chords). 
18 Dodecaphony, a twelve-tone or twelve-tone technique, a compositional technique involving the ordering of 

chromatic sound material in isolation from the traditional (19th-century) functional and tension relationships 

between sounds. In the dodecaphonic technique, the basis for ordering the sound material is a series (series), 

covering (without repetition) all 12 pitches in any succession [in:] Chodkowski A., op. cit., p. 195. 



 10 

In addition, in 2021 Artur Cieślak composed a piece for a duet composed of clarinet and 

accordion: 

 

 Bagatelle for clarinet and accordion (2021). The piece was premiered by a Szczecin 

duo composed of Bogusław Jakubowski - clarinet and Jerzy Siemak - accordion. Bagatelle is a 

relatively short piece, in which the composer based his search for an original and 

unconventional sound. Over the course of the work, numerous murmur and hum effects are 

noticeable, as well as instrumental beats19 . 

 

As of 2019, the accordion has been increasingly used in Artur Cieślak's creative 

workshop. This was certainly significantly influenced by the composer's collaboration with the 

author of the above-mentioned dissertation, which at the same time allowed the artist to take a 

closer look at this relatively young instrument and one that is in a constant phase of 

development20 . 

 

In addition to the aforementioned and characterized chamber pieces, in 2021 the 

composer created three paraphrases that, as a coherent whole, present a spectrum of possibilities 

for creating sound on the accordion. In addition, they present the richness of the instrument's 

sound, both solo and chamber. A detailed formal analysis and description of the issues related 

to the interpretation of the three paraphrases by Artur Cieślak is further discussed in the second 

chapter of the above written work. 

 
 
 
  

                                                      
19 International Clarinet Association, Clarinet 2022, No. 4, p. 70-72. 
20 Dastych J., Galas S., Powroźniak J., Puchnowski W.L., Accordion from A to Z, PWM, Krakow 1966 pp. 27-29. 
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Chapter II. Characteristics of three paraphrases by Artur Cieslak 

 

2.1. Paraphrase No. 1 

 

 
Before proceeding to a thorough analysis of the cycle of accordion works by Artur 

Cieślak, it was important to first familiarize ourselves with the meaning of the word Paraphrase 

itself21, since all three paraphrases, were inspired by the composer's earlier works. 

 

Paraphrase No. 1 is a chamber piece dedicated to duos composed of violin and 

accordion, opening the cycle above. In keeping with the idea behind the works, the first was 

based on a string quartet by Artur Cieślak dating from 2006 22. Despite the numerous analogies 

present between the two works, Paraphrase No. 1 as a coherent whole presents a completely 

new quality and is not a transcription of the earlier work23 . 

The piece does not have a specified key however it is characterized by an extremely 

emotional embodiment and high intensity of sound. The structure of the work was based on the 

so-called alternative form, so that its basis is the sound material appearing throughout the space, 

composed of several of the same intertwining themes. In order to organize them, the following 

method of determination was adopted: 

 

1. theme a 2. theme b 3. theme c 

 

The order is due to their succession in the work. Considering, moreover, the occurrence 

of the themes above over the essential passages that we can detail in the work, a division into 

so-called phases24 was used. 

                                                      
21 Paraphrase, an instrumental work, usually of a showpiece nature, in the form of a free fantasy based on the 

themes of another musical work [in:] Chodkowski A., op. cit., p. 667. 
22 String Quartet and Paraphrase No. 1 (as a work based on its motifs) are examples of chamber works in which 

the composer refers to Ludwig van Beethoven's late string quartets (Op. 127, 130, 131, 132, 133,135). The 

references that Artur Cieślak employs mainly concern the symphonic sound characteristic of these chamber works 

by Beethoven (the symphonism contained in them). In addition, they testify to the influence of postmodern ideas 

on Artur Cieślak's work. Interview  

with the composer, 27.05.2023. 
23 Ibid.  
24 The terminology above was adopted after consultation with the composer. 
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The beginning of the piece includes the first presentation of the theme a. The theme in 

its entirety is maintained in a rhythmic (toccata25 ) character, evident in the voices of both 

instruments (from bar 1 to 13 inclusive). Its basic features also include repetition, regularity and 

relatively low dynamic intensity (Example 2). 

 

 

Example 2. Artur Cieślak, Paraphrase No. 1, t. 1 - 4 (theme a) 

 
 

With the change of meter (in bar number 14), the second theme - b - is introduced. Its 

exposition (despite the fact that it initially covers only five bars from 14 to 18 inclusive), poses 

quite a challenge for the musicians in the context of a performance in which a common sense 

of pulse plays an important role. Particular attention should be paid to the simultaneous and 

decisive beginning of the eighth-note motifs occurring on the second measure, and the common 

ending of the last note, during the duration of which there is no component in any voice that 

constitutes a rhythmic reference. In addition, dynamics and character, rapidly changing and 

contrasting with theme a, should be exposed. (Example 3). 

 

 

                                                      
25 In Italian music of the mature Baroque (A. Scarlatti), the toccata became a showpiece piece of an etude 

character. In the nineteenth and twentieth centuries, the toccata is a figurative piece with a motoric character 

(e.g., S. Prokofiev and A. Khachaturian) [in:] Chodkowski A., op. cit. p. 895. 
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Example 3. Artur Cieślak, Paraphrase No. 1, t. 14 -18 (theme b) 

 
 
 

From bar 19 onward, the composer once again applied melodic-rhythmic material 

referred to as theme a. Its subsequent performance continues up to and including bar 31. 

Compared to the first demonstration, the registers contained in the voices of both instruments 

are changed, as well as the direction of the melodic line in the voice of the accordion (right 

hand melodic manual) (Example 4). In addition, the composer adds some variety to the metro-

rhythmic layer (Example 5). The applied changes are only intended to enrich the texture, as the 

musical content that influences the final shape and character proves that this is another 

performance of theme a. 

 

 

 

   

Example 4. Artur Cieślak, Paraphrase No. 1, t. 19 - 22 
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 Example 5. Artur Cieślak, Paraphrase No. 1, t. 29 – 30 

 
 

From the 32nd bar the composer referred to the b theme again. However, its subsequent 

performance occurs over a longer bar space (bars 32-41). After showing motives closely related 

to the exposition of the first theme b twice (Example 3), the composer, based on the 

characteristic and dominant interval (tritone) and in order to preserve the intensity of the sound, 

fragmented the rhythmic layer contained in the violin voice. This measure was intended to 

maintain emotional tension and to provide a smooth musical introduction to the next section of 

the composition (Example 6). 

 

 

 

Example 6. Artur Cieślak, Paraphrase No. 1, t. 40 – 41 
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The character, dynamics and emotionality of the section, which we can detail from bar 

42 to 50, initially closely resemble the intensity of sound characteristic of theme b, but the 

interval movement based on the components of the chromatic scale in a descending direction 

proves that the passage represents a new kind of relationship contained between sounds, not 

previously referenced in the piece. Throughout the passage in question, the composer aimed for 

a successive discharge, both of dynamic and emotional tension. (Example 7). 

 

 

 Example 7. Artur Cieślak, Paraphrase No. 1, t. 42 - 48  

   

 
 

In bar number 52 the exposition of the last theme begins: theme c, which in its entirety 

is maintained in a contrasting (to the previous two themes) character (Example 8). The main 

influence on the shape of the third theme is the maintenance of maximum continuity of sound 

by the performers, since its main features include fluidity and emotional calming. The first 

demonstration of theme c continues up to and including bar 72. This bar simultaneously marks 

the close of the first phase that we can detail in the piece (from bar 1 to 72 inclusively). 
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Example 8. Artur Cieślak, Paraphrase No. 1, t. 51 – 56 (theme c) 

 

The main feature of Paraphrase No. 1 is the way the composer organized the sound 

material. The themes presented in the first phase, which at the same time form the structural 

basis of the piece, take on different roles - from dominant to side roles - over the course of 

subsequent sections. Therefore, the next - the second phase, covering the passage from bar 73 

to 170 was mainly based on theme a, which is successively developed and undergoes numerous 

transformations (Example 9). 

  

 

 

Example 9. Artur Cieślak, Paraphrase No. 1, t. 85-86 (development of theme a) 
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Sound structures based structurally on material taken from the other two themes have 

their reference in this episode, but it is smaller than that of theme a. In addition, the composer 

at times introduced melodic-rhythmic material in the voices of both instruments, which is a 

kind of simultaneous performance of two different themes (Examples 10 and 11). 

 

 

 

  

Example 10. Artur Cieślak, Paraphrase No. 1, t. 95 – 97 

 
 
 

 
 

Example 11. Artur Cieślak, Paraphrase No. 1, t. 130 – 132 
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As with the previous one, the end of the second phase comes with the with the 

appearance of the c theme. In this case, however, the composer gradually (belatedly) introduced 

it to the individual voices (Example 12). 

 

 

  

 

Example 12. Artur Cieślak, Paraphrase No. 1, t. 162 – 168 

 
 
 

The third phase of the composition (from bar 171 to 231) is essentially based on theme 

c, as a result, its structure is made up of long sonic processions occurring in both voices. 

Although short motifs based on other themes are noticeable throughout it, the character that 

accompanies their demonstrations alludes to the peculiarities of the c theme, which is 

characterized by low dynamic intensity, fluidity and tranquility (Example 13). 
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Example 13. Artur Cieślak, Paraphrase No. 1, t. 207- 209 

 
 

The next-fourth phase of the piece begins at bar 232 and continues up to and including 

bar 297. Basically throughout its length the composer conducts a kind of dialogue between the 

first two themes a and b. The rhythmic and steady theme a usually appears here in the form of 

eighth-note second progressions (Example 14), while the form of theme b is very clear and 

closely follows its exposition characteristic of the first phase. 

 

 

  

Example 14. Artur Cieślak, Paraphrase No. 1, t. 238 - 240 
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 An interesting thing used by the composer in the fourth phase is imitation in the 

augmentation (from bar 271 to 276). The composer, based on the principle of accented quarter 

note progressions, has extended the components of the second theme - b, which successively 

pass through all the voices (Example 15). 

 

  

 

 

 

 

  

Example 15. Artur Cieślak, Paraphrase No. 1, t. 270 – 278 (imitation in augmentation)  
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Consistently, the reminiscence of theme c as the concluding element of the listed section 

is also reflected in this phase. In this case, however, the theme is maintained in an opposite 

character to the one that has accompanied all his shows so far (Example 16). 

 

 

Example 16. Artur Cieślak, Paraphrase No. 1, t. 287 – 292  

 

The last - fifth phase of the work occurs from bar 298 and continues until the end of the 

piece. Throughout its length, all three themes recur, and at the same time none of them plays an 

overriding role. In relation to the sections preceding it, the greatest analogies to the first phase 

can be seen, with the composer aiming for intensification, both emotionally and dynamically, 

rather than maximum expressive discharge in the end of the piece, which was also noticeable 

in the first phase, presented in the piece (Example 17). 

 

 

 Example 17. Artur Cieślak, Paraphrase No. 1, t. 346 – 353 
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2.2. Paraphrase No. 2  
 

 

 
This piece is the most complex of all three included in the description of the work. As 

in the case of Paraphrase No. 1, the composer based the construction of the work on the so-

called alternative form, but in this case for a cyclic piece. In his second paraphrase, Artur 

Cieślak used a division into three independent chamber movements for a duet composed of 

violin and accordion. In addition, these movements were separated from each other by sections 

called Intermezzo26 , dedicated in turn to each individual instrument solo. Accordingly in view 

of the above, Artur Cieślak in his Paraphrase No. 2 adopted the following order of the 

components occurring in succession: 

- Part I (chamber music - intended for a duet consisting of violin and accordion) 

- Intermezzo I (for solo violin) 

- Part II (chamber music - intended for a duet consisting of violin and accordion) 

- Intermezzo II (for accordion solo) 

- Part III (chamber music - intended for a duet consisting of violin and accordion) 

Although the composer used the division into so-called parts, these sections were structurally 

based on the same melodic-rhythmic material, because the key intention for him (using the 

same sound structures), was to show the different character of the work27 . 

Given that the sound material of all three parts was structurally based on the same 

themes, the following nomenclature was adopted in order to organize and specify them 

throughout the work: 

 

1. theme a 2. theme b 3. theme c 4. theme d 

 

Due to the fact that the sections called Intermezzo use a completely different kind of 

correlation between sounds, structurally they were not based on the sound material taken from 

the themes above. They represent a kind of detachment from the thoughts contained in the 

chamber pieces28. 

 

                                                      
26 Intermezzo, intermedium, a musical insertion of a cheerful character between acts of a play or opera of more 

serious subject matter [in:] Chodkowski A., op. cit. p. 387. 
27 Information obtained during an interview with the composer on 27.05.2023. 
28 Ibid. 
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2.2.1. Part. I 
 
 
 Since in each of the stand-alone parts the thematic material presented plays a different 

role and appears with different frequency, it was important for the composer to carry out each 

theme in the first part29 . During the analysis, the author of the work first decided to make a 

brief characterization of each theme, which further helped in the subsequent interpretation of 

the work.  

It should be noted that the beginning of the piece simultaneously marks the beginning 

of the first performance of theme a, the full display of which covers the space from bar No. 1 

to 22. This theme was based on the long notes contained in the voice of the accordion, which 

provide a kind of harmonic basis. During this time, motives of an improvisational nature are 

carried out in the violin part (Example 18). 

 

  

 

Example 18. Artur Cieślak, Paraphrase No. 2, Part. I, t. 1-7 (theme a) 

                                                      
29 Ibid.  
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When interpreting all passages referred to as theme a, it is extremely important to 

accurately execute the dynamic changes that the composer has included in the text (Example 

18). The rapidly changing and simultaneously varying in individual voices dynamic, allows for 

the exposition of the sound planes that are relevant at a given moment, and is essential for 

achieving an interpretation that is consistent with the composer's concept30. It is also important 

that theme a, in which the rhythmic sound layer is contained in the violin voice, due to its 

improvisational nature, makes it very difficult to feel the pulse, which is essential for the 

performers to maintain common metrical risers. Therefore, when working on Paraphrase No. 

2, it is necessary for the instrumentalists to be in proper harmony on chamber music grounds, 

and for each of them to have very good knowledge of the score. 

 In bar number 23, the first performance of theme b begins and continues up to and 

including bar 35. Because of its danceable and rhythmic character, as well as the characteristic 

melodic-rhythmic motifs contained in the voice of the accordion, certain references to folk 

music can be noticed in this theme. An important role is played by accurate execution by the 

performers of the dynamic changes, which undergo various transformations that take place at 

different times in the individual voices (Example 19). 

 

 

 

 Example 19. Artur Cieślak, Paraphrase No. 2, Part. I, t. 23-25 (theme b) 

 
 
 

                                                      
30 Ibid. 
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From bar number 36 to 41, the sound material referred to as theme a returns. This time 

it takes the form of a several-bar reminiscence, followed by (lasting up to and including bar 51) 

a continuation and development of the melodic-rhythmic material of theme b (Example 20). 

 

 

 

 

  

Example 20. Artur Cieślak, Paraphrase No. 2, Part. I, t. 36 – 43 
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After another full performance of the folk-like theme, the composer reached for 

completely new sound material, which in no way relates to the musical content shown in the 

piece so far. In bar number 53 the first performance of theme c begins, in which the composer 

used aliquot sounds performed in high registers. This theme, unlike the previous ones, is 

characterized by a high tunefulness and an even dynamic intensity that remains at the same 

level throughout the entire performance (mp) (Example 21). 

 

 

 

  

Example 21. Artur Cieślak, Paraphrase No. 2, Part. I, t. 53 – 59 (theme c) 
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The first performance of theme c lasts until bar number 71. After its completion, the 

next demonstration of theme b begins directly (Example 22). 

 

Example 22. Artur Cieślak, Paraphrase No. 2, Part. I, t. 68 – 71 

 
In bar 85 the composer introduced the fourth and final theme into the piece, on which 

he based the construction of his Paraphrase No. 2. It is a measured and rhythmic Theme d, in 

which the characteristic "punctuality" and short articulation imitate the movement of the hands 

of the clock31 . It is important that the accordionist alludes as clearly as possible to the manner 

of sound production - pizzicato32 , contained in the violin voice (Example 23). 

 

 Example 23. Artur Cieślak, Paraphrase No. 2, Part. I, t. 85-87 (theme d) 

                                                      
31 The suggestion came about during a conversation with the composer. 
32 Pizzicato - an articulatory technique that involves setting the strings of a stringed instrument in motion by 

tugging with a finger [in:] Chodkowski A., op. cit. p. 687. 
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The full exposition of the fourth theme is followed by the final section, which the 

composer included in the first part of the piece. It is a concluding section, the beginning of 

which is marked by long chorale-like processions based on theme a, successively passing 

through all the voices. Similarly, with the arrival of the last notes, they fade out in the same 

order in each voice (Example 24). 

 

 Example 24. Artur Cieślak, Paraphrase No. 2, Part. I, t. 114 – 118  
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2.2.2. Intermezzo I  

 

 Given that this paragraph is entirely for solo violin, the author of the paper, when 

discussing Intermezzo I, limited himself to a general characterization of the work and the 

composer's treatment of melodic-rhythmic material.  

Intermezzo I is a relatively short piece of virtuoso character, in which we can specify 

three sections, with different sound structures (A, B and C). Structure A is rhythmic, accented 

motifs held in high dynamic intensity (Example 25) 

 
  Example 25. Artur Cieślak, Paraphrase No. 2, 2, Intermezzo I, t. 1 - 4 (structure A) 

 

The next one (structure B) is referred to as all virtuosic hexadecimal progressions, 

which were primarily structurally based on the chromatic range (Example 26). 

 

 

Example 26. Artur Cieślak, Paraphrase No. 2, Intermezzo I, t. 5 - 6 (structure B) 

 
All fragments of a singing and cantilena character that appear throughout the cannon 

have been referred to as structure C (Example 27).  

 

 

Example 27. Artur Cieślak, Paraphrase No. 2, Intermezzo I, t. 25 – 27 (structure C) 
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In view of the fact that the structures above recur throughout the work, in which we can 

detail a clear division into three sections, the frequency of their occurrence in each individual 

section, is presented as follows: 

- I section (from bar 1 to 34) dominant role of AB, collateral C 

- II section (from bar 34 to 64) dominant role of AB, structure C is absent 

- III section (from bar 65 to the end) AB and C play the same role 
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2.2.3. Part. II  

 

After completing the first solo section of Paraphrase No. 2, the composer reached anew 

for the themes that were presented in the first part of the piece. An important and very interesting 

idea that Artur Cieslak used in the second part of Paraphrase No. 2 is the simultaneous 

performance of melodic-rhythmic material referring to two different themes. Taking this fact 

into account, the next part of the composition begins with motifs that, in terms of the distances 

occurring between the sounds (the predominance of tritones, fourths and seconds) imitate the 

characteristic melodics accompanying the demonstrations of the c themes, however, their 

character, closely alludes to the folklore accompanying the b theme (Example 28). 

 

 

 

Example 28. Artur Cieślak, Paraphrase No. 2, Part. II, t. 1 – 5 (theme c in the nature of theme b) 

 
 

From bar number 19, theme c is introduced in its essential form, with the difference that 

the composer, this time constructing the violin part, used flageolets33 (Example 29). 

                                                      
33 On stringed instruments such as the violin, flageolet is achieved by gently touching the finger against the string 

and stimulating it to vibrate by pulling the bow [in:] Chodkowski A., op. cit., p. 269 
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Example 29. Artur Cieślak, Paraphrase No. 2, Part. II, t. 21 – 23  

 
 

From bar number 25, the composer once again reaches for the melodic material of 

theme c, characteristic of the beginning of the movement, which is maintained in the energetic 

and dance-like character of theme b. The entire performance lasts for 10 bars (from bar 25 to 

bar 35). This is followed (from bar 37) by theme c, which takes on its essential, that is, singing 

and melodic form. Bar 49 marks the beginning of theme b, the basic form of which, 

characteristic of the first part of the work, is carried out up to and including bar 62 (Example 

30). With the arrival of the conclusion of the second movement, there are long chorale-like 

processions based on theme a, contained in both the violin part and the accordion voice. 

 

 

 

 Example 30. Artur Cieślak, Paraphrase No. 2, Part. II, t. 48- 51 
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2.2.4. Intermezzo II  

 

 In accordance with the principle the composer adopted while working on Paraphrase 

No. 2, the second movement is immediately followed by Intermezzo II, which is a section of 

the work for solo accordion in its entirety. Its structure is based on one of the basic musical 

forms characteristic of the Classical era, which is the sonata allegro34 , however, in this case 

(due to the small size of the work), we can refer to the classical concept in miniature. 

  Given the structure of the work, on which Intermezzo II is based, we can detail the 

occurrence of two themes of contrasting nature throughout the work. 

The first theme (carried out from bar No. 1 to No. 5) is maintained with a fast tempo, 

definite dynamics and a lively and energetic character (Example 31). 

 

 Example 31. Artur Cieślak, Paraphrase No. 2, Intermezzo II, t. 1-3 (first theme)  

 

In bar number 6 the exposition of the second theme begins and continues up to and 

including bar number 13. It is maintained in contrasting character, tempo and dynamics to the 

preceding theme. In its space, one can nevertheless notice some analogies to the melodic-

rhythmic material of the 1st theme (bar number 8, right hand melodic manual) (Example 32). 

 

 

Example 32. Artur Cieślak, Paraphrase No. 2, Intermezzo II, t. 8 - 10 (second theme) 

 

 

                                                      
34 [entry: sonata allegro, sonata form] S. Śledziński, Mała encyklopedia muzyki PWN, Warsaw 1981. 
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From bar number 14 to 42 there is a development. Throughout its space there are 

fragments (reminiscences) of motives based on the melodic-rhythmic material of the two 

themes. The construction of the development is based on two intervals from the dissonance 

group (seconds and tritones), which form the structural basis of the fragment. During its 

interpretation, it is important to execute all agogic changes, where the difficulty is further 

compounded by the occurrence of successive polymetry (Example 33). 

 

 

 

Example 33. Artur Cieślak, Paraphrase No. 2, Intermezzo II, t. 14 - 23 (processing)  
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The beginning of the recapitulation occurs in bar number 43 and is carried out until the 

end of Intermezzo II. On the basis of the pedal point (found in the melodic manual of the left 

hand), the composer has introduced two themes, which are unified through texture. In classical 

form, this procedure is usually achieved by bringing them in reprise to a common key. However, 

given that Intermezzo II is an atonal work, the composer used the aforementioned procedure, 

which ultimately helped to make the two contrasting themes similar (Example 34). 

 

 

 

  

 Example 34. Artur Cieślak, Paraphrase No. 2, Intermezzo II, t. 46 – 53 (reprise)  
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2.2.5. Part. III 
 

The last part of Paraphrase No. 2 by Artur Cieslak is characterized in its entirety by a 

restrained and devoid of exaggerated emotionality expression. Throughout its entirety there is 

a kind of dialogue taking place between themes c and d. At the same time, this movement is 

the shortest in relation to the chamber fragments that precede it. Throughout the final part of 

the piece, the composer aimed for maximum emotional discharge and a final conclusion to the 

work (Example 35). 

 

 

Example 35. Artur Cieślak, Paraphrase No. 2, Part. III, t. 1 – 8 
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2.3. Paraphrase No. 3  

 

 

Paraphrase No. 3 is a relatively short, multifaceted atonal piece for solo accordion. In 

order to properly interpret Paraphrase No. 3, great technical skills are required, which the 

accordionist must possess. While working on this piece, the composer was inspired by his 1996 

piano etude. The paraphrase in question closes a series of works that, as a coherent whole, 

illustrate the richness of the accordion's sound in the solo and chamber aspects of Artur Cieslak's 

work. 

 In terms of structure, Paraphrase No. 3 (unlike the two chamber works that preceded 

it) was based on the so-called reprise form, which means that its basis is formed by sound 

structures appearing in the introduction and ending, undergoing numerous transformations in 

the central sections of the work. 

Therefore, when discussing the work, in order to organize and separate the various 

fragments, a division into so-called links was used 35. 

 

The first of these (from bar 1 to 55), is a toccata-like section, in which the main way of 

shaping the sound material used by the composer is ostinato36 (the basis is made up of 

hexadecimal motifs, subject to numerous repetitions). An important role in the first section is 

played by accents, thanks to which regularity and rhythmicity, which are also the basic features 

of the link, are exposed. 

Also interesting is the composer's use of asymmetrical and irregular repetitions of 

single-bar spaces, aimed at breaking down predictability and introducing an element of surprise 

into the piece37 . In the first three bars, changes in the melodic-rhythmic layer occur after each 

single bar is repeated seven times (Example 36). 

   

                                                      
35 The terminology above was adopted after consultation with the composer. 
36 Ostinato [in:] Chodkowski A., op. cit. p. 654. 
37 Information obtained during a conversation with the composer about the work on 4.04.2023. 
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Example 36. Artur Cieślak, Paraphrase No. 3, t. 1-3 

 
 

Atonality and Artur Cieślak's frequent use (from the very first bars) of characteristic 

dissonant consonances underscore how firmly the piece is embedded in a style shaped by the 

phenomena occurring in music over the last, past century. Moreover, an important role in 

Paraphrase No. 3 is played by the interval of the second itself, which has the most numerous 

use not only throughout the first movement!, but also throughout the entirety of the work. The 

composer additionally (through the very idiom of tocateness, or form as a cause-and-effect 

sequence) employs, perhaps not always immediately noticeable, references to history and 

tradition. These analogies confirm that the possessions of bygone eras are of vital importance 

to Artur Cieślak, and even in works that may seem firmly rooted in the 21st century, the 

composer often refers to them. 
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From bar 4 to 15 the rhythmicity is preserved in the melodic manual of the right hand. 

The sound material in the melodic manual of the left hand is changed and transformed into non-

singing consonances. Through this procedure, the coexistence of two simultaneous melodic 

lines is shown (Example 37). 

 

 

 

 
  

Example 37. Artur Cieślak, Paraphrase No. 3, t. 7-14 

 

 

Throughout the first fragment, it is essential that the performer properly interpret the 

type of emotionality that is labeled furioso38. In addition to rhythmicity and regularity, dynamics 

is an important factor in achieving the most appropriate form of artistic expression. Dynamic 

changes are sometimes abrupt, and transitions from pp to ff occur over a space consisting of 

several bars. However, the accurate execution of the dynamics contained in the text, in 

accordance with the composer's concept, is crucial and significantly affects the character of the 

piece (Example 38). 

 

 

                                                      
38 [Italian], impulsively, passionately. Chodkowski A., op. cit. p. 293. 
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Example 38. Artur Cieślak, Paraphrase No.3, t. 28-32 

 

 

The multitude of occurrences of repeated and performatively demanding consonances 

gives Paraphrase No. 3 an added advantage: it can serve as an exercise for the accordionist's 

performance technique (Examples 36 and 39). 

 

 

 

Example 39. Artur Cieślak, Paraphrase No. 3, t. 42-43  
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With the end of the first fragment, the composer aimed for maximum structural, agogic, 

expressive and dynamic intensification (Example 40). 

 

 Example 40. Artur Cieślak, Paraphrase No.3, t. 45-55 

 
 

From bar number 56 to 106 the second fragment in the piece is detailed. Its beginning 

is marked by long sonic processions of a chorale-like (misterioso) character, which constitute a 

kind of discharge (relaxation) immediately following the emotional beginning (Example 41). 

 

  

Example 41. Artur Cieślak, Paraphrase No. 3, t. 56-67 
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In addition to the characteristic chorale-like sound structures that affect the essential 

character of the second section, we can detail here the reminiscences of the first (contrasting to 

it) section. Short and abrupt displays of quotations taken from the beginning are meant to disturb 

the calm atmosphere of the passage39 (Example 42). 

 

  

Example 42. Artur Cieślak, Paraphrase No. 3, t. 88-90 

 
 

From bar 107 (presstisimo) the character changes again and a section of the work begins 

that fundamentally affects the structure of the work (the sound material previously present in 

the earlier passages undergoes numerous transformations). The structural basis of the link! in 

question is the interval of a second in both melodic and harmonic reference. In addition to the 

sustained fast tempo and rapid dynamic changes, the difficulty is compounded by the 

occurrence of successive polymetry, as metrical changes occur over the space of virtually every 

single bar (Example 43). 

 

                                                      
39 The composer and author of the work described the misterioso passages occurring in the second section as a 

symbol of a monologue, a person's inner conversation, a reverie about something. In turn, the several-bar 

reminiscences of the first section - furioso - as a kind of struggle with oneself and one's emotions. Interview with 

the Composer, 4.04.2023. 
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 Example 43. Artur Cieślak, Paraphrase No. 3, t. 107-115 

 
 
 

A significant role in the piece is played by bar number 187, in which the climax of the 

piece begins. In order to emphasize the emotionality of the episode (in addition to its high 

dynamic intensity), the composer used regularly repeated accents that intensify the expressive 

side of the climax contained in the piece (Example 44). 

 

 

 Example 44. Artur Cieślak, Paraphrase No. 3, t. 187-188 

 
 

Over the space of bars 217 - 220 the first echoes of the impending ending are noticeable. 

Gradually taking over the overriding calm character of the piece, it is still interrupted for a 

moment by sound structures alluding to the stormy finale (bar 220) (Example 45). Bar 221 

marks the beginning of the composition's final fragment of a concluding character. Although it 

refers to the first fragment (which follows the principle of reprise form), it maintains a 
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contrasting character throughout, aiming at maximum emotional, structural and dynamic 

discharge (Example 46). 

 

 

 

 

 Example 45. Artur Cieślak, Paraphrase No. 3, t. 219-222 

 
 
 

 
  
 Example 46. Artur Cieślak, Paraphrase No. 3, t. 239-240 
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End   

 

 
 Given that the year 1829 brought a peculiar breakthrough in the aspect of accordion 

design40 , the instrument only over the following years gained increasing popularity and 

underwent continuous development. Initially as an element of popular music, it was used 

mainly by rural communities, and in such a role it entered the 20th century41. Another 

breakthrough came in 1927, with the publication of the first original work for accordion42 . 

 The relatively recent history of the accordion undoubtedly has an impact on the fact that 

the instrument is still being discovered today and is in a constant phase of development. 

Gradually, its use can be seen in an increasing number of chamber ensembles and, at the same 

time, it is being used by a growing number of composers. Concurrently, original literature 

intended for the accordion is largely created by composers who are or were concert 

accordionists. 

 Collaboration with Szczecin-based composer Artur Cieślak has had the effect of 

increasing originally written literature, both for solo accordion and chamber ensemble, which 

is a violin and accordion duet. At the same time, it was the impetus that led the composer to 

explore and exploit the sonic possibilities of the concert accordion with a piano keyboard. The 

author of the work, who is simultaneously a great enthusiast of the entire oeuvre of Artur 

Cieślak, during joint rehearsals with the composer proposed the development of a register of 

the accordion part, which was included in all the works and significantly influenced the 

achievement of the most appropriate (desired by the composer) form of artistic expression. 

The author of the dissertation hopes that also the concert (which will form the basis of 

this descriptive work) will significantly contribute to the promotion of the Szczecin composer's 

works, while the cooperation initiated with Artur Cieślak will encourage more accordionists to 

take up activities on the grounds of composer and performer. In addition, the resulting and 

developed compositions will provide helpful material for accordionists reaching for the works 

of Artur Cieślak. 

 

                                                      
40 Dastych J., Galas S., Powroźniak J., Puchnowski W.L., op. cit. p. 18.  
41 Adamowicz-Kaszuba T., Con fisarmonica, Accordion in chamber music, in mixed compositions,  

in the context of sources of contemporary artistic practice, ARS NOVA Publishing House, Poznań 2009, p. 21. 
42 Hugo Herrmann - Sieben neue Spielmusiken - First original composition for accordion. Ibidem, p. 22. 
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