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General Description of the Work

Counterpoint is an inseparable part of the world, human thinking and life. Existence of the
universe determines simultaneous flow, development and interaction of many processes in it. Art
of music, as a model of the universe and human thinking, always reflects the course of such
processes through the forms and means of expression characteristic of a particular epoch. Over the
centuries, the term ‘“counterpoint” has changed its meaning and intensity of application many
times.

Given the above, it is very important to study counterpoint and related issues, which gives
an idea not only of the thinking principles of a particular composer, but also allows seeing the
features characteristic of his epoch and the direction of art development in a broader aspect. This is
what determines the relevance of the selected dissertation topic.

The problem of applying various new forms of counterpoint on the example of
contemporary Georgian chamber opera has not yet been the subject of special scientific research,
which is the scientific novelty of the work.

The research issue of the dissertation is new types of counterpoint in contemporary
Georgian music, and the research subject is Tamar Putkaradze-Lashkhi‘s opera Fish Letters. The
purpose of the research is to study the features of applying new types of counterpoint in new
Georgian music on the examples of Eka Chabashvili’s choral music, Rezo Kiknadze’s chamber
music, chamber operas of Zurab Nadareishvili and Tamar Putkaradze-Lashkhi. For this, we
considered it necessary to solve the following problems:

v To discuss the existing classification models for new forms of counterpoint and
select the most appropriate version for our research to rely on;

v To discuss the works of contemporary Georgian composers, for identifying new
types of counterpoint in them;

v To analyze opera Fish Letters in the view of applying different forms of
counterpoint;

v In case of revealing new types of counterpoint, to select appropriate terminology for
them and create one’s own classification model;

v To determine the role and place of Tamar Putkaradze- Lashkhi’s opera Fish Letters
in the context of applying new types of counterpoint in contemporary Georgian professional music.

The topic of 102-page dissertation work and research issues determined the structure of

the thesis, which consists of an introduction, two chapters and a conclusion, enclosed with an
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abstract, a table of contents and bibliography; as well as the score of T. Putkaradze-Lashkhi’s
opera Fish Letters and a video-recording of the concert as an appendix.

Chapter One of the dissertation — “General overview (theories, opinions,
classification models of new counterpoint and space-time parameter)” — touches upon general
consideration of the research problem; discusses the theories, opinions and classification models of
new type of counterpoint, and -temporal parameter of music; it consists of 4 sub-chapters.

1.1.  Counterpoint or polyphony - deals with the definition of the terms polyphony and
counterpoint. Poses the question why the thesis uses the term counterpoint rather than polyphony
and discusses Kyureghian’s classification model of counterpoint;

1.2.  Parameter of time and space as a mechanism for creating counterpoint — touches
upon the new ways of applying the parameters of musical time and space in different
compositional techniques and directions;

1.3.  Philosophical understanding of time — discusses possible versions and factors
causing the emergence of new models of counterpoint

v Review of the new types of counterpoint in several works of contemporary
Georgian composers. From the standpoint of the specificities of counterpoint application, this
subsection discusses the following works: Eka Chabashvili’s Chorale and Poet; Rezo Kiknadze’s
Antiphonia and Bell, Zurab Nadareishvili’s Aphaniptera and Formiside.

Chapter two — Tamar Putkaradze-Lashkhi’s opera Fish Letters — deals with the
analysis of Tamar Putkaradze-Lashkhi’s opera Fish Letters, reveals a number of new types of
counterpoint application and suggests appropriate terminology for the definition of some of them.
The opera is discussed in the context of the specific application of counterpoint in contemporary
Georgian music. The chapter consists of the following sub-chapters:

2.1. Characters, instruments and structure of the opera

2.2. Synopsis and description of the opera action

2.3. Instrumental resolution of the opera

2.4. Facebook / F. bk.

2.5. The Idea of the opera / the narrative of the opera

2.6. Goderdzi Chokheli's short story Fish Letters and Tamar Putkaradze- Lashkhi’s opera
Fish Letters — common and distinguishing features

2.7. Construction of virtual and real worlds

2.8. Counterpoint — a leading aspect in the structure and dramaturgy of the opera.

2.9. The function of verbal text in the creation of a new- type counterpoint

2.10. Some specific features or nuances of main character’s voice.

The results of the study are summarized in the conclusion.
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Practical value of the work. We hope that the presented work will be useful for
composers and performers, as well as for specialists interested in studying new types of
counterpoint in Georgian music in general. The work will allow researchers to have a clearer idea
about the phenomenon of a contemporary composer’s thinking; to get familiarized with the new
methods of using counterpoint types in the works of contemporary Georgian composers.

Literature review

The literature used while working on the dissertation can be divided into two groups. First
group includes the works on counterpoint. We especially actively relied on: the joint textbook of
the Moscow Conservatory professors “Theory of Contemporary Composition”' and I. Kuznetsov’s
“Theoretical Fundamentals of the 20" -century Polyphony”.> Both works discuss the mentioned
issues quite broadly and comprehensively. The authors draw attention to terminological
difficulties, cover the historical development stages of polyphony and counterpoint and propose the
classification of the 20th-century polyphony forms. The authors draw attention to terminological
difficulties, highlight historical development stages of polyphony and counterpoint, and propose
the classification of the 20th-century polyphony forms. We got familiarized with the works of
Georgian authors (D. Arutinov-Jincharadze, L. Maruashvili, M. Tabliashvili, N. Gudiashvili) on
polyphony and counterpoint.

The second group of the processed literature is relatively small and comprises the works
about the newest Georgian music (see M. Kavtaradze, D. Gogua, O. Kapanadze, M. Virsaladze E.
Chabashvili, M. Nadareishvili, N. Sharikadze, M. Tabliashvili).

Research methodology

In the research process, we used scientific and artistic research methods, such as:

Empirical method, which implies search for new ways of counterpoint basing on composer’s

experience;

Analytical and comparative method, which implies research, discovery, analysis, comparison
and grouping of new ways of counterpoint application in the works of various Georgian
COMpOSETS;

* Experimental method, which implies creation of an opera and implementation of new ideas
formed on the basis of the studied material in the artistic-creative process. The experiment has
been justified, a new kind of counterpoint was integrated with the already-existing new
counterpoint technique, and resulted in the creation of chamber opera Fish Letters;

*  Practical-performance method — the experiment was demonstrated on practical-performance

level; the concert version of the opera premiered at the Grand Hall of V. Sarajishvili Tbilisi

State Conservatoire on 18 May, 2018

! Tsenova, V. (Ed.) (2005). Theory of Contemporary Composition. Moscow: Muzika.
? Kuznetsov, 1. (1994). Theoretical Fundamentals of the 20" -century Polyphony. Moscow: Konservatoria.
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* Systemic approach and modeling, which was reflected in the classification of the new means
of counterpoint as a result of the studied material, we modified the existing classification
models and presented them in a new way, which was conditioned by to the emergence of a

new type of counterpoint and rethinking of the issue.

Chapter I
General Overview
(Theories, considerations, classification models of counterpoint and spatial-temporal
parameter)
1.1.  Counterpoint / Polyphony

The 20" -century polyphony is a phenomenon of the greatest scale and complexity,
combining in itself important artistic and intellectual principles characteristic of contemporary
musical thinking. Polyphony laid foundation to new methods of composition in many genres,
transformed traditional structures and gave rise to unique varieties. Great is the influence degree
and depth of polyphonization in musical creativity of the 20" -21%' centuries; two main angles for
its understanding can be distinguished: polyphony as a way of thinking and writing technique.
Today, polyphony is no longer just a property of texture, it includes independent parameters such
as: sound, harmony, rhythm, form-making, etc. The terms — counterpoint, polyphony — have gone
beyond the scope of music itself; Today they are actively used in scientific-humanitarian and
artistic-practical fields: literary criticism, directing, philosophy, aesthetics, theater studies and film
studies. Composers are increasingly using the word “polyphony” as a metaphor.

Two terms: counterpoint and polyphony have emerged over the centuries. “The Greek word
polyphony literally means many voices. In traditional musicology, the term “polyphony” refers to
the polyphony, comprised of independent and functionally relatively equal melodies.

We present the classification of the types of the 20"- century polyphony, based on the work
of T. Kyureghian'.

According to the scholar, polyphony can be considered at several levels:

At the level of musical material, the following is used: Sonorous polyphony (dots, sonorous
layers, sonorous-aleatoric layers, polyphony and electronic counterpoint of background-considered
verbal texts); Polyphony of different kinds or types of sounds; Polyphony of styles; Counterpoint
of unified structures.

Polyphony at the formal-ontological level includes two types: Multi-temporal counterpoint;

Space polyphony.

! Kyureghian, T. (2005). Musical Writing. New Counterpoint. Theory of Contemporary composition. Moscow:
Muzika.
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At sound level the following are distinguished: Internal sound polyphony (spectral and

parameter polyphony); Single-parameter (rhythmic or pitch).
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We regard counterpoint as a writing technique and a new category of thinking, inevitably
leading to compositional technique; therefore, we consider it logical to use the term “counterpoint”
instead of “polyphony”. We have identified and combined the forms of counterpoint where the
classification criterion is a phenomenon with a broader sense: counterpoint is considered not only as a
combination of independent voices, but also as the direct influence of these voices on the overall idea of
the work. The criteria in the classification are broader and focus on counterpoint as a category of
compositional writing technique and thinking.

Nowadays, we may not be able to identify a single form of counterpoint in its pure form, but
bring everything into some kind of unity. This is why we conduct research in Georgian music to
determine the intensity of each of them and whether any contrapuntal variety is present in a “pure”

form, or to what extent and with what intensity different forms of counterpoint are present in unity.

1.2. The parameter of time and space as a mechanism for creating counterpoint
Musical time and space are the important parameters that unconditionally participate in
the formation of new types of counterpoint. It is impossible to talk about the new contrapuntal aspects
of the 20™ -21%" century, without taking into account the established scientific or philosophical views on
the phenomenon of time. Any work of art, offering an artistic innovation, is an echo of epochal

thinking, which reflects advanced ideas.

1.3.  Philosophical understanding of time

Basing on the ideas about musical time developed by the 20™-century composers and their
works, the parameter of musical time and space can be classified as follows:

1. Time of one dimension or mono, which develops horizontally

2. Time of two dimensions, or multitime, which includes the horizontal and vertical;

3. Time of three dimensions — this is multitime, which contains the horizontal, vertical and
depth.

Even though it contains a number of innovations, the first group still does not lose connection
with the traditions of previous centuries. The second group is associated with a more significant
modification of time. The third group, i.e. time of three dimensions, is the newest in terms of
understanding the forms of time parameter. Even though there are few examples of this type in musical
literature, they play a very important role.

A very important subtype in the 20™ century is “silent” time, which represents another, so to

say, extremity in relation to musical time. This time was best expressed in the creative works of Cage
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and his work 4’33”, where he fully integrated silence into music. It can be said that Cage’s complete
innovation was manifested in the fact that he introduced pause into the composition and turned it into a

universal, in a sense, hypertrophied element of musical language.

1.4. Review of new types of counterpoint in a number of works by contemporary Georgian
composers

In modern musicological studies, the term “polyphony” is often replaced by the term
“counterpoint”, because today, out of main categories of traditional polyphony — fugue, canon and
counterpoint — it is the latter, counterpoint, that comes to the fore. In the 20" century, the term
counterpoint expanded beyond the realms of music and appeared in other fields of art, for example, in
cinema and theater.

The issues of polyphony and counterpoint in the context of space-time interaction and
counterpoint, on the example of modern Georgian professional music, has not become the subject of
special research. We decided to study the mentioned problems on the example of four modern
composers with different styles — chamber works of Rezo Kiknadze and choral works of Eka
Chabashvili, as well as chamber operas of Zurab Nadareishvili and Tamar Putkaradze-Lashkhi. We
tried to identify and evaluate specific forms of counterpoint in the works of these composers, analyze
new types of counterpoint, compare them and adapt them to specific types given in the counterpoint
classification model.

On the example of four works by R. Kiknadze (Antiphonia, Bell) and E. Chabashvili
(Chorale, Poet) we will take a closer look at the types of counterpoint mentioned below:

I. On the level of musical material: counterpoint of dots, sonorous layers, aleatory, verbal
texts, electronic counterpoint, counterpoint of styles;

I1. Polyphony on formal-ontological level: multi-temporal counterpoint, counterpoint;

III. Visual counterpoint (micropolyphony).

The conducted analysis of Zurab Nadareishvili’s opera Aphaniptera and Formisides (The Flea
and the Ant) shows that in opera polyphony is found at both micro and macro levels. The composer
uses several of various types of the 20™ -century counterpoint:

- Counterpoint of verbal texts for the background (e.g. the choir part in bar 351);

- Multitemporal counterpoint (almost throughout the entire work, the layers of different
pulsations superimposed on each other, for example, the first appearance of Formisides, where

rhythmic ostinato and baritone melodic line sound against the background of imitations);
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- Space counterpoint (the tuba heard from the backstage in bar 566, comes on the stage from
bar 570)
- Single-parameter counterpoint (for example, bars 48-50, piano part; in bars 548-553 the

rhythm of the violin part remains the same, the pitch of the sounds changes).

Chapter 11
Tamar Putkaradze-Lashkhi’s Opera Fish Letters

Fish Letters is Tamar Putkaradze-Lashkhi’s one-act opera for a chamber ensemble composed in
2018. The opera describes a standard day-night cycle of modern life on a social network. The opera was
inspired by the short story with the same title of a Georgian writer Goderdzi Chokheli. The libretto of
the opera is authored by the composer herself. In Fish Letters Tamar Putkaradze- Lashkhi uses verses
and texts by the poets of different epochs, styles, nationalities. The opera uses texts by Mukhran
Matchavariani, Akaki Tsereteli, Terenti Graneli, Levan Dumbadze, Setsuko Nodzava and the composer
herself. Main character of the opera is an ordinary citizen, a Facebook user like any of us. In this
particular case, in the version of the opera that we are considering, main character is a woman, although
her operatic role can be performed by any voice, since the gender of the hero is not decisive for the
content of the opera plot (especially in social networks, this question is often conditional and does not
reflect reality). This is why, main character of the opera is nameless and, in the score next to her part it
is indicated “Voice”. The opera puts main emphasis on modern human existence; the author touches
upon the existential state of people who are split between real and virtual worlds. It is against the
backdrop of the conflict between these worlds that the action unfolds in the opera. Thus, represented is
a woman, who compensates for the lack of social relations in real life through Facebook network in
virtual world. A decisive moment comes in her life, which forces her to flee the virtual space and the
people there. Because the post she uploaded on the social network (scene 3, picture 1 the post “Shush,
Georgian!”) is followed by terrible aggression, which is a prerequisite for her to leave the exhausting,
virtual everyday life of social network.

This decision of the opera hero does not appear suddenly, it is the result of a woman’s insatiable
desire to escape from the falsehood that society creates in virtual world. The desire to connect with real
world, with nature, and to find peace in its bosom grows stronger against this background. This inner

drive has been brewing for some time, which is evident in the opening scenes.
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Her inner, subconscious feelings are conveyed in the lyrics ‘It’s morning, the grass is wet, the
clods are damp, it’s morning’, where she sings to the nature. The heroine, tired of being in virtual space,
sees water in her dreams and swims freely in the company of fish.

In the scenes of picture two of the opera: the first scene is “Dream — the fish dance”, the second
scene is “Nature is hiding”, and the third scene of picture two is “The sequel of the dream”. The heroine
suddenly realizes how tired she is of being in the virtual world, how separated she is from real world,
from nature, which is the source of vital energy. She feels protest against the virtual environment,
which has replaced her real one and, actually has even become a way of life.

The heroine tries to find a solution and feel spiritual relief, but solving the problem becomes
difficult, because she discovers that despite being parallel, the virtual and real worlds are so intertwined
that it is often difficult for a contemporary person to separate them from each other. These worlds are in

diverse contrapuntal relations with each other and create a single vital fabric, like a musical texture.

2.1. Characters, instruments and structure of the Opera

Chamber opera Fish Letters was composed for two vocalists (soprano and baritone), a mixed
choir, a non-standard orchestra and Facebook users.

It is noteworthy, that the opera uses the principle of instrumental theatre, when the instruments
and actors are on the stage at the same time, therefore some of the actors are presented as instruments or
choir singers; the instruments and the choir, as a whole, are depicted as the people gathered for a rally.

The opera is one-act and consists of three pictures with different scenes.

The first picture consists of 4 scenes: 1. Morning post; 2. Protest action; 3. The post Shush,
Georgian; 4. Personal “chat”.

The second picture also consists of 4 scenes: 1. Dream (fish dance); 2. Nature is hiding; 3.
Sequel of the dream; 4. Night song.

The third picture consists of one monolithic scene and a post script: “Attempt to escape from
the virtual world.”

P.S. Silence

It should be noted, that that the stage is divided into three parts, the triptych technique is used, to
outline the areas of different worlds. One space of the stage is allocated to the woman’s room, another
to the outer world or the world of dreams, the third space — to the screen on which the woman’s

computer monitor is displayed and depicts the current process in virtual reality.
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2.3. Instrumental solution of the opera

As already mentioned, the orchestra includes all groups of instruments; among them, a group of
woodwind instruments, presented as solo instruments. Of brass instruments only a horn is found. A
large group of percussion instruments creates a fairly diverse timbre palette in the opera. The score also
has a group of keyboard instruments such as a piano and an organ. Both groups of string instruments
take part in the work: plucked harp and a modest composition of bowed instruments presented by an
individual violin, solo viola, cello and double bass. There also is a small mixed choir (the number of
singers must be at least 6 men and 4 women), and main female character (soprano); as well as, a male
Facebook lover (baritone), whose part can be easily performed by any member of the choir. There is
one strange part in the score called “Facebook”, which is intended as a keyboard and participates in the

opera as a full -fledged member of the orchestra.

2.4. Facebook / F. bk.

Among the instruments in the score there is one unusual “instrument”. Until now we have not
encountered it in any opera score or in the score and clavier of another music genre. This instrument is
Facebook. In the opera score it is given its own individual space and occupies its rightful place among
the instruments. According to the composer’s idea, the Facebook line is an independent musical layer
and appears in the score as an instrument, sometimes even as a character, — with the abbreviation F. bk.
Number, composition, gender and action of the Facebook characters in the opera is completely
aleatoric, depend entirely on various staging decisions.

Facebook line is main, special and interesting contrapuntal line of the opera. In the process of
composing the opera, several months before its completion, the author created an official Facebook
page for the main character with the name Fish Letters. It was a kind of interaction with potential
listeners who at the same time turned into participants in the opera. The composer posted about it on her
official Facebook page and asked her Facebook friends to add Fish Letters to their friends, if they
wished, and Fish Letters would also add them to theirs. It was an idea to give a real sense that there

actually was such a page that would be active before the opera premiered in concert.

2.5. The idea of the opera/ the narrative of the opera

Main driving idea of the opera is that a human being and human nature should manifest
themselves in the world we live, interact with the environment or society; we create, or rather
participate in, the objective reality that these relations offer. Main conflict, certainly, arises when the

harmony of these relations between a human and the world is disturbed. These relations become even
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more complicated and deepen when our present world offers parallel or opposed times and spaces. It is
one thing to be in astronomical time and another to be in non-astronomical time. These are: dimensions
in parallel relations to each other — virtual and real worlds, which continue to coexist in our lives
regardless of whether a person is resistant to them or not. Non-astronomical spaces and times have
always existed, and this is somehow a concomitant process of human perception (I mean human
subconscious, dreams, imaginations, etc.), which constantly coexists with us and have become quite

tangible and even physical in the 21* century.

2.6. Goderdzi Chokheli's short story Fish Letters and Tamar Putkaradze-Lashkhi's opera
Fish Letters — common and distinguishing features

For Tamar Putkaradze-Lashkhi and Goderdzi Chokheli, the core idea and common starting point
of the work is a human and the expression of his free will. Sometimes, completely incomprehensible to
others, but still precious, because this decision is related only to a person’s free choice. In Chokheli’s
creative work, main character often sacrifices himself to this personal decision and choice, because
otherwise he will not be able to achieve freedom of choice.

“Soul has neither beginning nor end,” Gamikhardai told me the day before yesterday and left”. '

Main characters of G. Chokheli and T. Putkaradze-Lashkhi are alienated from the society that
creates the world in which they live. Both run first of all from themselves, then from others and look for

a way out. Both are the victims of the society, the members of which are also alone and alienated from

the others, themselves, and the real world.

2.7 Construction of virtual and real worlds

The plot of the opera develops in two main opposed spaces (although subsequently these two
main lines also split) — virtual story line of Facebook and the other, real story line of the opera. Both are
independent and at the same time form one whole layer coexisting separately and together. The most
important thing here is that from the beginning they contain two independent one might say, polar
principles. On the one hand, the plot of the opera takes place in real world, while the Facebook line is
initially virtual. It does not exist in reality and at the same time it exists on its own in existing reality.

The opera has two parallel worlds. One is real, what really happens, and the other is virtual,
where we mirror our real world. All this is often quite close to the sense of reality. The reflection of the
reality around us in the virtual space can be different and varied, depending on a specific person and his

direct action in this space.

! Chokheli, G. Fish letters. Retrieved from https://poetry.ge/poets/goderdzi-chokheli/prose/9551 .tevzis-werilebi.htm
32




2.8. Counterpoint - the leading aspect in the structure and dramaturgy of the opera.

Main source for the new type of “counterpoint of parallel worlds” in the opera is the
confrontation between real and virtual worlds. In each world there are two layers: this is the main
character’s real living space “room” and the space outside the window of his room — “street”. There
virtual layers are — Facebook space and the woman’s subconscious (dream). For example, main
character uploads photos to the virtual space of the Internet to create morning mood; or, in the dream
scene, she digs into the virtual space created by her subconscious and gets “impersonated” in the surreal

world of the dream.

2.9. The Function of verbal text in creating a new type of counterpoint

The post “Shush! Georgian”, uses Akaki Tsereteli’s verse with the same title “Shush!
Georgian”. This very scene makes main character decide to flee the virtual world.

The composer does not consistently follow Akaki Tsereteli’s verse. The author selected and
displaced the phrases ideologically important for her. The post, in which the woman uploads photos and
includes information about the events taking place in front of her house, is quite poignant, saturated
with sarcasm and irony, more mocking rather than expressing heartpain. It was more important for the
composer to follow the speech intonation of the Georgian verse, how each phrase, word is pronounced,
than the literary meaningful arrangement of the words. Since music is an abstract phenomenon, the
composer conveys the content of the verse in the song through creating musical meaning in the verbal
text; For example, the composer understands where the accents are posed in the verbal text, so that the

recitation of the text is as natural in the song as it is in speech.

Conclusion

In the composition, counterpoint technique is the cornerstone of musical creativity, both from
architectural and structural points of view.

For studying new manifestations of counterpoint and creating a classification model, we
distinguish two levels:

- new forms of counterpoint — a larger unit (macro level),

- new types of counterpoint, considered in one specific form (micro level).

To study the peculiarities of applying new types and forms of counterpoint in contemporary

Georgian music, we mainly relied on the classification model of the 20th-century polyphony types
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proposed by Kyureghian, where counterpoint is regarded not only as a combination of independent
voices, but also as a phenomenon understood in terms of time and space of sound and non-sound
material, directly affecting general idea of the work. We present more extensive classification criteria:
we focus on the essence of counterpoint as a category of thinking, and not just as a technique of
polyphony.

With Georgian composer different forms of counterpoint are manifested in simultaneity and
affect each another. For example, aleatoric counterpoint can be either sonorous-aleatory or polyphony
of verbal texts and styles simultaneously realized in the background. Some forms are only a feature of
composition technique, and sometimes a model of thinking as well.

Basing on the reviewed works, it can be concluded that in the musical thinking of the 20™ -21%'
centuries, especially in multimedia and theatrical musical genres, we find new types of counterpoint,
which by nature fall into the same typology. This refers to the types of counterpoint, where non-sound
category is presented in the format of musical thinking and is understood as a component of music. This
factor — unification of non-sound categories with music, was facilitated by the activation of time-space
parameter in composition technique and its impact on them.

Another question is the conclusions obtained by the analysis of the opera Fish Letters, specially
created by Tamar Putkaradze-Lashkhi during the research process which revealed both the existing
forms of counterpoint and new forms that incorporate new forms of counterpoint or present the existing
forms in a new context.

The analysis of T. Putkaradze-Lashkhi ‘s Fish Letters revealed that the opera applies various
forms of counterpoint, including new types, which, were given names and grouped according to main
characteristics, basing on the analysis. The opera analysis was followed by the creation of the
classification model for counterpoint, which, at the same time, presented the techniques of
compositional thinking, characteristic of contemporary Georgian and world music, and also new
approaches to the application of composition techniques. Defined has been the role of sonorous and
non-sonorous structures and their significance in the opera, which led to the formation of the musical
dramaturgy.

Main innovation of Putkaradze-Lashkhi’s Fish Letters is that virtual and real worlds are
presented separately and together by the composer. At the same time, she “materializes” both worlds.
On the one hand, real world — with sonorous instrumental and orchestral material, and on the other
hand - virtual Facebook, which is interpreted as an independent musical instrument, a separate musical

layer, perceived by listeners/viewers through the visual and audio aspects as well.
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Thus emerges a new form of counterpoint, which we called “counterpoint of parallel worlds”.
The use of this counterpoint is clearly seen in Fish Letters. For example, in the second scene of the first
picture, main character watches the street rally from her room window, which she shares via live stream
on her Facebook page... Consequently, the listener simultaneously observes real and virtual worlds,
with minimal delay inherent in the functioning of these worlds in time and space. In addition, according
to the composer’s idea, in some cases listeners and viewers themselves participate in the creation of
certain forms of counterpoint: the Facebook account shared during the opera is open to the opera
listeners. During the performance, they can publish posts on the said page, share links, send private
messages, turn on the live stream, etc... Accordingly, the listeners actively participate in the creation of
not only visual, but also sound space of the opera (everyone knows that every message on Facebook has
a sound signal). This process can be considered in -temporal, visual, linguistic, and musical aspects. In
addition, the process is completely open and depends on the involvement and activity of the listeners,
which implies a different result at each performance.

The analysis has revealed that in the opera contrapuntal lines are not as important as
contrapuntal attitude of the objects, which may not be of purely musical nature at all.

Thus, the opera created in the research process, as an experimental example, led to the
emergence of another form of new counterpoint in the context of general thinking, which we called the
counterpoint of parallel worlds, it includes the following new types of counterpoint:

* Linguistic counterpoint;

* Counterpoint of subjective and objective realities;

* Counterpoint of dimensions

* Counterpoint of fields, media;

* Visual counterpoint;

* -temporal counterpoint (e.g. virtual and real);

* Microfrequency counterpoint.

Today’s world is so contrapuntal, different and diverse that all this was revealed in musical
space itself. Through an artistic experiment, we proved how opposing phenomena can be united in one
space — musically “incompatible” materials can be placed next to each other and participate in the
creation of a single musical space, with their own independent temporal and aspects. It is this category
of thinking that generates and transforms it into a new form and type of counterpoint. What the analysis
revealed is also interesting. We can say that the artistic material in the work of modern composers is
revealed with an equal, equivalent meaning. It can be said, that artistic material in the works of

contemporary composers is manifested with equal, equivalent. Their relations to each other are equally
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important, they participate in form-making and generate interdependencies, which further influence the
forms of counterpoint and their coexistence in different times and spaces. Meaning. Their relations with
each other are equally important, they participate in form-making and generate interdependencies,

which further influence the forms of counterpoint and their coexistence in different times and spaces.
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