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ABSTRACT

This dissertation examines the compositions of the American progressive metal band
Dream Theater from a music-theoretical perspective. Specifically, this project identifies the
primary stylistic elements the band employs in its compositions, focusing on the complex
rhythmic and metrical patterns that characteitzenusic in particular and the subgenre of
progressive metal in general. In doing so, it isolates the musical elements that have helped
differentiate Dream Theater from other progressive rock and heavy metal bands, and have
provided me with complekX and often surprising experiences of temporality. Additionally,
this dissertation analyzes the ways in which rhythmic and metrical phenomena contribute to
formal delineationLQ WKH EDQGTV PXVLF

The research in this dissertation proceeds from a brief history of Dream Theater into a
two-part analytical discussion. First, lidenty KH EDQGYV PRVW VDaibhddQW PXVLF
FRQQHFWLRQV EHWZHHQ HDFK WUDLW DQG SURJUHVVLYH PHYV
KHDY\ PHWDO , DUJXH ZLWKLQ WKLV SDUW RI WKddIyfGLVFXVVL
conceptualized as possessing a structural core of progressive rock and a stylistic periphery of
heavy metal. Second, | proceed to an in-depth examination of the most commonly-encountered
UK\WWKPLF DQG PHWULFDO FRPS OldardemblddséribeoWwitkdseEDQG TV P X!
phenomena typically function within an overall woklexamine two compositions in their
entirety LQFOXGLQJ 36DFULILFHG 6RQV ~ Zkdomplek $onBrHth& | WKH P
progressive metal style.

7KLV S U Rddndaryaifirvs ¥ more aptly describe the nature of meter in
contemporary music. As such, my analytical techniguaany of which are adapted from the
contributions of Justin London, John Roeder, Gretchen Horlacher, and Christopher atasty
often non-standard, as | endeavor to reconsgi@derd in some cases, redeftlheome terminology
that | consider to be problematic. This dissertation also introduces new terms and concepts, in
order to explain rhythmic and metrical phenomena that eith¥rHh& T W E Bsddat BIGnGHg H

scholarly literature or have been discussed only in passing.

Xii



CHAPTER 1
AN INTRODUCTION TO DREAM THEATER

One of the most commercially-successful heavy metal subgenres became known as
S SURJUHVVLYH PHWDO =~ 'XUUHOO 6 %RZPDQ QRWHV WKDW 5
perK DSV WKH HDUOLHVW H[D$y&Othbugh itWe ijeneratlp acvepted thad O\
AXHHQVUIFKHTYV ©OpeftoH: SNMJIIeE I88)is the first full-length exemplar.
Despite the earlier works by these bands, however, the most commercially-visible torchbearer for
the style ighe Long Island-based group Dream Theater. The fanzine Prog Archives asserts that
3'UHDP 7KHDWHU TXLFNO\ Bs\th Bd&sOpbpllatbendvifichie Bubeory, Which
also led to them becoming a reference in terms of style. Every new progressive metal band was
FRPSDUHG*WK IWKH®HD SURPSWHG 5REHUW 7D\ORU WR QDPH \
progressY H PHWDO ~ LQ K2002 albuiSiHDegreéeslofNver Turbulente

Despite its critical and popular successes, however, Dream Theater has been virtually
ignored in the scholarly literature on recent progressive rock and heavy' néedltionally, |
believe that the few published sources on progressive metal misrepresent the subgenre to a
degree and require clarification. While lacunae are understandable, given the lack of scholarly
attention to this style of music, the omission of Dream Theater from the conversation is striking.
However, advocacy forms only a small part of my motivation for undertaking this project. 1 am
more interested in analyzing the musical materials employed by the members of Dream Theater

in their compositions, which have captivated me for over a decade of listening and provided me

1'"XUUHOO 6 %RZFBE@P3$00 0DNH 7KIAdivitlualizg, Rukh/ arthe Progressive/Hard

Rock Alloy, 197677 ‘in Progressive Rtk Reconsidereded. Kevin Holm-HudsoiNew York: Routledge, 2002),

189. % RZPDQ DOVR GHVFU Ltareevalbunrotnl 8 MBI7RQYPW NV YT 7RQIXHV LQ $VSLF 6W)
Bible Black,andRed? as exhibiting prototypical musical characteristRd :SURJUHVVLYH KHDY\ PHWDO”’
SSURJUHVVLYH PHW Di®His RissetttlolR wheHh D@ HIJRUL]JHY DV DQ H[DPSOH RI 3PXV
that includes progressive rock (BowméahHUPDQHQW &KDQJH 5XVK ObRfagtesdive Roétf SRFN DQG
Counterculture(Ph. D. dissertation, University of California-Los Angeles, 2088),171).

23URJ $UFKLYHV 33 U;R\AlaHId vomyhtip:Ovaw. prayarchives.com/subgenre.asp?style=19; Internet;
accessed 10 November 2008.

% All Music Guide, 3 6 Legrees of Inner Turbulengeavailable from
http://www.allmusic.com/cg/amg.dll?p=amgé&sql=10:dvfgxquOldje; Internet; accdssélbvember 2008.

“*_RKQ &RYDFK UHPDUNHG DW WKH DQEUKP G KPHRHW L@ 9RD OWK IHP RRIFHL MAK D V
D '"UHDP 7KH D WhHéuhhV Ra&Raorbelacioss a scant few. In fact, the only musieticabwork on the

E D QUi comes from an undergraduate thesis that contains no refeienie&haffer, Transcending Rock

Tradition: Form, Text and Integration in the Music of Dream The@tadergraduate honors thesis, Lawrence

University, 2002)).



with surprising? and often confusing experiences of temporality. | investigate some of these
materials in this dissertation, focusing primarily on the complex rhythmic and metrical patterns
WKDW W\S L ImmikinHpdetbuaGah® the subgenre of progressive metal in general. In
doing so, | hope to identify the musical elements that have helped differentiate Dream Theater
from other progressive rock and heavy metal bands.

&KDSWHU SURYLGHYVY DQ KLVWRULFDO DFFRXQW RI "UHDF
necessity of academic attention to its oeuvre. Chapter 2 includes a detailed review of the
scholarly literature pertaining to meter and popular music analysis. This chapter also introduces
the various analytical approaches that | have adapted and developed for use in this dissertation. |
GLVFXVV "UHDP 7K H brisical frlitsHiRChiyptev B pravitliQg definitions and
giving examples describing each trait. Chapter 4 focuses on the rhythmic and metrical
SKHQRPHQD WKDW DUH URXWLQHO\ HQFRXQWHUHG LQ WKH EI
function within the context of an overall work. Chapter 5 analyzes complete examples from
'"UHDP 7KHDW Hi¢efiing-tDeW RQR F6DFULILFHG 6RQV ~ ZKLFK LV RQH
metrically-complex compositions in the progressive metal style. This chapter also incorporates
analytical approaches discussed in Chapter 2, as well as terminology from Chapters 3 and 4. The
final section, Chapter 6, summarizes my theoretical and analytical conclusions regarding
analyses presented in the previous chapters, and discugs¢® P 7KHDWHUfV LQIOXHQFF

progressive metal subgenre and the popular music scene in general.

A History of Dream Theater’

,Q RUGHU WR FRQWH[WXDOL]H "UHDP 7KH DewWwaitd §fV PXVLF
WKH EDQ G §late& o Utd/¢dubd\akd style. In this section, | partitiorHDP 7KHDWHU TV
career into five periods based largely on changes in personnel. | also provide background
LQIRUPDWLRQ RQ HDFK VWXGLR DOEXPTVY UHOHDVH LQFOXGL
and sales figures. Additionally,IRFXV RQ WKH Eiu§)oal jnuehtek,Ribdlatidress
WKH PHPEHUVY FROOHFW LugiHg uotdtioRsQrohiRittendi®s Kvher€vér X P

possible.

® | obtained the majority ofk H ELRJUDSKLFDO LQIRUPDWLRQ SUHVH@esiGe W@ WKLV VH
volume biographyifting Shadows: The Authorized Biography of Dream Theatmndon: Essential Works
Limited, 2007).



The Majesty Period? 1985-1987

The birthplace of the band that became Dream Theater is practice room E19 in the
basement of a Berklee College of Music buildintn September of 1985, guitarist John Petrucci
peered through the practice ro§riwindow and saw Mike Portnoy playing drums while wearing
a Rush T-shirt. ASRWK ZDV RQH RI1 3HWU X Rd-defiied © ¥aR té thé/ dturarbe® G V
after he had finished practicing, and struck up a conversation in the cafeteria. Soon after,
Portnoy, Petrucci and bassist John MyugHW U XFFLYV OLIHORQJ RakHNYgG DQG |
native) began to rehearse Iron Maiden and/RO0 VRQJV HYHU\ ZHHNGD\ QLJKW IUR
until midnight in that practice room, and eventually began to write their own songs. Just as the
band Rush had played a part in the genesis of the fledgling group, and was a huge influence on
its compositiond, LW DOVR LQIOXHQFHG WKH JURXSTV RULJLQDO QDP
5XVKTV 3%DVWLOOH 'D\" RQ W K Hbéormbho® Halini ¥ Revruca thatthd UNO HH
song solQ GHG 3P D M khéywininkediatelpdecided that the band should call themselves
Majesty® Majesty began as a three piece instrumental ensemble, but around December of 1985,
Kevin Moore, a lifelong friend and former neighbor of Petrucci, joined the band as a keyboardist.
However, Moore was enrolled at SUNY Fredonia, and the four players soon decided that they
were serious enough about forming a band that they would all drop out of college after the
Spring semester to pursue a music careetifa’ They also decided around this time that they
would need a vocalist to complete the band. In May of 1986, Chris Collins, another childhood
friend and neighbor of PetrucfVU R P . L Q J ¥Wds Bdoruited (because of his accurate
impersonation of Queensryche vocalist Geoff Tate) and joined Médjélsbugh his tenure with
the band only lasted until November of that y®atJsing a four-track recorder purchased by
SRUWQR\YY JUDQGPRWKHU ODMHVW\ UHFRUGHG D GHPR WKD
around the globe in an attempt to gain recognition. Attracted to its unique sound, which Wilson
succincly FKDUDFWHUL]HYV DV 3DQ DrarywdutWdweery ikl LbRgIRa@dR 1 5XVK ~
booked the bant: 0 D M H ¥irg¢ §fyWas on May 28, 1986 at the Sundance in Bay Shore, NY,

®:LOVRQ 3,PDJHV ~

" Despite the significant amount of influence Rush has had on Dream T§da¢V LF % RZPDQYV HWKQRJIUD S
surveys from 1996 and 2000 indicate that less than 50% offRushvere also Dream Theater fans (Bowman,

Permanent Chang@86).

8 Dream TheateiScoreDVD Documentary (Rhino Entertainment, 2006).

°:LOVRQ 3:RB4V ~

Y. LOVRQ 3,PDJHV ~

" wilson, 3: RU,G V-41.



where the band confused the crowd with its stylistic range, which far exceeded that of
mainstream heavy metal barfdsWilson notes that early on, Majéé\ ZDV 3H[SRVHG WR D
hotchpotch of influences that ranged from Rush, Yes and Iron Maiden to Steve Vai, Al Di Meola
and Steve Morse, and alsowBd IHFWHG E\ WKH FODVVLFV %HHWKRYHQ %
Petrucci reveals that the band members were very much into heavy metal, but also traditional
progressiveURFN ITURP EDQGV VXFK D Vmusiowith ede X¥mk §gRaturdd/ KD W |V
long songs, obscure arrangements and extended solos and unisons, and all of that stuff influenced
us * SLQFH 0D pblseigtiqindusic was consideréed R GLIITHUHQW >bodgP @ ZKDW
else was doing at the timen the genre of heavy metal, it did not immediately catch onavith
larger audience, and even local gigs in Long Island dri¢§ ualditionally, the band members
felt that they needed a truly professional vocalist in order to sharpen their sound and attract more
interest.
Charlie Dominici and Dream Theater: The First Period2 1987-1989

After auditionL Q J 3D U R X Q G malekaXd@eenbléivddalists in the beginning of
1987} Charlie Dominici tried out for the band in September 1987 and soon after was invited to
join as a full membet® In early November, Majesty recorded another demo tape with Dominici
at the helm, and Portnoy distributed it to several record l1abeme such label was the newly-
formed Mechanic Records in New York, which showed interest in the form of a seven-album
deal?®® Majesty officially signed with Mechanic in June 1988 and, within a month, began
recordingWhen Dream and Day Unita Kajem studio$!

The style of music on the album was considered a bleq@Defera progressive rock with
contemporary heavy metal, and was lauded by critics from important heavy metal magazines

such a¥Kerrang! andMetal Hammef? ZLWK RQH UHYLHZHU H[FODLPLQJ 3,1 Ot

2 Ibid., 41-42.

Bwilson, 3, Pdes,” .

14 The emphasis placed on metarhich is typically and mistakenly referred to as time signaung progressive
metal musicians and their fans is an issue | explore with more depth Idter dissertation.

15 Dream TheaterScore DVDDocumentary.

% Derek Simon, quoted® :LOVRQ 3:RUGV ~

7 wilson, 3: RUG V.

®wilson, 3,PDJHV

¥wilson, 3: R U,G V-58.

?|bid., 59.

# Ibid., 61-62. Queensryche had just finished recordDyeration: Mindcrimeat KajemSULRU WR 'UHDP 7KHDWH
arrival.

?21pid., 6971.



XS RQ 6W\[ RU .DQVDV WKLV LV ZKDW W KetingroLiaflugvicésoy H V R X (
FUHDW H *DHaweRed, Retrucci notetlV K D WDO-BWPH®? GLGQIW fdRAXQG WKDW .
production standpoirft, and furthermore3WKH UHFR UG (yD&Eah@hiymahgt sy UHD
ZH QHYHU WRXUHG D QG \ZXS SR @i &sul§NhanHDrBardaRMDay Unite
flopped in the U.S. and only barely cracked the top 100 album chart in®apan.
Other problems followed quickly, including a threat of legal action from a Las Vegas
band that had already taken the name Majesty, which resulted in an untimely name change
immediately prior toW KH E D Q G T VonIMarehs, 19089 Buentudlly the group settled on
Dream TheaterD QDPH VXJJHVWHG WR WKH EDQG E\ 3BRUWQR\TV IDW
the same name in Monterey, CaliforAfaFurther turmoil affected the band from within its own
ranks, as Portnoy and Petrucci began to diséikdé D U O L H 'R PstaQd_fds&nte RaQd the
band decided he would have to be repld@edR P L QdI&sk fferformance as a member of
Dream Theater was on November 14, 1889.
James LaBrie Joins Dream Theater: The Second Pericd1991-1994
The EDQG TV VHFRQ & ®eDWitiRaGraasitidialyear and a half in search of a
new vocalist that included a handful of auditions with established vocalists (including John Arch
of Fates Warning, Steven Michael Stone, John Hendricks, and Chris Cintron). The band
members were ready to offer Cintron the full-time job when they received a demo tape from
Canadian singer Kevin James LaBrie in late 1990, and opted to hire him iHs®haortly after
agreeing to collaborate, LaBrie and Dream Theater recorded demos of the album that would
becomdmages and Words May of 1991, in order to persuade the record label Atco (headed at

the time by former Gentle Giant member Derek Schulman) to sign them away from their

% Malcolm Dome, quoted. Q :LOVRQ 3:RUGV ~

4 |bid., 63. The poor sound quality of the album is probably due to thet stadio time allotted less than a
month2 and small budget offered by Mechanic for the recording of the althamagh it was produced by famed
producer Terry Date (who produced albums for the bands Panterajd@eden and White Zombie).

% Dream TheaterScore DVDDocumentary.

% The album peaked at the ninety-eighth position in Japan (Oricon StyleH D P 7 K; ldMAilaAbie Erom
http://www.oricon.co.jp/artists/a/117140/; Internet; accessed 16 January 2009).

2"Wilson, 3: RU,G V.

*Wilson, 3,PDJHV

2 bid., 24.

¥ 1pid., 24.

31 |bid., 42. LaBrie would go by his middle name, James, after jothiadpand.
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previous labef? Successfully completing the label change, the band recordegks and
Words beginning on October 14, 1983.

Once again, there was turmoil surrounding the production and release of the material, as
WKH EDQG ZDV VXUSULVHG E\ WKH OREBHQIN BHEHDVRQ W R LRRE
album upon entering the studi®.$GGLWLRQDOO\ SURGXFHU 'DYLG 3UDWHU
VQDUH DQG NLFN G WekerdniEatly®® whidh r@suttdd h@ dated sound that was
devoid of dynamics and timbral variatidh.Despite these issues, Dream Theater began touring
to support the upcoming album, and was able to garner some needed visibility prior to its release
with D JLJ VXSSRUWLQJ KHDY\ PHWDO JLDQWYV ,URQ ODLGHQ DW
1992%

Images and Wordwas released on July 7, 192D QG EHF D P H -EnDvh @Ifum,E HV W
selling more than 1.5 million copies and being certified Gold in both the U.S. and the
Netherlands® It has been haileE\ FULWLFV DV X ihhee@yurstar @singlvas B’
signifier of theUHYLYDO RI SURJUHVVLYH URFN 32:6RPH VD\ WKDW SU
like Yes and Genesis began catering to the mainstream. Butwéages and Wordfream
Theater [provedL WV HO | D W U X'#onicRIy Fhi Siddeds bff the’ album was largely due
WR LWV ILUVW VLQJOH 33XOO 0H 8if Grigihhl eighKnifutesZ DIV 3 DR Q GH Q
QXPEHU RI DOD@EtU&@@&H@dﬁﬁV%’XWB OH 8QGHU™ EHFDPH D KLW R
and soon, the band shot a low-budget music video for the song which received heavy rotation on
MTV, especially on the show HD G E DQJJ‘-‘FUT‘[K\H WDRQOOHV 37DNHAnNtkeH 7LPH" D

"D\’ ollowed, and Dream Theater embarked on a fourteen-month series of worldwide tours to

% Wwilson, Words,

* bid., 113.

*1pid., 113.

% This recording technique involves electronic sensors placed on druintsnetister attacks and convert them into

electronic drum sounds, typically with consistent dynamics and timbres.

**pid., 116.

z;Ibid.,lzs. 7KLY VKRZ zZzDV RQO\ /ID%ULHYV IRXUWK DV D PHPEHU RI '"UHDP 7KH
Ibid., 126.

39Recording,QGXVWU\ $VVRFLDWLRQ RI $PH&Valkable fdMHDUFKDEOH 'DWDEDVH’

http://riaa.com/goldandplatinumdata.php?table=SEARKt&rnet; accessed 16 January 2009.

Y. LOVRQ 3:RUGV ~

“I Matt Peiken5HYLHZ RI '"UHDP 7 Klhanyes ldnd YXord&s®I&érR Drumme(May 1993).

“2:LOVRQ 33:ROGV '

“3 Ibid., 130-133. Robert Walser notes the importance &f D G E D Q J HWwHfcH wasDe @ést-watched show on

MTV in 19862 in the solidification of the heavy metal subculture in the 1980s. See WRis®ring With The

Devil: Power, Gender and Madness in Heavy Metal Fl(danover, NH: Wesleyan University Press, 1993), 12.
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capitalize on its newfound succéésBy the end of the series of tours, the band had played in
VKRZV LQ FRXQWULHY DQG KDG JHQ Hwiehwieb@d@ 3IDQDWLFL®
continue to bolster record sales throughout its céreer.

However, success put pressure onthebaw R DYRLG WKH 3WRhStKieRRUH VO
release, which in this case would more accuratelsld VFULEHG DV WKIHVIMXDLRU VO
Awakewas? despite the changes in personnel, management, and record label affiltton
third Dream Theater alboum. Mike Portnoy remembers the anxiety the band felt during the
production ofAwake 3, W ZDV WKH ILUVW WLPH ZUL Wdiliade WaitiwgioD FORF

KHDU >VRPHWKLQJ@«VR WKHUH ZDV DQ LQFUHGLEOH DPRXQW
before ¢ Adding to the anxiety was the untimely departure of Kevin Moore, who quit the band
DV WKH DOEXP UHOHDVHG FL WHeQest dfte\gtobtD Roddwasdi UHQFHV ™ Z
replaced in a gig in Burbank, California by Jordan Rudess, who, though he would ultimately join
the group, initially declinedDHDP 7KHDWHU YV R |1 Hitde ivefnbErt-hRrdRIBditeD td X O O
stay with the Dixie Dreg® 7KLV OHIW 'UHDP 7KHDWHUYTV OLQHXS LQ TXH
three albums. Further problems arose after the disappointing sales of the multfaetted
consistently heavy-soundifig albumAwake which only managed to reach the thirty-second
chart position in the U.S., as well as the sixty-fifth position in the 9.Khis failure,
exacerbated by the massive success of grunge bands in the U.S., prompted the record label to
lose faith in the band, and the members began to question themselves for the first time. Portnoy
admits to thinkingthaBPD\EH 33X OO OH 8QGHU " ZDV Dalonexhit won®eD\EH ZH
maybe that was our fifteen minutes, you krio%
The Addition of Derek Sherinian: The Third Period 2 1994-1999

A more pressing issue was thdl stacated keyboard chair within the band, which needed
to be filled before the comingVaking Up the World tour in support oAwakein October of

“NHLWKHU RI WKHVH VLQJOHV SHUIRUPHG DV ZHGI@im/addBnu@@r OH 8QGHU
twenty-two in the U.S., respectively (Billboard$ ¥ Chart History UHDP 7KHDWHU" DYDLODEOH IURP
http://www.billboard.com/bbcom/retrieve_chart_history.do?model.chartFormatGrowgsMdnums&model.vnuAr
tistld=14435&model.vnuAlbumId=942029; Internet; accessed 16 Janu@®y.20
“0LNH 3BRUWQR\ TXRWHG LQ :LOVRQ 3:RUGV ~’
“® Dream TheateiScoreDVD Documentary.
“:LOVRQ 3:RUGV ~
*®Ibid., 154.
‘5‘2 , HHISORUH WKH FRQWULEXWRHD PVRKWBWHKHD YIRXQG/LQ &KDSWHU
Ibid., 161.
*1 Dream TheaterScore DVDDocumentary.



1994°2 The audition process eventually yielded fellow Berklee product Derek Sherinian, whose
previous gigs included working with high-profile bands such as Kiss and Alice CBopéhile
Sherinian initaAlyMRLQHG WKH EDQ far hé/toDr, hK evdritu@llyJoecame a full-time
member in February of 199%. The first project involving Sherinian was the 1995&Ehange
of Seasonsa two-part release containing a studio-produced version of the 23-minute, 7-
movement title track (which was initially omitted frdmages and Wordsas well as live
covers of classic progressive rock songs taken froma ggrRaQ QLH 6 FRWWTV FOXE LQ /I
earlier thatyea® 7KH WUDFN 3$ &KDQJH Rl 6HDVRQV  ZDV WKH ORQJ!
ever written at the time D Q G Z ha&fafely Fa€hloned to compétén terms of both length
and complexit¢ ZLWK WKH OLNHV RI 36XSSHUTV 5HDG\" E\ *HQHVLV
HYHQ 5XV K Wit vas embraced by fans, which helped the album place fifty-eighth in the
U.S. charts despite its odd forntaind it would inspire several multi-movemeptog” epics in
the coming years.

After a handful of tour dates in Japan and the U.S. to supp@hange of Season
Dream Theater experienced what was perhaps the darkest time in its hisiipyeriod
surrounding the release Bélling Into Infinity in 1997. The band members were under pressure
by their new, major record label Elektra (which had appropriated East West Records and fell
under the umbrella of the conglomerate Atlantic ReQdrldeliver a crossover hit, and for the
firsttime,theyJDYH LQ WR W Kd$2 CHagH@IE & mBrel dnstream image, writing
shorter, catchier songs, agreeing to use a pop/rock producer (Kevin Shirley of Aerosmith fame),
and even hiring an outside soAag LWHU 'HVPRQG &KLOG ZKR ZURWH $HUR\
%RQ -RYLYV 33D PRURELEMRPSOHWH RSSUHVVLRQ Rl WKHVH St
as LaBrie recalls angril}f in addition to another change in management, frustrated the group to
the point that it almost disbanded, as Portnoy tendered his resignation during the recording

2:LOVRQ 3*BUWGV

%3 |bid., 161-164.

*bid., 171.

®7KH ODVW WUDFN RQ WKH (3 32%LJ OHGOH#HXHH®YHLONVRRIE thdRPURHIR J . DI
Dixie Dregs, and Genesis.

%% bid., 174.

" Billboard, 3 $ W Chart History* UHDP 7KHDWHU ~

¥ LOVRQ 3:RUGV ~

%9 |bid., 193-198.

0 |bid., 216.



process before ultimately withdrawing it while on t8tirAdditionally, despite the attempts by
the label and band to create a more streamlined, accessible BHiling Into Infinity
SHUIRUPHG QR EHWWHU W KiPefforts), iddalking & rubhbeé Hittyftwo Bithe Y L R
U.S. chart and failing to crack the Top 75 in the WKFurthermore, the underground, prog
rock cult following the band had established with its previous efforts reacted with hostility
against what it perceived to be a blattnWWHP SW WR 3VHOO RXW

While theFalling Into Infinity years were certainly frustrating, they were probably
necessary for Dream Theater to take its next step musically. All of the negativity surrounding
the album resulted in the band members venturing outside of Dream Theater in search of more
artistically-fulfilling side projects. One of these was the instrumental group Liquid Tension
Experiment* which teamed Petrucci and Portnoy up with the legendary King Crimson bassist
Tony Levin and the original choice to replace keyboardist Kevin Moore, Jordan Rudess. Wilson
QRWHY WKDW 3WKH FRQWHQWYV RI 5XGHVYV JotetHRAdr@d@yFROOHFW
and Petruccit everything from metal, prog and jazz-réckhough [his] knowledge of classical
music also greatly affected a unique style of playffigTeaming up with Rudess proved to be
very musically inspiring for Portnoy and Petrucci, and the camaraderie was so strong that they
decided to offer him the keyboard position in Dream Theater &g#spite the fact that
Sherinian was still a member of the banfl.LWLQJ 6 KH UL Q L D@ fackldtgrinviideR Q ZL WK
and noting that his single lifestyle was grating on the rest of the band (who were all married),
they fired Sherinian in January of 1989However, RGHVV{V ZLOOLQJQHVY WR MRL:
WLPH ZDV WKH UHDO LPSHW,) W tebdahdiremdérsiiabkeg fobv@rfl Yo theU L Q J
fresh environment that would be created for Dream Theater to re-establish its identity.
Jordan Rudess Joins Dream Theater: The Fourth Period 1999-Present

Another event that provided a fresh working environment for the bandddition to its
new keyboardist was a fallout with Elektra followingalling into Infinity, which ended with

the label agreeing to allow the band full control of its compositions and recordings. Portnoy

®1 Dream TheaterScore DVDDocumentary.

2. LOVRQ 3:RUGV ~

%3 |bid., 205.

®3/7(° DV W Kddcdhi2 @Gwn, released three all-instrumental albLigsid Tension Experimei1998),2
(1999), andspontaneous Combusti¢2007). John Myung also released an album with the progressive rock
collaboration Platypuim 1998, and James LaBrie fronted a group named Mullmuzzler & 199
“:LOVRQ 3,PDJHV

®:LOVRQ 3:RURN ’



recalls that Dream Theater becadletU HH R1 W KH S[RHIHOMNpI&tek ifép&ndent for
W KH |L Uivwyiting Sé&eRes From A MemoryZKLFK KH FDOOV 3\0rai UHVXUUHF
7 K H DWW Fhe fdll title of this elaborate concept album, which was released on October 26,
1999, isMetropolis £Part 1l: Scenes From A Memotya title referring back to the track
30HWURSPOMW ,+ 7KH OLUDFOH DiRages\aKdHwerdH Fh® eddvolutad? P
fantastical love triangle story &cene$ which involves murder and reincarnatiins sung with
several distinct vocal articulations by LaBrie in order to evoke the different characters in the plot.
$OVR PXVLFDO WKHPBHBDURP,SOHWHUBBRIOVLWHG DQG WUDQVII
album® All of these elements create a grandiose piece of music that can be read as a reaction
against the commercialized alburalling Into Infinity, as well as a deliberate attempt to recreate
thH FODVVLF FRQFHSW DOEXPV RI WKH SUH LambhVigdDOWNURFN HU
OnBroadway 7KH :Ke&fnw DQG PRVW IDPRXVi@\Wal.LUefact,) koo 1 V
brought each of these albums to the recording studio f@dberes From A Memoty HVVLRQV 3WR
VHUYH DV UHPLQGHUV RI WKH VWD Q G BUrGe wdépliondiHteH HQGHD Y
album was generally positiveindeedMetal EdgefV 3D X O *D U J Begriesd i DieBril G
7KHDWHUTV 3FUR Z J12GhbduBhAtk saitey fi@réesQslightly more than half of a
million copies sold worldwidéf were meager compare R WKRVH RI WKH 3VWDQGDUC
desired to exceed

After touring in support o6cenes From A Memofgr much of 1999 and 2000, Dream
Theater re-entered the studio to craft its next all&isnPegrees of Inner Turbulenaghich
released on January 29, Z(Y@JZPortnonRWHV WKDW 3ZH KDG 3DQWHUD UXQQI
EORRG«ZKHQ ZH HQWH U BiGDégieesegsiins Gk Re ahtRREtNEE Had just

" Dream TheaterScore DVDDocumentary.

B:LOVRQ 3:RUGV

% XVH WKH WHUPV 3WKHPH” DQG 3ULII" Y8WWNDWHLRQJIHDE O F RQKWLRSH) 1 RAKKAH K
synonymou$ both terms are typically used to denote a distinctive musical idea larger thdivea timat may or

PD\ QRW EH WKH OHQJWK RI D SKUDVH 0DHNI&HIR6HQ4Y @RKdndaved O\ QRWH )
again in the manner of an ostinato (Mark SpiBeitish Pop-Rock Music in the Post-Beatles Era: Three Analytical
StudiegPh.D. dissertation, Yale University, 2002 however, he observes that this is not always the case, and

as such, I find no reason to distinguish between the two terms.

":LOVRQ 3:BUGHMsCussNKH 3FRQFHSW DOEXP" DV ZHOO DV 'UHDP 7KHDWHUTYV
studio with more depth in Chapter 3.

" Paul Gargano, quoted in 1bi@49.

" bid., 250. ,Q FRPSDULVR Q TheWalha} OcRn EefitNied Multi-Platinum (23x) by the RIAA

(Recording Industry Associationlo$PHULFD 36HD U F Kavdidbld franWDEDVH’
http://riaa.com/goldandplatinumdata.php?table=SEARIGtérnet; accessed 16 January 2009

B:LOVRQ 3*RUGV
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attended one ofk H E DsBio@/§ tie previous weekeffd Consequently, the double-album

begins with a very Pantera-like soigf KH *ODVV 3ULVRQ "~ ZKLFK DORQJ ZLWE
referencesWR RWKHU EDQGV RQ WKH DOEXP QRWDEO\ WR 7RRO L
*DEULHO LQ 36ROLWDU\ 6KHOO"® UHVXOWHG LQ PL[HG UHDFW
critic 5 REHUW 7D\ORU FRPSODLQV WKDW EODWBDRUWhodkeEHYHU\’
album’”® )XUWKHU IXHOLQJ VXFK FULW dRéwfRadite\vf toverbd 7 KHDWH U
entire albums from other bands during its shows. Wilson notes that around the tim8irf the
Degreedour, the band members begafmaw tradition, hailing their influences by performing

Iron MaL G HTQdNumber of the Beamtd Master of Puppetby Metallica in their entirety’®

Portnoy explains that the motivation behind these shows was sWifty 3SD\ WULEXWH WR V
the bands and albums that shaped’(ghough the result was a stigma of derivativeness that the

band carries with it today in the eyes of some critics and listeners. Another controversial aspect

of Six Degreesvas the double-alk PV VHFR QG GLVF aZzingleFéghHt-RévErakhty H V
compositiort complete with an overtufethat lasts over forty-two minutes and can be

experienced as a concept album in its own right, as each movement deals with the theme of
madnes$® While some fans appreciated the stylistic nod@i®s-era progressive rock

throughout this title track (including heavy doses ofGRH V V |V d) bthErRl2tame weary of

ZKDW WKH\ SHUFHLYHG WR EH 3EORDdMdh&ly, ReStABRPSRXV™ FRP
differences in style between the heavy metal-inspired first disc and the prog rock-inspired second

disc led to charges of inconsistency fromsfaBespite these negative reactions, howesix,

Degreedid manage to garner some positive péesspecially a story in the mainstream
magazineEntertainment Weekiy2 and peaked inside the top fifty albums on the Billboard

chart® while also being a top album in Italy and Japan.

" Ibid., 263.
BAIMUVLF *XLGH 36L[ '"HJUHHV RI ,QQHU 7XUEXOHQFH ~
":LOVRQ 3, PDJBEWHU LQ 'UHDP 7KHDWHU FRQWL QXt5GMdMnY WUHQG E\

JapanD QG 3L Q BDaR Biti&df the Moan

":LOVRQ 3:RUGV ~

8| discuss the history of the lyrical theme of madness in prageassk in Chapter 3.

1bid., 270.

8 Billboard, 3 $ W Chart History* UHDP 7KHDWHU ~

81 Six Degreepeaked at number five in Italy (Italiancharts.coh®archable databasevailable from
http://italiancharts.com/search.asp?cat=a&search=dream+theater; Internet; accessedr§@089) and at number
fifteen in Japan (Oricon Style3'UHDP 7KHDWHU’
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"UHDP 7K hhibnatsida fh\elassic metal albums on the follow8ig Degreesour
directly contributed to the sound of the bahd Q H [ Wel¢aaeX G L Main of Thoughf? as
Portnoy notes the collective thought entering the studiowZ#i ZDQW D FODVVLF PHWDC
Train of Thoughts widely considered to be the heaviest-sounding aloum Dream Theater has
FUHDWHG WR GDWH ZLWK VRQJV OLMH *REBQPQGKSYDWHKHU -~
exhibiting several stylistic elements of heavy metal, including not only distorted power chords,
EXW DOVR JURZOHEMBWMOONBQD &GEOWWWDW 3WKH DOEXPYTV F
strikingly shadowy in an attempt to "W FK W KH E O H BPNPehdps ldedditss HH O~
polarizing soundJrain of Thoughperformed slightly worse tha®ix Degreesn the
international music charts; however, the album ironically received near-unanimous praise from
critics, including Michael Deeds dihe Washington Pgsivho characterizedrain of Thoughts
SWKH FODVVLF PHWDO DOEXP WKDW QR86FODVVLF PHWDO EDQ
Dream Theater had the opportunity to record its follow-upr&in of Thoughin Hit
Factory Studios, the famed location that had served as the origin of multi-platinum albums from
artists Michael Jackson, Bruce Springsteen, Madonna, U2, and John [B&nntilson notes that
SRQFH DJD ld@memhend] Had&ready decided on a concrete direction before they
reconvened, and having previously recorded what they deemed to be a classic concept album in
Scenes From A Memaqrgnd a definitive metal album irrain of Thought[they] wanted to
UHWXUQ WR WKHLU URRWYV™ WR G WKDWHZR »X®RE HE HEPROMDH FH § WR
Octavarium®® Additionally, the band members decided to challenge themselves to write a few
shorter songs on the new album, inspired by U2 and Col8playk H UHVXOWV 3, :DON %H
<RX " 37KHVH :DOOV "~ DQG 37K é&ted€xriedly thorfd tddio-frievdly th@n ~
most of the songs in the Dream Theater catalog; however, these songs are contrasted sharply by
some of the mos#progressiveé tracks the band has ever released; B@GD FULILF &Gt e&RQ V"’

zzTrainofThoughtZDV UHOHDVHG RQ 1RYHPEHU :LOVRQ 3:RUGV "’
Ibid., 285.

8| discuss these salient stylistic elements of heavy metal in more detail iteCBap

8 |bid., 293. | discuss the heavy metal theme of darkness apt&h3.

8 Michael Deeds, quotetl Q :LOVRQ 3:RUGV

87 Dream Theater actually has the honor of being the last band to re¢titdrattory Studios prior to their closing

in 2005 (Ibid., 303).

8 |bid., 303.0ctavariumwas released on June 7, 2005 (lbid., 312).

% |bid., 304.

12



multi-movement®Octavarium® exceed ten minutes in length and even feature eesipiece
orchestra. The album features several other progressive elements as well, including prog-
inspired cover artZ KLFK ZDV GRQH E\ +XJK 6\PH WKH DUWLVW UHVSER
albumsMoving PicturesandHemispheresand especially a systematic key scheme. In this
scheme, each track is written in a minor key whose root ascends by scale step through the entire
F Lydian diatonic collection (i.e. the first track is in F minor, the second in G minor, the third in
A minor, etc.); additionally, the band inserted short interludes in keys with chromatic roots
where necessary, suchthatKH DOEXP TV V véiddeel thel a§oieyard iH ordgr.
OctavariumP DUNHG WKH HQG RfourteehbyPartddatdnstipl witfh Atlantic
Records (the conglomerate that oversaw Atco, East West, and Elektra), as the band edan sign
contract with the smaliemore heavy metal-focused label Roadrunner Records. However,
GHVSLWH $WODQWLFYV UHVXOWDQW U Bdtavaiu@panfaRmedX EV W D Q W
better than any Dream Theater album siha@ke peaking at number thirty-six on the Billboard
charf* and making the top ten in Italy, Japan, and the Netherfandghile the band
intentionally deviated from the pop/rock approaci®eafavariumon its next releas&ystematic
Chaos® the band still regards the album as a high pointiFiBUHHU 37R PH ~ VD\V 3HW
3ILWTV RXU EHVW 7R PH LWV VXFKD JRRG UHSUHVHQWDWL
Dream Theater toured in support@étavarium culminating in a show at Radio City
Music Hall in New York on April 1, 2006 that spawned its platinum award-winning live DVD
albumScore which was eventually shown afH1-Classic™®> Within a month of the release of
Score Dream Theater re-entered the studio to begin recording the heavy-so8ystiematic
Chaos>® whose direction was admitt€@\ L Q10 X H Q F H Gném raldtiohiship DvithG { V

% Jordan Rudess admits that the band was intentioR@R RNLQJ IRU WKDW XOWLPDffHe<HY RU *H(

VRQJ 32FW Dbd, BABX P~

1 Billboard, 3 $ Wi Chart History: UHDP 7KHDWHU ~

%2 The albunpeaked at number two in Italy (Italiancharts.comVHDUFKDEOH G D W D ib Dapah’ DW QXPEH

(OricRQ 6W\OH 3'UHMRd @gtkkhibeV ke it H 1IHWKHUODQGYV +XQJ OHGLHQ 3'UHDP 7

& K D UawaNable from http://www.dutchcharts.nl/showinterpret.asp?interpret=Dream+THegaenet; accessed

11 February 2009).

% In an interview with the online fanzine Imhotep, Portnoy explaiegittection ofSystematic Chaos3, NQHZ ,

ZDQWHG WKH DOEXP WR EH GDUNHU DQG PRHW DHUYNFBWRAE DM ID@® S\W K HW I1X(

ORW RI GLIIHUHQW VW\OHV«PHOORZ VRMXRVHQGR QU R JRUHMMNIDKIEDD RNLIYG B YO/
,PKRWHS 3" UHDBPLI1HKHMWHUIHILQV  Hip/Dviv®.InEdBp.N0[2dRIZ9073869; Internet;

DFFHVVHG JHEUXDU\ ’

% Dream TheaterScore DVDDocumentary.

“:LOVRQ 3:RUGV

% Systematic Chaa®leased on June 4, 2007 (Ibid., 329).
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5RDGUXQQHU 5XGHVV H[SODLQV 37KHUH ZDvolbogk BhkeD UHQH V

and thatwe [hadW R PDNH VXUH Ve&sorméthdng toGhd Bebwad dide of Dream

7 K H DYW Fhe résult was a more stylistically-varied album than the consistently-feginyof

Thought but one that frequently made use of heavy metal stylistic m&rkectuding growled

vocals on the Metallica-influU@ FHG 3 &RQVWDQW ORWLRQ  DQG HYHQ VFUHEL

(WHUQDO 1LJKW ~ 2QH QRWHZRUWK)\ S US&3stembticvadhadd thé RFN HOH

use of fantastical lyrics depicting characters such as vampires and epic battles of good and evil,

aQ HOHPHQW XVHG LQ WKH VLQJO H-P)RYJNMHGW VXV WH O G DWK I

R1 (QH P IheVatter track was broken into two large sectionSystematic Chaosvith the

first two movements presented at the beginning of the alboum and the last four movements

continuing the story at the alov FORVH 3HWUXFFL DWWULEXWHY WKH S|

movement suite to Rush, whose albHemispheresontinues the story begun énFarewell to

Kings DQG SURFODLPV avikghWsieéaVdookehds kb@nRIbald *WR EH

FRQWLQXHG  VWRU\ OLQH2LV YHU\ PXFK LQ NHHSLQJ ZLWK RX
Systematic Chagwsroved to be the best-performing Dream Theater album to date on the

international album charts, entering at the nineteenth position in the U.S. chart, as well as making

the top ten in Italy, Finland, Japan, Sweden, and GerfflaAylditionally, the aloum was the

first Dream Theater release to crack the top twenty-five in the U.K. ¥afurthermore, the

baQG UHOHDVHG D PXVLF YLGHR IRU ERWK RI WKH DOEXPYV VL

3)RUVDNHQ~ DQG HDFK ZDV SLFNHG DV DTV HO GEW Q RREUIPYH \

Ball television progran®*

" bid., 338.
% bid., 330.
% This chart information was released by a Roadrunner Records affiliate, Blabbermab(Blabbermouth.net,
31HZV $U Fadilatte from
http://www.roadrunnerrecords.com/blabbermouth.net/news.aspx?mode=Arisls&emID=75350; Internet;
accessed 11 February 2009). However, their claims are substantiated bgrBjlihe U.K. database everyHit.com,
Ergéa Oricon Style chart page, and other online sources.

Ibid.
YMDUHDPWKHDWHU QHW 3'UHD RvAiliedrdrHU 1HZV $UFKLYH’
http://dreamtheater.net/news_dreamtheater.php; Internet; accessed 11 Félfif@ary XH YLGHR IRU 2&RQVWDQ
ORWLRQ ZzDV D ILQDOLVW LQ WKH D Z DPYRSWYYV PgdmHSEEOVE bothin&ign theKLOH W KH
following year.
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Dream Theater Select Discographyf? with Album Sales Chart Positions in the U.S™°
U.K.,*** and Japan®
Figure 1.1 provides a discography separated into the four major periods of Dream

7 K H D ¥udio-fedorded career. | have chosen to limit the scope of this project to Dream
7 KH D W Hiéhfjti stlio @lbums, though | additionally include the title track of the 1995 EP
Change of Seasonas it was recorded in a studio and was intended to conclud€g] Mhages
and Words Dream Theater has also released a compilation difftas,well as several live
albums, authorized bootlegs, singles, and video albums on VHS and DVD formats.

Period Album Title U.S. Peak Chart U.K. Peak Chart Japan Peak Chart
(Release Year) Position Position Position
1 When Dream and i i 08
Day Unite(1989)
Images and Words
5 (1992) 60 - 30
Awake(1994) 32 65 7
A Change of Seasor
(1995) 58 88 16
3 Falling Into Infinity
(1997) 52 163 16
Scenes From A
Memory(1999) 73 131 19
Six Degrees of Inne|
Turbulence(2002) 46 ) 15
4 Train of Thought
(2003) 53 146 12
Octavarium(2005) 36 72 10
Systematic Chaos
(2007) 19 25 12

Figure1.1 $ GLVFRJUDSK\ RI '"UHDP 7KHDWHUTV VWXGLR DOEXP

2FoU D IXOO GLVFRJUDSK\ VHH 3URJ $UFKLYHV 3 UHDP 7KHDWHU  DYDLO
http://www.progarchives.com/artist.asp?id=378; Internet; accessed 11 Febrd@ry 20

193 Bijllboard, 3 $ W Chart History: UHDP 7KHDWHU ~

M7RELDV =\ZLHW] 3 &akdilabM/fromR http://www.zobbel.de/cluk/CLUK_D.HTM; Internet; accessed

17 February 2009. This database includes information from both Cluargsi®l MusicWeek, two well-known

British sales charts.

1% Oricon Style,3* UHDP 7KHDWHU

1% This 2008 release from Rhino Recoislentiled* UHDWHVW +LW «DQG 2 W pakibh Biad W W\ & RR (
WKH IDFW WKDW WKH EDQG KDV RQO\ ZVUR VGBW WO RQG M O/XIDEitd/@@X Q) F URR/FA/ R
Words
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Conclusion

Despite numerous changes in management, in record label affiliation, and especially in
band personnel, Dream Theater has intentionally striveddad managed to mainteéira
consistent, signature sound. Portnoy attests to the importance of stylistic consistency to the band
members 3: Ky to have our sound and our style that we never strayZramwant to stay
loyal and faithful W R WK ®MMWU X FFL QRWHYV WKDW WKH herweplyW RI WKL
OLYH DQG ZH SOD\ DQ\ VRQJ IURP DQ\ DOEXP«W®H\ DOZD\V VI
Specific albums have tended to highlight individual aspects of that sound more than others (e.g.
the heavy metal focus @frain of Thought however, even these albums have exhibited a wide
stylistic range that has more or less encompassed the entirety of that{feoumstanceTrain of
Thoughtincludes a somber, slow-temgopHOOR VROR R Q 39 Dothbr@ngrésiveé ZHOO D\
rock-inspired allusions to concert music). Figuré®.2nalyzes the relative degrees of stylistic
hybridizaionEHWZHHQ 'UHDP 7KHDWHUYV VW X6&twBnmajorBt{désY FRQF H(
influencing W KH E D Q G firdgréRixeQaak and heavy me'til. While the shapes in the
diagram possess defined borders and are presented in isolation, | do not intend to express a belief
in stylistic concreteness or homogenéityl should also note that the irregularity of the
distances between albums on the horizontal axis is deliberate, as | intend to show unequal
stylistic relationships between albums. The lack of equal gradations on the horizontal axis with
which one might measure these distances is also intentional, as it is impossible to formulate units
of style. |1 do, however, relate Drea 7KHDWHU TV D O E Xdedrdibdgxo alséixot) H
stylistic criteria. | provide a more nuanced analysis of the stylistic markers of progressive rock

and heavy metahat inform these criteria in Chapter 3, along with definitions and examples of

197 bream Theatel,ive at BudokarDVD (Warner, 2004).

1% bream TheaterScore DVDDocumentary.

19 This diagra® LV LQIOXHQFHG E\ WKH 3VW\OH FRQW LGV UWMHW HROQV R Q@ BQ R R
rock (John S. CotneArchetypes of Progressiveness in Rock, ca. 1966-F27.3D. dissertation, University of
Wisconsin-Madison, 2001), 35).

10 0Other styleslo SOD\ D VLIJQLILFDQW UROH Iraditnélibop/DEx GPécielR drallidg oK FK DV
Infinity andOctavariun). +RZHYHU , DUJXH LQ &KDSWHU WKDW WKHrRscVW VDOLHQ\
can be mapped onto the parent genres of progressive rock and heavamdetfzdt forays into other styles are

generally section- or opus-level allusions.

11 John S. Cotner delves into the problem of stylistic discretenessgrepsive rock in his dissertation, concluding

WKDW 3SURJUHVVLYH UR Fhhdérdd0QdaR a\yehrd (Gotidiig gty peéd of Ar@gressiveness in

Rock The same problem exists with heavy metal, whose history involvedaa péifragmentation into

disparate subgenres (see Walgamning With The Devil 3).
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ZKDW , FRQVLGH EmasRsdlidht Wukiehl Edts) By first, it is important to define the
analytical method and requisite music-theoretical concepts for this analytical project in Chapter
2.

Figure1.2 $ VW\OLVWLF DQDO\VLV RI '"UHDP-ZDBEBHDWHUTV VWX
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CHAPTER 2
REVIEW OF LITERATURE AND ANALYTICAL METHODS

In order to clearly define my approach to the analysisbHDP 7KHDWHUYV PXVLF [
experiences it creates, gfirst necessary to address relevant sources pertaining to the band, its
musical style, and the analysis of rhythm and meter. This chapter is presented in three large
sections. The first section begins with a review of both scholarly and non-scholarly sources
pertaining to Dream Theater, the progressive metal subgenre, and its two parent styles,
progressive rock and heavy metal. In the second section, | outline some of the major scholarly
contributions relevant to my analytical project, focusing on those regarding the analysis of
rhythm and meter. Within this large section, I first contextualize twentieth-century
reconsiderations of meter by discussing some of the landmark sources on tonal meter. Second, |
summarize some of the major trends involving the analysis of rhythm and meter in twentieth-
century concert music, which have redefined meter from an experiential perspective and greatly
inform my analyses in Chapters 4 and 5. Third, | address recent scholarly sources treating the
analysis of popular music that have adapted these earlier approaches to the analysis of rhythm
and mete | conclude this chapter with the third large section, in which | delineate my approach
to WKH DQDO\VLYVY RI '"UHDP 7TKHDWHUfV PXVLF GHVFULELQJ P\

metric analysis as well as defining my own original methodologies.

Saurces of Historical and Stylistic Information on Dream Theater and Progressive Metal

Non-Scholarly Sources

'"UHDP 7KHDWHUYV GUXPPHU OLNH 3RUWQRa&sérvedd PHWLF XC
VLIQLILFDQW QXPEHU RI SULP D Uhatiwri¢ tekielnéd RoQthly/ ikdjedE D Q G TV F
Chief among these are the documentaries included on the video adlivgnas Budokar2004)
andScore(2006), as well as the DVD from the special editiosgstematic Chaoantitled
Chaos in Progress: The Making of Systematic Ci{a087). Each of these sources provides
band interviews, live concert footage, and rehearsal footage offerpy LI KWV LQWR WKH JL

compositional process. Additionally, these videos capture the band members openly describing
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their music in ways that are often obscured by edited print media. Other important primary
sourcesthaSURYLGH LQIRUPDWLRQ RQ WKH EDQGYV KLVWRU\ FRP
influences are interviews found in print and online media, which have been compiled by the
EDQGYV RIILFLDO Z'HMB\nhtaMable/sedrddry source of information on Dream
7TKHDWHU(TfV KLVW R ékiehswe SvioRidlume®idgdrapiiyfing Shadows: The

Authorized Biography of Dream Theater 7KH LUV W Y R OnXlRdés & pirodreiphic’

history of the band from its inception to the releas8ystematic Chada 2007, as well as tour

information. 0ODQ\ RI WKH SKRWRJUDSKV LQ 3,PDJHV" FRPH IURP UH
DQG RIITHU LQVLJIJKWV L Q Waehnwni. HTHe BeQdBad| R OORRUHN L3QRIHEYY ~ SURY
a detailed written history replete with band member interviewk LOH 3:RUGV~ RIWHQ ERU
on Dream Theater advocacy, it is the most comprehensive history of the band available, and the
access granted to Wilson yields a staggering number of insightful quotations from band

members. Another secondary source of historical and stylistic information is the fanzine Prog
Archives? which defines and describes several progressive rock subgenres, including

progressive metdl. However, the quality of information varies wildly amolgKH ZHESDJHV
numerous articles and profiles. The website All Music Guide is also beneficial, contining

history of Dream Theater, album reviews, a brief history of the progressive metal styde, and
VXEJHQUH 3KLJKOLJKgitionsvoidb W /K ® D XWKH U IO W WK MVH. D &/ WRT W K
DQG 37RS $OBEXMAOH VLW WV GHILQLWLRQ RI SURJUHVVLYH PHW
volume, and aggression of metal with the grandiose, pseudo-classical ambitions fFRrBgN~ LV
SDUWLFXODUO\ XVHIXO DV LW V Ssiretid ¥f heRtylw deldpit ¥sHUD OO 3S U

timbral influences from heavy metal. Important sales information regarding Dream Th¥ater

'"UHDPWKHDWHU QHW 30H G L Dhttp:Bdee@riitidatler.né)/evs. nBda@lip; IndeRBt; accessed 23
February 2009.

2 Rich Wilson,Lifting Shadows

3ProgArChiveS,3$ '"HILQLWL R&ie R&KNRusic DYDLODEOH IURP
http://www.progarchives.com/Progressive-rock.asp#19; Internet; accessaoubdyJ2009.

* While progressive metal is typically considered a subgenre of heavy mata Biela labels the sub§QUH 3PHWDO
SURJ"™ WRhat Bdstyle lis more heavily influenced by progressive rockithdeavy metal (Biela? 7 KH
Development of Progdf VVLYH 5RFN 0 XV L F httpl/WLppogaEcbiveslddiR/Progressive-rock.asp#19
Internet; accessed 11 November 2008ddress this argument in more detail in Chapter 3.

®$00 OXVLF *XLGH 33URJUH YV V Lhitpy/ VoAl Qsic.conYdy/adgdEp3amgd sy R 77:2952
Internet; accessed 23 February 2009.
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albums is provided by the U.S. Billboard chaas well as the Recording Industry Association of
$PHULFDYVY RQOLQH GDWDEDVH
Scholarly Sources

The only significant scholarly contribution to the definition and analysis of progressive
PHWDO LV -RQDW K Di€e 35 idagtiddNietal/® This &rti¢le/does much to delimit
the stylistic boundaries of the subgenre, noting the importance placed by progressive metal bands
and their fans on the rhythmic and metrical complexity of the music and the requisite technical
facility it involves:

While maintaining the loud, distorted guitar timbre associated with metal mugoeral,
progressive/math metal emphasizes a sophisticated musical structure, particulandgarihto
rhythm and meter, and requires skilled technical performances by the entire ensEmable.
tendency to focus on rhythmic and metric complexity is often the detexgrfactor for

qualification in the progressive/math subgehre.

Pieslak is astute in pointing out the similarity between the emphasis on métetim
rock”and progressive rock with his dual label progressive/math metal. Theo Cateforis claims
that WKH SULPDU\ IHDWXUH RI PDWK URFN LV 3WKititheH[ WHQVLYH
signatures and shifting mixed metefs D Q IHt@idghékized by scholars as being a noteworthy
feature of progressive rocR. In a footnote, Piedd N QRWHV WKDW KH L@WGHUWYV WKFE
description of the subgenre only in order to describe the unique music of the Swedish band
Meshuggah, which blends influences of heavy metal and math rock, and is not influenced by
3SURJUHVVLYH URHAN E RQG P WRXEF K3D © N')@eRAG aBrltsihéay K -

® Billboard, 3 $ W Chart History* UHDP 7KHDWHU ~

"Recording Ind WU\ $VVRFLDWLRQ Rl $PHULFD 36HDUFKDEOH 'DWDEDVH
8 Jonathan Pieslalé 5 fdasting Metal: Rhythman@ HWHU LQ WKH 0 XV Nfusi [THebiry Spéctdib K~
29/2 (2007): 219-245.

9 .

Ibid., 244.
1 Theo Cateforis?+RZ $OWHUQDWLYH 7TX&EMEGDRUIRJE BV N LR/IRODré¢svesROEKN ~ L Q
Reconsidereded. Kevin Holm-Hudson1HZ <RUN 5RXWOHGJH 7RH VIQRQ\PRXV X

VLIQDWXUH™ DQG 3PHWHU’  -tcQol&R ¥ditcasekpRogr&ssive Yotk @G GroQiéhf@tic, and is an
issue that has been raised in another popular music context by Mark J. Butler. notes that in most pop music
VLW XDW L m@ationdK<ratéhtHhsdociated with musical performance or appreciation, tbenetational
terminology to describe an aspect of musical experience is striking. Whidehtedly a matter of which music-
theoretical terminology is most familiar to non-theorists, the tendency aksalsdtie continuing strength of the
association between music theory and notation (MaButler, Unlocking the Groove: Rhythm, Meter, and Musical
Design in Electronic Dance MusiBloomington: Indiana University Press, 2006)

H3LHVOPRDVHH QJ 0H44.DO °
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SUHIHUHQFH PLJKW EH JLYHQ WR WKH ODEHO :*PDWHK PHWDO’
he claims that such distinctions are peripheral to his purposes in the article. | believe that since
Dream Theatef V P Xs\Cle&rly influenced by progressive rock bahdscluding the vey
bands mentioned by PiestaR it serves as a better example of progressive metal than that of
Meshuggah. Durrell S. Bowm&hVv G LV VReuwnahBiMahBRnQeould also be considered a
source that deals with the topic of progressive mdeBdwman even makes note of Dream
Theater, calling the groupad DLUONRQR@Q G 3S U R Jddeméd mmatad band
KRZHYHU KLV UHPDUNYVY DUH PDGH LQ SDVVLQJ DQG RQO\ DG
music!?®

Kevin Holm-Hudson defines one of the two primary influences of progressivednetal
progressive rock in his bookProgressive Rock Reconsidereaid additionally outlines its
origins and early influences in the 1966sThis book also includes articles from numerous
authors which address a wide variety of topics related to progressive rock, such as its later
stylistic outgrowths (including math rock and progressive hard rock). The authors of
Progressive Rock Reconsidemaage from sociologists to musicologists to music theorists, and
as such the analytical depth varies greatly from author to author. However,H¥lIGV R Q TV
articles are quite strong, and his introduction chapter is concise yet full of historical and stylistic
information on progressive rock. Mark Prendergast also provides a description of progressive
rock in his booklr’he Ambient Centurgmphasizing its non-standard rock instrumentation and
focus on musical complexity. : KLOH 3UHQGHUJDVWY{V ZULWLQJ FOHDUO\ C
the genre, his detailed discussion of progressive rock instrumentation is very helpful. Chris
Atton characterizes progressive rock aswBliQ DO\]LQJ SURJ IDQJLQHV LQ 3/LYLQ
which engage aspects of dress, instrumentation, song length, and meter in th& genre.

An especially important trait of progressive rock is intertextuality, an element that is

consistently present in the music of Dream Thedtéfthe most thorough source on

12 Mike Portnoy professes his allegiance to these bands in interviewsritggand he also has album artwork from

ERWK .LQJ &DIUMWRIQAIRQ J XB § G Q LNT hdWRAllGtfoded on his body.

13 Bowman,Permanent Chang&9, 251.

4 Holm-Hudson, ed Progressive Rock Reconsideréd

5 Mark Prendergasf,he Ambient Century: From Mahler to T@m+The Evolution of Sound in the Electronic Age

(New York: Bloomsbury Publishing, 2000), 269.

% Chris Atton, 3 u/LYLQJ LQ WKH 3D VaN fi'Prag2Sive-ROtk\FaRiNeBApular Music20/1

(January 2001): 29-34.

"3HUKDSV WKH PRVW LPSRUWDQW VRXUFH R Qinte@eturhliihtasterDOtL W\ LQ P XV
Music (Bloomington: Indiana University Press, 2005). In ChapterslZ®alyze [footnote continued on next page]
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LQWHUWH[WXDOLW)\ L QssetibRoiBilitigh @ aptRNClGISthé PbetBEatles Era
whichanalyzes* H Q HV L V faxd Bdditidn&lly reviews much of the scholarly literature on the
topic!® Intertextuality has also been discussed in the scholarly literature on progressive rock by
John Covach? Kevin Holm-Hudsorf® John J. Sheinbaufh John S. Cotné? and Deena
Weinstein> All of these authors agree that the frequency with which progressive rock
musicians reference other styles of music separates them from musicians in other rock styles,
WKRXJK HDFK WUHDWV WKH LPSRUWDQFH RI SURJYYVY LQWHUW
differently? Covach emphasizes these references to the highest degree. | address their
individual findings with more detail in Chapter 3, in my discussion of the main prog rock
HOHPHQWY LQ 'UHDP 7KHDWHUTV PXVLF

A significant source of information on the other parent style of progressive2egal’y
metal? is Robert: D O V dthnhMusicological bodRunning With The Deyihich includes a
history of the genre, a detailed discussion of its prominent stylistic markers, and chapters
describing its place in culture and politiésWalser does not analyze complete heavy metal
compositions from a music-theoretical standpoint in his book, though his discussion of the
SULPDU\ WUDLWYV RI KHDY\ PHWDOYV VRXQG LV YHU\ EHQHILF
excerpts. Pieslak also d#(sXVVHYV KHDY\ PaiddmnirizeRits mbstQalient stylistic
elementsL Q 3d&sting Metal” :KLOH KLV ZRUN LV PRUH UHFHQW KH ODU
claims regardingthede HQU H YV P R VcWardckReBsRas. VADofh&Y useful source on heavy
metal is3pu+HDYLQHYV MEptioQRWKHD3YH OHWDO *XLWDU 7LPEUHV”™ E\ +LC

[footnote continued from previous pagélKk DW .OHLQ FDOOV 3HVWKHVLF LQWHUWWa [WXDOLW\
is, treating my own associations to other musical teds well as historically-linear examples of quotation and
LQIOXHQFH 3SRLHWCather@&aWRIVNGOWKDOMAYFOH 37KH 3URFHVY RI ORGXODWL
(Music Analysi®7/2-3 (forthcoming)) is another useful source regarding intertextudiie typology of

intertextuality she presents in the article helps me differentiate between texshafquusical reference in the

EDQGYVY VRQJV 6KH VHSDUDWHYV LQWHUW B RDXEEQ QUHVFW Q XTFXWHK U DQ & RJ KDILHQF
allusion, quotation, collage and recomposition; each of these types is pntiynfieatured in Dreany KHDWHU TV

music.

18 Spicer British Pop-Rock in the Post-Beatles Era.

19 John Covach33URJUH V V [Cloke B E Bdgiuf Q G WK H % R X Q G DUhtéisandingtRackO H ~ L

Essays in Musical Analysied. John Covach and Graeme M. Boone (New York: Oxford Uniyd?siiss, 19973

31.

2 Holm-Hudson, ed Progressive Rock Reconsiderd®-11.

Z_RKQ - 6KHLQEDXP 33URJUHVVLYH 5RFN DQGQW®HGQYHUVLRQ RI OXVLFD
Z _RKQ 6 &RiIW Bdyds 'Gareful With That Axe, Eugene': Toward a Theory oftifakRhythm in Early

Progressive Rock” Ib@., 86.

s '"HHQD :HLQVWHLQ 33URJUHVVLYH 5RFN DV bid|j®. 7KH /\ULFV RI 5RJHU :D
24 \Walser,Running With The Devil

Z3LHVOPDRDVYBH. QJ OHWDO
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DQG &RUQHOLD )DOHV ZKLFK GHDOV VSHFLILFDOO\ ZLWK WKI
timbres?® 7KLV VWXG\ FRQILUPV PDQ\ Rl :DOVHUYV HDUOLHU VSH
MHWDO DQG DGGLWLRQDOO\ LQYROYHV PXVLF IURP D SURJUF

Scholarly Literature on the Theory and Analysis of Rhythm and Meter

Theories of Tonal Meter

Before moving to recent theories of meter for the analysis of twentieth-century concert
music that are applicable to the analysis of Dream Th@aterP XiMd.ifportant to consider
foundational sources on tonal meter that have influenced such contributions. The most general
aspects of tonal meter are described in music theory textbooks for undergraduates, such as Jane
Piper Clendinning and Elizabeth WeBD U Y /&HVOXVLFLDQYV *XLGH W R 7KHRU\
which GHILQHY PHWHU DV 3WKH JURXSLQJ DQG GLYL¥LRQV RI Et
7KLV GHIle@phdsis Br(Qp®nodicity is echoed by most twentieth-century scholars of tonal
meter. These scholars generally dichotomize the domains of meter and rhythm, considering
meter to be a mechanistic measurement device that coexists with much freer rhythmic durations
and groupings. One such theorist is Victor Zuckerkandl, who obséekKH TUHHGRP RI UK\W
XQGHU WKH CGDTheRrore Feteit Work by Fred Lerdahl and Ray JackeAdulfich
not only separates the concept of meter from rhythm but additionally from rhythmic grouping
structure? also describes meter as a relatively static phenomenon, suchRMW HU SURYLGHYV
PHDQV RI«PHDV XU H BH@eetripiRve tHedtiws df tonal meter involve other
requirements besides accent-pattern recurrence, such as those outlined by Lerdahl and
-DFNHQGRIITV 3QHRWBHBIMVNOSXXOHV DQG 30HWChieFDO 3UHIHU
among these is the requirement that beats and subdivisions be isochronous (of equét length),

% Harris M. Berger and Cornelia Falesy+HDYLQHVVY LQ WKH 3HUFHSWLRQ RI +HDY\ OHWD(
of Perceptual and Acoustic Features Over TinreWired for Sound: Engineering and Technologies in Sonic
Cultures ed. Paul D. Greene and Thomas Porcello (Middletown, CT: Wesleyan &ltyirress, 2004 181-197.
27 Jane Piper Clendinning and Elizabeth West Malie OXVLFLDQ TV *X L G HAnahRis(N&wiYotk\ D Q G
W.W. Norton and Company, 2005), A65.
2 victor Zuckerkand|The Sense of Mus{Princeton: Princeton University Press, 1971), 100.
22 Fred Lerdahl and Ray Jackendof, Generative Theory of Tonal Mugi€ambridge MA: MIT Press, B3), 19.
Ibid., 69104.
3 VRFKURQRXV" OLWHUDOO\ PHDQV KDYLBQHUIXOO\@DFRFHE WRHEG WKDHNY BHL
idealized, durationless time-points (Lerdahl and Jackendd#enerative Theory of Tonal Musit8). Thus, recent
theorists of tonal meter typically refer fisochronous metéras possessjifootnote continued on next page]
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such that the listener is readily able to infer a hierarchy of Be&srl Schachter implicitly
agrees with this requiremehtQ KLV DUWLF OH,3&vhSthd AW MonRdodhbdds U
non-recurring, non-hierarchical groupings of surface-level accents to the grédp>od V L
PHWULFD® HIIHFWV ~

While some theorists, like William Rothstethrequire all levels of meter to behave in
the same way, many theories of tonal meter tend to relax the surface-level requirements for
regularity on hypermetrical levéfsin order to account for irregular, yet very common, metrical
phenomena in the tonal music of the Western masters. Lerdahl and Jackendoff are among these
theorists, as they eschew distinctions of strong and weak beats in hypermeasures, defining
K\SHUPHWHU ORRYV H O \nbtatedd HON YadiBle DR At glieWh &t fitregularities
on hypermetrical levels can be considered transformations of regular background structures that
DUH W\SLFDOO\ WKH UHVXOW RI 3PHWU bFH®D IGVHMRHW'L RIQL F&KX H
requires metrical reinterpretation on behalf of the listéhedchachter echoes these ided2:|
course, when [hyper]metrical groups are altered, equal time spans often cease to appear literally
on the musical surfacethe listener must arrive at the idea of equal spaarsd consequently of
an underlying metrical structutethrough a process of inferenc®

While the transformational approach to hypermeter has become commonplace in the
discipline, metrical irregularities on the surface-level are often disregarded as ametric or even
anti-metric by theories of tonal metetUHDP 7KHDWHUYV PXVLF-I&EWHQ H[KLEL)
metrical irregularity, however (indeed, it is a hallmark of the progressive metal subgenre); thus,
theories of tonal meter are less relevant to its analysis than those which address complex

rhythmic phenomena with more detail.

[footnote continued from previous pageElHDWV WKDW DUH HTXBLO/RFYERBHRX VEDRHAVW B ™ 3 RRIQ1

PHWHU DV SRVVHVVLQJ EHDWV WKDW DWVMW KRG TRIDWION YWHIMHNGEH G, WKN H PW K

SIZDHWHU’ DQG :DV\PPHWULFDO PHWHU ™ WKURXJKRXW WKLY GLVVHUWDWLR
Ibid., 1821.

%3 Carl Schachter’ 5 K\WKP DQG /LQHDU $QD O\V inWnfoldiygsS EsBags\in Rdhdnkieviak Theory

and Analysised. Joseph N. Straus (New York: Oxford University Press, 1929), 9

3 william RothsteinPhrase Rhythm in Tonal Musiblew York: Schirmer Books, 1989).

¥ 7KH WHUP 3K\SHUPHWHU  ZDV Mugitsl\Work \dmti BIuSital PérfosrRngiew Yrk:

W.W. Norton and Company, 1968).

% Lerdahl and Jackendof, Generative Theory of Tonal MusRD, italics mine.

%" bid., 55104.

BEFKDFKWHU 3$VSHFVWD QI RHBAKDFKWHUYY LGHDV RQ K\SHUPHWULFDO W

6FKHQNHUYV ZULWLQJV
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Theories of Meter for the Analysis of Twentieth-Century Concert Music

Temporal experiences of the rhythmically- and metrically-complex music of Dream
Theater often parallel those of the twentieth-century concert music of Stravinsky, Bartok, and
later minimalist composers, including Reich, Glass, and Andriessen. As sadfelgful to
address sources pertaining to the analysis of twentieth-century rhythm that have reconsidered the
nature of meter to suit more complex contextR QDWKD Q .U D P Hldg Mme of MUBIR N
is a foundational source toward this éldkramer separates temporal experience into
categories, including linear time, non-linear time, gestural time, multiply-directed time, moment
time, and vertical time. Analyzing these different types of experiences and the musical elements
that create therh as Kramer does in his analysis of the multiply-directed time and moment time
LQ 6WUDYLQVN\cHn aetd K RiI@riuddépstanding of a piece of music and its
perceived meaning.

Twentieth-century concert music frequently involves highly irregular rhythmic and
metric phenomena that diverge from their notation in scores. Phenomenological theories of
meter, like that of Kramer, have proven especially useful for the analysis of rhythm and accent in
WKHVH LQVWDQFHY DQG DLP W Rhe@rt Métey ! Bdrezécenv -RHO /HV W |
contributions to the scholarly literature by Christopher H&sdystin London®*? and Gretchen
Horlachef? involve metric perception as well, and can be useful in creating musical
VHIPHQWDWLRQV RI -bdth2é® musicHDVMUI TV Q ReErR&Rhythrh
the best-known work in this sub-disciplihg@rovides a unique analytical system that
GHPRQVWUDWHYV W Kig-n@ménht\proj@dtddog andreine b @tétions of the rhythmic
surface of music, which can clarify decisions of segmentation in an analysiR Q GHR&Difigy
in Timetakes an empirical approach to meter, delving into the specific ways listeners attempt to
synchronizewith the rhythms of many different styles of music. He also defines categories of

descriptors that can useful for describing many complex and irregular twentieth-century

39 Jonathan D. KrameThe Time of Music: New Meanings, New Temporalities, New Listening Stratégies

York: Schirmer Books, 1988).

“Y_RHO /HVWHU 31RW D W PeBpBoives of oM< (19$86): 116-128.

“I Christopher Hastyeter as RhythnOxford: Oxford University Press, 1997).

42 Justin LondonHearing in Time: Psychological Aspects of Musical MéMew York: Oxford University Press,
2009.

“Gretchent RUODFKHU 3% DUWYNTV p&KD Q JMNuBi¢ ThedyHIhlingR 200Q)) B0 alspH G
Horlacher,30HW UL F , U Ult¢d Xd@d&Thk Rtdble@ of Periodicity Journal of Music Theor9/2 (1995):
285-309.
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rhythmic contexts, includ®J 3DPHWULF~ 3PHWULFDOO\ YDJX# “ DQG 3PHW
Furthermore, his cyclical representations of meters are very clear and useful for this project, as |
describe later in this chaptet RUODFKHU V30 HWNUW L B OIS XNaad&The W\ LQ
Problem of HULR GERLWK D Q D O\] H \baliéM 8N teGocdse§ dh the problems
that traditional hierarchical theories of tonal meter have in dealing with surface-level metrical
irregularity. She considers how motivic factors can give rise to a sense of meter without true
periodicity, noting that regularhf R FF XU U L Q J 3L Ul dot@nDribcdlrieHcés i Dream
7 KHDW H U fcdn BexMmemptedictable and reinterpreted as contextually normative by the
listener?®

Another important tool that was originally developed for the analysis of rhythm and
meter in twentieth-century concert musd KDW LV DSSURSULDWH IRU WKH DQDC
songsLV -RKQ 5 Bus&dtreafiivD2Q D QWi &pyroach is outlined in his 1994 article on
the music of Schoenbefoand developed in his 2081and 200% articles, each of which
analyzes works by Bartok. Roeder defines a pulse stream as a regularly-recurring accent within
a given durational level, and demonstrates in his analyses how rhythmically-complex pieces can
exhibit a degree of periodicity despite being ametrical from the standpoint of tonal theories of
meter. He also describes the effect pulse streams can have on formal delineation and large-scale
rhythmic processes5 R H G H U fevepreserisatidns of pulse streams are clear and very useful
for this dissertation, though my approach to pulse stream analysis differs from his, as | outline
later in this chapter.
The Analysis of Rhythm and Meter in Popular Music

The methodological approaches and techniques | have outlined above have proven
especially useful for the examination of rhythm and meter in twentieth-century concert music,
and are also relevant to the analysis of later popular music styles that involve similar experiences
on behalf of the listener, such as progressive rock and metal. There have been significant
analytical contributions examinimgythm and meter in these contexts, which have appropriated

and adapted some of the existing models of twentieth-century rhythmic analysis.

4 London,Hearing in Time 86.

““+RUODFKHU 30HWUWeFNotesF HIXODULW\ LQ

¢ John Roeder3, QWHUDFWLQJ 3XOVH 6WUHDPV L Q MuBiK RddyBSpddtafiB/23 WR QDO 3RO\
(1994): 231249.

“"Roeder,? 3 X O V &ms aMdJRHoblems of Grouping and Metrical Dissonance in Beffé: LWK 'UXPV DQG 3LSHV
Music Theory Onling/1 (2001).

“8 Roeder,3 5 fthmic Process and Form in Batbfjv6 \ Q F R S DOMIed Qu§ic Symposiudd (2004).
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The most thorough treatment of meteaiprogressive metal context that involves
adaptations of theories of twentieth-century rhythm is f@imHVODN ZKR DGRSWYV 5RHG
stream analysis to elucidate the rhythmic and metric structure of the music of Mesfiuggah.

'KLOH UHFRJQL]JLQJ WKH KLJKO\ LUUHJXODU UK\WKPLF VXUIDI
(who also cites Hasty and London) argues that the listener can understand the music as periodic
due to accented pulse streams among the different instruments in the ensemble.

Kevin Holm-Hudson, in his second articleRnogressive Rock Reconsidef@analyzes
temporality in Emerson, Lake & PalmBV 37ULORJ\" XVLQJ .UTDhE Hioeof WHUPV |L
Music He examines the experience of multi@HP SRUDOLWLHYV L@QomémH VRQJ VX
time” D Qv@ltibly-directed time ™~ DV Z FhanalirbBctéd lineartime® LQ ZKLFK 3SWKH LPSC
progression from one section to another is continually realized but the deeper-level implications
arising from the$d «xprogUHVVLRQV IDL O ¥ Molm-EXGIXRQ®OMHBD O\V LV DOVR
SRVLWV WKH EDQGYV PRWLYLF XVH RI PHWHU DXHFKQLTXH
Other scholarly analyses of progressive rock music have usddPH UV W HSMRLQROR J\
such as those by Cotrgand Allan F. Mooré?

Bowman and Covach have also published articles on the analysis of progressive rock that
VSHFLILFDOO\ DGGUHVV PHW ltht moghiRpoRaM (D fthlesd tounéés tOHsW L R Q
project, due to its treatment of the music of Rushband that heavily influenced Dream
Theate’ and its meter-centric descriptions of the progressive rockStyleRZHYHU %RZPDQT
XVH RI WHUPLQRORJ\ GRHVQYW FRQYH\ bBefcoRstahtky reéfersité LVLR Q [
FRPSOH[ UK\WKPLF PHWULF VWUXFWXUHYV DV 3RGG WLPH VLJC
mathematical time signature® Also, while Bowman frequently engages in interesting

interpretations of metrical signification in his dissertation, these are mostly under-substantiated.

““PLHVODRDVYSHL QJPENWDK DOVR HPSOR\V 0D % B L QWVIMWRNHWYYIDO WIDHNO \V L V
The Stratification of Musical Rhyth(hNew Haven; Yale University Press, 1976).

“Holm-+XGVRQ 3% 3URPLVH 'HIHUUHG O0OXOWLSO\ 'PDMFVRIQGODLARIARIQ G 7KHPL
3DOPHU V, [iidRPrageeBsivefRock Reconsidered, Holm-Hudson, 11120.

1 Kramer,The Time of Musjc4558.

2 +tRUODFKHU 3% DUWYNTV u&KDQJH RI 7LPHY °

%3 Cotner,Archetypes of Progressiveness in Rock

* Allan F. Moore,Rock: The Primary Text; Developing a Musicology of R@ckingham and Philadelphia: Open

University Press, 1993

%> Bowman,Permanent ChangeBowman routinely refers to metrical complexity whenever describing a $tugh

DV SDUWLFXODUO\ 3 SURJUHVVLYH

*® bid., 3.
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&RYDFKYV D U WL IR MWRMNDHD W IR@IEESHr@likedndtic, and describes the

ED Q G 1V meYieldiBsorfanceto create formal delineation and thematic developrifent.
Twentieth-century analytical models have also been adapted for the analysis of other

types of popular music that evoke experiences of meter similar to those of both twentieth-century

concert music and progressiverockDYLG +HDGODPYV DQDO\V-darived PHWHU L

3FODVVLF itd EmanPpandllels analyses of twentieth-century concert music by

LPSOLFLWO\ LQYRNLQJ 5LFK Dilass teaRsEaQifiy F RIQIFFHKS WD R/ | 3@ H\W D ¢

employed in the analysis of the minimalist music of Steve R&igiso, ODUN % XWOHU TV

Unlocking the Groovéorrows from the models of Krebs, Hasty, Cohn, and Horlacher to analyze

electronic dance music, which frequently emphasizes rhythmic and metric comfflexit.

Rockwell utilizes beat-class set analysis in his dissertation on bluegrass music, and even invokes

Lewinian transformational functions to graphically demonstrate the l@d>&/ V 3SDWKZD\”’

through the rhythmically-diverse soigrt RPH 6 ZHHW +RPH ~

Other Relevant TheorieslRU WKH $QDO\VLV RI '"UHDP 7KHDWHUTTV OXVLF
In addition to these useful sources on the analysis of rhythm and meter in twentieth-

century concert music and popular music, there are other approaches from contributions to the

scholarly literature that can aid in the analysis of the music of Dream Theater. One such

contributioniV :DOODFH % Bttutidr@NFuBdddRNin Musj? which includes his criteria

of accentuation, a general definition of meter@&BFFB @ QWL Q H D W HaBd désRijtehsQ J -

RI WKH WHUPYV SPHWULFDO FRQGWAmmHRBV\UEMbUEI:@i@APr%IBWLYLF PH

*"Covach 33URJUHVVLYH 5RFN D&BR WK W ® RKKQHG D&IIHH Y RI 6 W\OH =~ 7KH WHUP
IROORZV .UHEMWHWRREDBKS®/LVVR QD Q F Hlignetikiekikal @dttafrsihlniisio/du@ B Q

differences in cardinality and displacemeird ERWK HTXDO DQG XQHT XD Gam@&3yWRiece3DOLWLHV
Metrical Dissonance in the Music of Robert Schum@ew York: Oxford University Press, 1999).

%8 David Headlam, "Blues Transformations in the Music of Creaml niderstanding Rock: Essays in Musical

Analysis ed. John Covach and Graeme M. Boone9B39-

*Richard Cohn37UDQVSRVLWLR QDO -&IRsB Bats)rDSM IHR BH R F RABYRBN Musie,”

Perspectives of New Mus3®/2 (1992): 146-177.

€9 Butler, Unlocking the GrooveButOHUfV ZRUN LV YHU\ YDOXDEOH WR WKIPEGHRMHFW
and his glossary of terms for use in the analysis of rhythrmreztelr. One concept Butler describes quite clearly is

diatonic rhythm. Citing the work of Jay Rahn, Butler describes diatoyiionis as possessing the qualities of

maximal evenness (in which attacks are as evenly spaced as possiblawjihim) and maximal individuation (in

which each rhythmic value within a span has a unique set of durationalrrstégi® to all others), both of which are
FKDUDFWHULVWLFYV RI WKH GLDWRQLF VFBDDX¥HQRBIOE FR QW DIHDP G IKIHED RVGILUF
particularly in the case of passages involving non-isochronous metesh@s in Chapters 4 and 5.

®1 Joti Rockwell Drive, Lonesomeness, and the Genre of Bluegrass NRbidD. diss., The University of Chicago,

1997), 228.

62 \Wallace BerryStructural Functions in Musi@" edition (New York: Dover Publications, 1987), 3018

%% |bid., 383-397.
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6 F K R H Q EuiHdadh&ntals of Musical Compositishwhich describes the motivic process of
3SOLTXLEMWARKIXO WHUP IRU GHVFULELQJ '"UHDP 7KHDWHUYTV \
in their compositions, particularly durirevelopmental and transitional sections of music.

A very valuable resource for this projectv & KULVWRSKHU (QGULQDOYV GLV
music of U2, which analyzesBRUPDO VWUXFWXUH LQ WKH EDQGYV VW\OH F
does not focus on rhythm and meter in his dissertation; however, his reconsiderations of some of
the generally-accepted labels of the typical formal sections encountered in popular music are
usefulto P\ DQDO\VHV RI '"UHDP®7KHDWHUTV PXVLF

Analytical Methods

This project engagsmusic that is not notated in authorized scéfes)d focuses on
meterz a PXVLFDO 3 EhdtiiEinfateR/Wesides in the mind and body of the list&her.
Additionally, this project includes the listener-centric topic of intertextuality. Thus, the analyst is
central W R W K Hine¥pxetaidh\Vto a degree that exceeds most other types of analysis. As
VXFK LW VHHPV PRVW DSSURSULDWH WR HPEUDd&SE DQ SH[WHL
JHQHUDO DSSURDFK WR falléwihg J@ak-Babaled NAEZ Riattier Sescribes
this approach iMusic and Discours®©V EHJLQQLQJ ZLWK WKH OLVWHQHUTTV ¢
SHVWKHVLF” OHYHO DQG SURFHHGLQJ WR WHKHd 3SQHXWUDO" ™ O
transcription). In this dissertationP\ SQHXWUDO" OHYHO RI WUDQVFULSWLRC
UHIOHFWYVY P\ VXEMHFWLYH LQWHUSUHWDWLRQV RI '"UHDP 7KH

my musical background.

% Arnold Schoenberdzundamentals of Musical Compositieed. Gerald Strang (London: Faber and Faber Limited,

1967), 163.

8 Schoenberg defines liquidation as suBWL TXLGDWLRQ FRQVLVWY LQ JUDGXDOO\ HOLPLQD!
only uncharacteristicoHV UHPDLQ ZKLFK QR ORQJHU GHPDQG FRQWLWRDWLRQ«7KH
FRXQWHUDFW WKH WHQGHQF\ WRZDUG XQOLPLWHG H[WHQVLRQ ,ELG

% Christopher Endrinakorm and Style in the Music of UPh. D diss., Florida State University, 2008).

% :DUQHU %URV 3XEOLFDWLRQV KDV UHOH D RH GUWHYHUKDHD #Ri¢ W F\V P V MFU D
which have been edited by John Petrucci. However, these books typaabyn guitar transcriptions and/or

tablature only. | have found that this often results in bar lines that &@ted@ccording to the accentual patterns of

the guitar, rather than those of the entire ensemble. Nevertheless, | hawitecbthese booRsas well as various

other transcriptions from online sourée the process of creating of my own transcriptions.

® While Kramer, Berry, Hasty, Horlacher and others claim that meter is baseteoarligerception, London

H[SOLFLWO\ GHILQHY PHWHU DV SHQWUDLQ P H@Warnt iK DiviéedR U~ RQ EHKDOI R
%9 Jean-Jacques Nattiddusic and Discourse: Toward a Semiology of Musins. Carolyn Abbate (Princeton:

Princeton University Press, 1990), 140-143.
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Therefore, explicit recognition of my music listening and performing backgréunds
which are related to my assumptions and biases about tissiecessary. First, | am a bass
player. | have quite a bit of experience performing jazz, hip-hop, rock, blues, and progressive
metal as an electric bass player, and relatv@ly WWOH H[SHULHQFH SHUIRUPLQJ L
music settings on the double bass. The majority of my classical training is on trombone, and the
extent of my performing experience on that instrument is limited to school-related bands and
orchestras. | also consider myself to be an amateur guitarist, drummer and singer. | have
HISHULHQFH SHUIRUPLQJ PDQ\ RI '"UHDP 7KHDWHUf{he VRQJV R
bass part and in some cases, the guitar part and/or drum part and/or vocal part, with varying
degrees of succesddor each excerpt discussed in this project. Thus, many of my musical
VHIPHQWDWLRQV RI WKH EDQGTV VRQJY GHULYH GLUHFWO\ Il
them’® For instance, in metrically-ambiguous contexts, | tend to hear accents based on slight
changes in timbre or articulation that result from string changes or position shifts on the guitar
and/or bass. My relatively greater experience in performing in popular music contexts also
influences the ways in which | approach transcription. As the most prevalentffootation of
the popular musics | perform is the lead sReshich typically eschews markings such as
dynamics, phrasing slurs, expressive markings, etc., and serves more as a simple, general guide
to harmonic, melodic, and rhythmic structures than as a genuine performancersgdead
sheet-style transcriptions may strike the reader as lacking in detail. However, | must note that
my transcriptions serve only as visual guides whose goal is to express my hearings of Dream
7 KHDW H U T hask xXxisFrathér than as something on which performance should be based.

Another aspect of my musical history that shapes my assumptions for this project is my
music listening background. The strict majority of the music | listen to is studio-recorded
American music that falls into the broad categories of pop/rock and jazz. While these genres are
divergent in many aspects, an important similarity resides in the area of instrumentaitbn
pop/rock and jazz styles typically employ a bass and a drum set to create the center of the
SUK\WKP V BUE&, citn@ Covach and David Temperley, notes that one of the primary

0 Brian Walsh emphasizes the importance of guitar performance practi@ingharmonic structure and timbre
in rock music in his dissertation (Brian WalS§ftructure, Function, and Process in the Early Song Cycles and
Extended Songs of the Canadian Rock Group RRIshD. dissertation, The Ohio State University, 20024 85-I
also believe that instrument-specific performance issues affect melodienity#md dynamic aspects as well; as
such, | attempt to perform all of the excerpts of music included idigggrtation in order to enrich my
interpretations.
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functions of the rhythm section in popular musics is to establish the meter of a comgosition.
CovDFK FODLPV WKDW 3URFN OLVWHQHUV WHQG WR WDNH WKH
DQG EDD/YG , JURXS P\WHOI LQWR KLV FDWHJRU\ RI 3URFN OLV
in this dissertation demonstrate a bias toward hearing the accentual patterns of the drums and
bass as primary in the establishment of meter. Also, much of my musical upbringing as a
listener has centered on music featuring the free use of meter. The resultant stylistic competency
LQ 3 SURJUHVVLYH PXVLF KDV SHUKDSY PDGH PH PRUH RI ZKL
OLVWHQHU ~ ZKR UHDGLO\ PRYHV WR QHZ® Trusyi}y SUHWDWLRQ
WUDQVFULSWLRQV PD\ VWULN HwRAdtehH té¢ RaRl@MdpeViausyt YH™ OLV W
edablished metrical patterAsasbeing too metricaly*OLEHUDO ~

While it is not traditional for an analyst to explicitly cast himself or herself as a major
player in an interpretation of a piece of music in the field of music theory, | believe that adding a
reflexive approach with regard to my analytical descriptions makes my decisions transparent to
the readef? This lends a degree of subjectivity to my work, which | believe to be a positive
attribute? particularly for a project that operates on suclba@ DO\WLFDOO\.3HVWKHVLF’
Uses and Adaptations of Existing Approaches

Just as the subgenre of progressive metal involves the contraction of twé terms
progressive rock and heavy ma&® R GHPRQVWUDWH WKH FRQIOXHQFH RI W
meanings, my definition of meter contracts two existing types of definitions of meter to create a
conceptual hybrid. The first type of definition emphasizes accentual grouping, and follows the
FRQFHSWLRQV RI .UDPHU DQG thdpdttetned etessidn bf@etertetW HU DV
WLPHSRIG W FBH@W Q H D W HGeshediwIg. LTRId type is sufficiently general
to allow for the consideration of both periodic and aperiodic meter as truly metrical. Hoivever,
LPSOLHV WKDW DFFHQW H[LVWYV S XUH OeoRtiiz muzivaVsljet] TV 2QHXV

"L Butler, Unlocking the Grooveg93-3®.

2 & RYDFK 33URJU BIvsé loYhe BB e the Boundaries of Stylel 1.

"$QGUHZ ,PEULH 37([WUDY OHDVXUHV DQG QBkéHdeR Stadigsd.Blah Xyso\ LQ % HH W
(New York: Norton, 1973), 4566.

74Mydecisionto embraceH IOH[LYH DQDO\VLY DQG FDVW P\VHOI DV D ZPWMRU SOD\H!
LQIOXHQFHG E\ OLFKDHO % % D N DMp4gid/of D@4t Qrid ReiWlréaRaD: EddeRdh s thRHe N

World of Balinese Gamelan Beleganj@hicago: University of Chicago Press, 1999,183-

Kramer,The Time of Musj3.

® Berry, Structural Functions in Musj@03-305.1 should note that Berry does not regard meter as being created by

D QRWDWHG VFRUH DQG LQGHHG KH FOD kreaved/idedeW(368)K Howdwéerhid PHWHU ™ R
definition of meter fails to convey this belief.
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ZKHUHDV , GHVLUH WR HPSKDVL]H WKH UROH WKDtl WKH OLV\
even creating accents. The second type of definition adds this aspect, following listener-centric
concepts of meter from Hasty, Horlacher, Roeder, and London which each describe meter as an
activity involving projectionand e QW HUSUHWDWLRQ , GHILQH PHWHU DV 3
accentGHOLQHDWHG JUR XS LtQraeld QotR ae¥iritien typ@s. RTbiSdefihition
motivates my method of metric analysis of the music of Dream Theater, which involves first
interpreting meter from a purely experiential standpoint, then analyzing the musical materials
that led to such an interpretation.

A second concept | introduce inthit & VHUWDWLRQ LV SPHWULFDO OLTXL
ZKHQ 6 FKRHQEHUJY ¥ pitthLanckrbydhinl/ mdrie ‘odRurs simultaneously with
ZKDW %HUU\ FDOOV D P bredtd CHebt€ oftdh Chanigaked/theRd@mains of
rhythm and meter in developmental sections of music, which tends to result in direct
relationships between motivic transformation and changes in metrical type and cardinality. In
my analyses, | invoke the term metrical liquidation to describe these situations, which typically
function in allowing for the presentation of new thematic material.

$ WKLUG FRQFHSW LV 3 PHWULFDO UHLQWHUSUHWDWLRQ °
rhythm. Traditionally, theternGHVFULEHG WKH OLVW WeakK hyfierbaéatd BlQ WHU S U +
strong in situations of hypermetrical overlap and elision, as showrRiW K VRHrdde @fiythm
in Tonal Music However, it did not originate to describe reinterpretations of surface-level
meter, and might aptly be renamé&\SHUPHWULFD O WeghecaNy sindesSdurfatéD WL R Q ~ 2
level meter in these tonal contexts generally remains constant. | am not the first to raise these
concerns, as Butler addresses this inconsistency in hisuidokking the Groové® However,
KLV VROXWLRQV DUH WKH WHUPYV D Q@iniQdthd begtdhiowdashL RQ RI P
of which strike me as cumbersome and additionally avoid re-defining the original problematic
term”® Thus, reGHILQH WKH JHQHUDO WHUP 3PHWiHe FDO UHLQWHUS

reinterpretation of surface-level beat strength, beat grouping, and beat division in my analyses.

" Ibid., 383-397. Berry defines metrical contraction as invoMngQ LWLDWLYH LPSXOVHV Rdr LQFUHDVL
instance, a notated metrical contraction could involve a pattern of 6/4 bavsetbby a 5/4 bar, then a 4/4 bar, then

a 3/4 bar.

8 Butler, Unlocking the Groovel41.

PY%HXWOHU XVHV WKH WHUP SUHLQWHUSUHWDW KRRKRIWHKHNVHQ W@ VR 8 HR | VDR
textural layercallsagrRU PHWULFDO LQWHUSUHWDWLRQ LQWR TXHVWHWQLFDIOLFK |
ambiguity (lbid., 130- 7KH WHUP 3*WXUQLQJ WKH EHDW DHRWX QGI'OIRF XWHB QVR IGH
%XWOHUTY DQDO\WHY DV ZHOO DV WR S O K[fomMddde cormfivieddmnéxtpajdl 6 XH 5REL
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A fourth term regards a certain type of metrical dissonance, wher& \WKPLF 3VWUDWD
depart from and return to a state of alignment; this phenomenon is described byxHotla§vV WH U P
SF\FOH ~ ZKLFK LV GHILQHG DV W KélyrbyfhRiX rdla BlreSsakgp VHY LW W
ZLWK WKH 3WUXH" DO LJQ PbtQiplRrhythinidalgnhizfEHhet aptidle Q J V
37KH 5K\WKPV Rl SHLWHUDWLRQ )RUPDO 'HMMDdeRISsREOW LQ 6W
describeghe nature of the phenomenon, it doesd®ineit. One recent attempt at a definition
FRPHV IURP D SUHVHQWDWLRQ E\ =D FK D-thkdigdty gr@upingZKR XV HYV
GLVVRQDQFH 6&*'GLURPWARY @Rtigsy RPVYUQVIV SUHVHQWDWLF
RQ PXOWLSOH VLPXOWDQHRXV RUGHULQJV RI GLYLVLRQV LQ
music typically involves SCGDs with largéeycles.” | give two such examples later in this
dissertation, both contained in the subsection on polymeter within Chapter 4.

,Q P\ RSLQLRQ RQH RI WK He&tinginHigndis\hié Yydidal/ RQGRQ TV
conception of meter, and his circular graphic representations of meter are helpful analytical tools
for WKH XQGHUVWDQGLQJ RI UK\WKP D Q Ghéa¢inwuddtic d&icdd HDP 7KH
clearly denoteami WH U 'V JH Q H U D Gudh laDcarBifraliytadLintamal igvapings
well as more specific qualitiéssuch as its degree of symmetry/isochrony.

J)LIXUH UHSURGXFHV WZR RI /RQGRQYV GLDJUDPV WKF
RXWOLQH RI WKH GLD* Timei¥ §hawk B fidvreMekiise SfomltHe\2:00-
positioned downbeat in these metric diagrams, with the location of each metric articulation (e.qg.,
beats, divisions, subdivisions) demarcated by a dot situated on the circumference of the circle.

The second diagram reproduced in Figure 2.1 shows the most common type of metric

representation given by London, in which beat divi@iy DUH PDUNHG RQ WKH F\FOHT
circumference, and beats are connected within the circle with straight lines to communicate their
accentual superiority® In this particular diagram, a cycle of nine divisions is grouped into three

isochronous beats (representing a meter that is most commonly notated as 9/8), and one can

[footnote continued from previous pagef XUQ WKH %HDW $URXQG”™ ,ELG H FREIXQUAGIHU TV |
in his discussions of reinterpretation is appropriate in the EDM genre; bovieis but one way in which artists can

DOWHU OLVWHQHUVY SHUFHSWLRQ RI DFWHQWWX IPX \IUR XV8 H QW X OH PRKRVO.EG J H, (
reinterpretation; more often, metrical modulation is involved, as | discu3sapter 4.

8 Horlacher,37KH 5K\WKPV Rl SHLWHUDWLRQ )RUPDO 'HWEORSRISEMUNQ 6 WUDY L
14/2 (1992): 171187

8 Zachary& DLUQV 3-XJJOLQJ 7ZRV DQG 7KUHHV ~ BWHXNQW DMHRD\ DLYG)XQDDW
Baltimore, MD, November 17, 2007.

82| ondon,Hearing in Time 64.

#pid., 101.
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FOHDUO\ YLHZ WKH PHWHUYfV KLJK GHJUHH RI V\PPHWU\ YLD \

connecting these beats inside the circle.

Figure 2.1 ([DPSOHV RI -XVW L&l ViRLQ R es&fnfations of meter from
Hearing in Time

London requires that meter be periodic, which is an idea that | disagree with that
possesses limited utility for my analyses in this dissertatdt & GLWLRQDOO\ /RQGRQTV |
polymeter does not perceptually exist influences his metric diagrams, which fail to account for
multiple possible groupings within a given accentually-parsed span. In order to reflect my
FRQFHSWLRQ RI PHWHU PRUH DFFXUDWHO\ albv@rig ®Hiwhd RQG R Q 9
presence of multiple conflicting sub-cycles in spans where ambiguities exist. Additionally, |
represent transformations of metrical prototypes (such as su@dade HO SEHDWrH[SDQVLRQ
internal beat repetitions) with sub-cycles presented either inside of or outside of the main cycle
path in the diagram. Figure 2.2 reproduces one such diagram from my analysis of Dream
7KHDWH Gfedt Beldatd” ZKLFK LV JLY H HeeQ! shswWas Wddlized
transformation from a non-isochronous quintuple meter to an isochronous quadruple meter with
a slower tempo and a diatonic rhythmic syncopation, which takes place between the second and
third Verse sections of the song and involves an intermediate beat repetition. | depict this beat
repetition with an additional line connecting beats three and four during the transformation stage,
which is shown in the middle of Figure 2.2. Additionally, | represent two concurrent rhythmic

strata in the third stage of the diagram, with the stronger 4+4+4+4 pattern (which is performed
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by the drums) indicated with a solid line, and the weaker diatonic rhythmic syncopation (which

is performed by the guitar) indicated with a dotted line.

Figure 2.2 A London-style diagram of the metrical transformation and intermediate repetition in
37KH *UHDW 'HEDWH °

, DOVR DGDSW 5RHGHUfVY SXOVH VWUHDP DQDO\VLV LQ P\
music. In this case, | do not substantially deviate fl@SRHGHUTV DQDO\WbHEDO QRWDW
rather fromKLV 3DQDO\WLFDO VLWXDWLRQ ~ ZKLFK VHHPV WR LQYF
the score and proceeding to the esthesic level. In other words, Roeder seems to analyze local
periodicities using the score as his basis, in order to suggest a number of possible hearings for
OLVWHQHUV 2Q WKH RWKHU KDQG , DSSURDFK '"UHDP 7KHDW
first, proceeding to the neutral level afterward in order to uncover the musical elements that have
clarified or obscured my interpretation(s). Certainly this approach is more appropriate for non-
QRWDWHG PXVLF VXFK DV "UHDP 7KHDWHUfV KRZHYHU , EHO
method even if the band released authorized scores. It is simply more interesting to me to
present a hearing whose possibility is guaranteed to%ekstause | have already heard than

to speculate about ways in which other listeners might conceivably hear a piece of music.
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Original Methods

This project originated as research for a doctoral seminar course in the Fall semester of
2007 on the analysis of popular and world music at Florida State University, which was led by
Jane Piper Clendinning. Over the summer, students in the course were instructed to prepare
general, introductory analytical material on their topic of choice. My decision to research Dream
7TKHDWHUfV PXVLF IRU WKLY GLVVHUWDWLRQ KDG DOUHDG\ E
metric complexity? the most characteristic element of tBeD Q G TV tdghdut the groufh V
studio-recorded catalog. Initially, my goal was simply to tally the number of instances in which |
heard metric complexity in each song and album, as my hypothesis at the time was that Dream
7KHDW H U 1 Whdeote llelss Krid &ss metrically-complex throughout its career. However, |
eventually found no evidence supporting this hypothesis, and became more interested in the
GHWDLOV RI WKH ZLGH YDULHW\ RI PHWULFD OTh/oMgUotitF W XUHYV
the semina? and indeed throughout my dissertation researcimade time for focused listening
sessionsof UHD P 7 K H D W HiuvihehD Wr&eXrmybbservations dfand reactions t®
HDFK RI WKH EDQGYV VRQJV Shéwarding datalkig fthetidaR Q , DGM XV
phenomena that | had created by hand until | was satisfied enough with it to transfer the results
into a Microsoft Excel spreadsheet. Eventually, the number of metrical phenomena that | felt to
be deserving of mention in the catalog was increased to six due to the frequency with which |
perceived them, and | included columns for two main types of metrical expansion (motivically-
related and motivically-independent), two types of metrical contraction (motivically-related and
motivically-independent), and a column apiece for longer-range metrical processes and metrical
reinterpretation.$GGLWLRQDOO\ , DGGHG D 3:FRPPuHIChWiade FROXPQ DW
possible to note lesstUHTXHQW RFFXUUHQFHYV VXFK DV SRO\PHWHU DQ((
as to provide any other noteworthy information on the musical excerpts in question. | have
provided the most recent version of my catalog in the Appendix of this disseffation.

|l UHFRJQL]JHG HDUO\ RQ G XU L Qeinigdd tRat-hivalyRrid rigyid @@ LQ QL Q.
meter in a manner largely independent of other musical domains would be an impossible and
undesirable task, and would render my analyRds'UH D P 7 K H D Wwddrbpfelierské&/and

8| do not consider the AppendW R UHSUHVHQW P\R#|LUQHOIOP KZHKHUDN\ARHHE HidspeBt Qf Y
3ILQDO KHDULQJ® LV H[W U HRBtheQ theXAp eV ¢d Drrunicates myviRtePidtations of this
music at the time of writing this dissertatiohsincerely look forward to re-evaluating the conclusions presented in
my catalog through continued listening in the future.
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boring. Thus , EHIJDQ WR IRFXV P\ DWWHQWLRQ RQ WKH PHORGLF
songs, as well as other salient elements, including timbre, lyrics, imagery, form, and
instrumentation. Additionally, it became clear to me that it would be irresponsible to discuss
Dream Theatef ¥se of meter without making connections to the similar treatment of meter in
SURJ PHWDOTTV SUL P Ddiad psoressive Yuckl FAQadresult, | Mroadened my
SURMHFW gampriseSHHQ RUD O D QD O\V LshRractéristiD mRusidalHritgy H U
and major stylistic influences (which became Chapter 3), as well as a more detailed
FRQVLGHUDWLRQ RI WKH E DIy®rfiity aRiRé e @tdpeRity QuHiChW W U D L W 2
became Chapter4)) LQDOO\ , FKRVH WR H[DPLQH WZR UHSUHVHQWDYV
oeuvre in their entirety, in order to demonstrate the ways in which the band typically combines
the prominent stylistic elements discussed in Chapters 3 and 4 in their compositions. These
VRQJV 36DFULILFHG 6RQV° DQG 3&RQVWDQW ORWLRQ ~ DUH D

As alluded to earlier in this chapter, FRQV LG HU W KsHintBi&dtueypthe W H [ W
"UHDP 7K Heoondedunusical works rather than sepnenscriptions, or other distorted
recreations of these works. My lead sheet-style transcriptions throughout this disstedétion
of which were created with the notation software program SibeRub3s function as visual
JXLGHV ZKRVH JRDO LV WR H[SUHYV Vteéokdédhhddicligéner®& 1 '"UHDP 7K
terms; | muste-emphasize that their goalnet WR UHFRQVWUXFW WKH PXVLF LQ LC
manner that would yield an accurate reproduction through performance. However, | have
attempted to express my hearings clearly in the transcriptions. For the sake of clarity, some
instruments are, at times, intentionally omitted; for instance, many examples provide the main
guitar riff of a given song while eschewing the keyboard and/or bas< gespecially when
these instruments are doubling the riff at the octave. Also, while | frequently refer to musical
events by their clock-time designations, | provide measure numbers from my own transcriptions
at times, in order to clarify the notated location of musical events and passages. Additionally, |
capitalize all form and phrase rhythm labels in my analyses, which can help the reader
differentiate between words with multiple musical meanings (e.g. Chorus versus chorus,
Statement versus statement, etc.).

Though | typically use ) G U LfQripaDI§béls in my analyses, one non-standard formal
label that | employ requires special mentiainat of the Unison section. | have chosen to use

the term Unison to describe a type of instrumental Interlude section that features a prominent
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melody that is harmonized primarily at the unison or the octave. While octave-doubled melodies

are technically distinct from unison melodies, and thus labeling both types with the term Unison

is problematic, many rock musiciahsncluding the members of Dream The&eefer to these

instrumental sections in this manner,andDYH GHFLGHG WR IRI2MD&KRZ WKLV 3LQV
tradition in my analyses.

The notation of drum parts in my transcriptiéngith hi- KDW F\PEDOV QRWDWHG Z
QRWH KHDGV LQ WKH ILUVW VSDFH DERYH WKH WRS OLQH RI
heads on the first ledger line above the staff,2etallows the Percussive Arts Society standard
for drum set notation, which coincides with most of the rock drum transcriptions that | have seen
and informs the stock settings on the notation software programs Finale and $ibelius.

Additionally, my gu_WDU WUDQVFULSWLRQV XWH LVQIGH. FIDDNEHH SRB W L R Q \
that are performed with palm muting, a very frequently-used technique in heavy metal music.

Specific pitch designations in my analyses conform to the system advocated by the
AFRXVWLFDO 6RFLHW\ RI $PHULFD ZKHUH 3PLGGOH & LV & I
immediately above a given pitch retain the same numerical designation until reaching the next C.
Accordingly, a minor second below middle C is B3, a minor sixth below middle C is E3, and so
on.

The chord symbols used in this project, which atelpPDULO\ EDVHG RQ WKH MD’
books” with which | have the most experience, always include a designation of quality (such as
3P IRU PLQRU 3" IRU DXJPHQWHG 3 IRU GRPLQDQW VHYHQ\

IRU VXVSHQGHG IRXUWK RU 3" |IRU D 3SRZHU FKRUG" H[FHS)
VLPSO\ ODEHOHG E\ LWV URRW H J 3&° $V LQ PDQ\ IJXLWDL
designaLRQ 31 & ~ WR GHQRWH VLWXDWLRQV LQ ZKLF&K 3QR FKRU
common occurrence during riff-oriented sections of music. Chordal extensions are designated
E\ SUDELF QXPHUDOV VXFK DV 3 IRU DGGH GepobdvieU VL[WKV
VHYHQWK LPSO\ DOO HIWHQVLRQV EHORZ WKHP WKH VXSHUYV
H[WHQVLRQV IRU LQVWDQFH 3&P ~ UHSUHVHQWV D & PLQRU
DQG SHUIHFW HOHYHQWK D E R¥Hrapresentt) RERMiho&k seekthi ¢thetd V 3 & P

8 However, there are several minor notational deviations | have come acnagsésearciV XFK DV LQ :DOVK TV
Structure, Function, and Process in the Early Song Cycles and Extenudlgsl @dhe Canadian Rock Group Rdsh
which speak to the continued lack of standardization in drum set motatio
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with an added perfect eleventh only). Finally, chordal inversions are indicated by a forward

slash followed by the bass note: for example, a second-inversion C major triad is labeled C/G.
Overall, my analytical approach is biased, subjective, and often explicitly reflexive, as it

LV QRW P\ DLP WR ILQG WKH 3WU XowkverR hdpe thBt Pny7aikdtyBed/inl U TV P

this dissertation demonstrate that my experierRés W KH E D Qi@ fidt pBr¥ Nappenstance,

and are derived in large party RP 3W KH P. XK~ok, Rvhilént \¢ahidt be denied that stylistic

competency, training, and performance backgrouBd3D\ DQ LPSRUWDQW SDUW LQ R

of music,  dHOEHOLHYH WKDW WKH O L WWwddAdiarngd iy SipHASDHRIQNYoH LV SULF
the compositio°

8 This statem@W LV D UHFRPSRVLWLRQ RI 6FKDFKWHUYW\WRUH B LLULH F RVQFEQ BMLIR

VLIQDOV EXLOW LQWR WKH FRPSRYV by guied bythéhfiaral dpjdctiScadkitey KH UHVSRQ!
3$VSHFWV RI).OHWHU °
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CHAPTER 3
'5($0 7+($7(576 6281' 3$57 , *(1(5%$/ 67</,67,& 75%$,76

3*H QHYHU VDW GRZQ DQG VDLG ZH ZDQW WR PDNH D

SURJ DQG p V PHWDOOU WitidpUxpigelc@R ZHG R XW

VRXQG KDVQYW UHDOO\ VWUD\HG IURP ZKHQ ZH JRW |
Jahn Petrucci

Introduction

SHWUXFFLYV GHVFULSWLRQ RI "UHDP oKproDréssivd focgk RY HU D C
and heavy metal strikes me as suspicious for two reasons. First, this quotation is taken directly
IURP WKH 3RIILFLDO” ELRJUDSK\ IURP WKH ZHEVLWH RI WKH E
Records. Thus, it can be interpreted as an attempt by the label to market Dream Theater to
certain demographics 6HFRQG WKH VSHFLILF UHIHUHQFH WR WKH 3FO
and heavymeéd O VHHPV WR EH D EODWDQW DWWHPSW WR FRQIHU C
PXVLF 7KLV LQWHUSUHWDWLRQ LV DOVR VXSSRUWHG E\ 3HW
ZDV QRW F DtORXOND WHREZ HG R Xand' thusQauthe@tibiadnarD Despite
WKHVH FRQFHUQV KRZHYHU |, ILQG 3HWUXFFLYVY GHVFULSWL
quite fitting. Indeed, the musical elements | perceive as beinfiR&/ W VDOLHQW LQ WKH E
music can be directly linked to progressive rock and heavy metal music from these particular
eras. This chapter explores the correlatieddd WZHHQ '"UHDP 7KHDWodefY PXVLF D
styles” of prog and metal in more detail, and additionally concerns itself with answering the
following question:3what is the relative balance of the elemebt® WKH VW\OLVWLF 3PL[W

Petrucci describes®

'3HWUXFFL TXRWHG LQ 5RDGUXQQHU 5HFRUGV 3 UHDP 7KHDWHU " DYDLO
http://www.roadrunnerrecords.com/artists/dreamtheater/; Internet; accessed2808ay

2 Sheinbaum observes that the prevailing rock aesthetic con$i@eBBW X UDO ~ D QG b pwuhemidivn H~ PXVLF
Progressive Rock Reconsidered KHLQEDXP 33URJUHVVLYH 5RFN DQG W-RH ,QYHUVLRQ |
3Iini’[iallyin'[endHG WR HIWHQG WKH PHWDSKRU DQG DG G/hetehoyenaltdy. H VW\NOLVWLF F
However, after careful listening, | have found no evidence to substaat@aim in either directiohat times, the

EDQGYV PXVLF PHO G Vod\aKkdimétg) s€arid<aIy; ldi\othens, $hese styles appear discretely.
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Figure 3.1 reproduces a 2007 photograph of Dream Theater that includes imagery
pointing to these parent styles. Deconstructing and interpreting the image with regard to typical
heavy metal and progressive rock imagery can aid in the understanding of the nature of the
stylistic mixture of theE D Q G 1V X prédéminance of heavy metal imagery in the
photograph is no coincidence, as the band had recently signed with Roadrunner Records, which
LV FRQVLGHUHG WR EH D 3PHWDO ~ O ReEd/O©iniage® Klaxye PDUNHWH

extent, perhaps to maintain a consistent brand identity.

Figure 3.1 Dream Theater, from theystematic Chagshoto shoot for Roadrunner Records.

Prominent aggressive, dark images in this photogiaphich are consistent with heavy

metal imagery include the barbed wire fence in the background and the menacing glares of the
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EDQG PHPEHUV SDUWLFXODUO\ /D% UL siclothiHgiRe&QcaessideRP WKH U
dark, and every member is wearing a black jacket with denim jeans. This type of dress was
particularly popular in the 1980s heavy metal scene, to the extent that the English metal band
6D[RQ QDPHG WKHLU D O E X PPeth&p@ th® clBa@ & sidhibeVok bréani
7TKHDWHUTV KHDhoweRPed MWD O KHRRWREHUVY ORQJ KDLU VDYH 5XC
shaved bald). Walser notesRuoinning With The DeviiWKDW 30ORQJ KDLU PDUNV >PXV
members of a heavy metal subcultiiteThe members of Dream Theater, seemingly to situate
themselves in the metal community, routinely emphasize the length of their hair in interviews.
Additionally, they disdainfully recall thEalling Into Infinity period in their careers when they
cut their hair on the advice of their record label Elektra in order to project a more mainstream
image to potential fans. Another hair-centered heavy metal image in the photagra@R I W Q R\
painted goatee, which | interpret as a tribute to the recently-deceased Pantera gulid?ist E D J
Darrell,” who was famous for his painted goatee and was murdered on-stage t 2004.

All of these elements are consistent with the heavy metal image, and can lend insight into
WKH EDQGTV RwdvéerDndile/hdave idetal imagery abounds in the photograph, it is
situated on the periphery of the photograph, while progressive rock imagery is presented at its
very center. For instance, the cover of what is perceived to be th®f@gs6G PRVW 3SDXWKHQWL
progressive rock recordirtg L Q J & U L PINtRECHMIt of the Crimson Kirfgis pictured on
the shirt worn by Portnoy, which is the centermost image in the® shdditionally, Portnoyis
situated in the center of the band in the photo; this can also be interpratéttegU HVV LY H”’
element, as the perceived leader of famous prog groups was rarely the vocalist as in pop/rock, or
the guitar player as in metal. Well-known examples of non-vocalist, non-guitarist bandleaders in
the history of progressive rock include keyboardists Rick Wakeman of Yes and Keith Emerson
of Emerson, Lake & Palmer.

Notions of center and periphery can be applied metaphoricallytd DP 7KHDWHU TV
signature sound. While the interplay between the two parent genres of progressive rock and

heavy metal differentiates the music of prog metal bands from that of both prog bands and metal

4 Walser,Running With The Devilx.

*'UHDP 7KHDWHU JDYH D PRUH H[SOLFLW WUHBEXRUWHPWER WKPHHEDQWHQ@D VRD
3&HPHWH U\ a*dowyg b Whigh the guitarist recorded a memorable2saloile on tour.

® Most scholars and journalists pointltothe Court of the Crimson Kinas the first major prog recording, including

Stump (Paul Stump7 KH OXVLFfV $00 WKDW 0DWW H U \(LofdonLQuaftetiBooks| Linite’d JUHV VLY H
1997), 52), Holm-Hudson (Holm-Hudson, edrpgressive Rock Reconsider&), and Prendergast (Prendergast,

The Ambient Centuryp71).
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EDQGYV 'UHDP 7KHDWHUYfV HPSKDVLV R @ffSénhtated hamftomH URFN
other groups within the subgenre. The All Music Guide website observes the unequal balance of
SURJ DQG PHWDO LQIOXHQFHV LQ '"UHDP 7TKHDWHUTTV VRXQG L
Of course, certain bands emphasize one influence over the diineam Theater, for instance,

lean toward prog more than some of their peérsconceptualizé UHD P 7 K ybiaherEU | V

sound as having a structural core of progressive rock whose periphery abounds with stylistic
elements of heavy metalThis chapter delves into this conceptualization, mapping each of

"UHDP 7K H DsW\s&liehy Mustdal traits onto either the primary parent style of progressive

rock or the secondary parent style of heavy métal.
7KH 8HQWHU RI WKH 6RXQG 3URJUHVVLYH 5RFN (OHPHQW

Chris Atton accurately describes the common negative characterization of progressive
URFN LQ KLV DUWLFOH 3/LYLQJ LQ WKH 3DaprétentidusL FK W\SLFD
musicians in ridiculous garb surrounded by banks of keyboards playing bombastic, overlong
compositions in time signaturestdda \RX FRXOGQTW GDQFH WR D PXVLF DV I
URFN QT UROO DV FRXOG EH LPDJLQHG D PXVLF WKDW IDLOH
P X V L'FTHis characterization, while negative, engages the perception of dress,
instrumentation, composition length, and, importantly, meter in progressive rock. Additionally, it
SDUDOOHOV PRVW QHIJDWLYH FKDUDFWHUL]DWLRQV RI '"UHDP
which seems to indicate the extent to which the styles are similar.

The most emphasizetlS U R J U Fhspedt of Bfeam Theatfv VRXQG LV UK\WKPLF

metric complexity, which typifies progressive metal as a subgenre and is considered in detail in

"$00 OXVLF *XLGH 33URJUHVVLYH OHWDO °

8AlanP.OHUULDP GHVFULEHV Wi the\Wwotesk through Whidh Wdméts of multiple cultures are

blended together, toward the creation of new musical hybrids (Alan FiameAnthropology of Musi¢Evanston,

IL: Northwestern University Press, 1964), 314.

°0\ SHUFHSWLRQ Rl '"UHDP 7KHDWHU DV D SXASMWWEG:B8URREB H VR/ILWKH EJWR
information and propaganda. For instanGXULQJ '"UHDP 7KHDWHU Bi¥miveRof 2002 Lpasker<HY LQ WK
SURPRWHG LQGLY L GXi®iggdsthanesddnprdbvesstve rock together for one Mélsoh,

3,PDJHV.)” "UHDP 7KHDWHU KDV DOVR KHDGOLQHG WKH 33 URIAHNWML YW KIHD W
band has perforedat more heavy metal-oriented venues, such as the Gods of Metal Festival 8rd) 2007

(Wilson, 3, P D J H8B).

' XVH WKH UHODWLYH EDODQFH RI WKHVH W UderiaVibVHjg 8 eJI-PVirHORdpter LQ "UHD P
1.

M Atton, 3Sp/LYLQJ LQ WOKH 3DVWI"’
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Chapter4. RZHYHU WKH E D Q G/t obhr\étlylisti©raarkr Qtlzaypoint to the
progressive rock sound, involving the domains of timbre, form, harmony, imagery, and lyrics.
Atypical Rock Instrumentation

One of the most salient aspects of progressive rock music is its variety of unusual
timbres, which are often created by non-standard rock instruments. Holm-Hudson emphasizes
the use of non-standard rock instrumentatio® KLV GHVFULSWLRQ RIIBURJUHVVL
Progressive Rock ReconsiderddSheinbaum agrees, positionifgaching beyond traditional
rock instrumentation; focus on keyboafd®V WKH ILUVW H QuidRike@@lylistig KLV OLV\
elements in progressive rotk.The futuristic, transcendent themes of prog rock instrumentation
are echoed in the instrument types typical of prog metal as well. Two main categories of atypical
rock instrumentsuseé LQ 'UHDP 7 KH D Wndrd fovhnRoXly wsed W th®phog era are
SFODVVLFDO" LQVWUXPHQWY DQG NH\ERDUG LQVWUXPHQWYV
instruments in their compositions that can be considered derivations of traditional rock
instruments.

3 & O D V \iristun@ritation. Scholars have noted that the genre of progressive rock has
DOVR EHHQ ODEHOHG 3DUW URFN ° ?W\H’f@d&@l@@ﬂaﬁeﬂtﬁtiﬁm' RU 3FOI
communicate the significant extent to which listeners have paralleled prog with concert music,
which is due to similarities in aesthetic, form, harmony, and other dorialdswever, the most
immediately perceivable musical element that may have motivated such descriptions is timbre,
which relates the two styles due to similarities in instrumentation. The most well-known
appropriation of concert music instrumentation in progressive rock is the orchestra, which is
highlighted by both Holm-HudsonZKR FLWHYV W K H sé BfRrGorchesdrX id thg aloum
Days of Future Passegk influential in the formation of pra§)and Prendergast (who identifies
5LFN :DNHPDQTV Xpieke 8théxstrQ i@t \ahd Legends of King Arthas an
H[DPSOH RI SURJ¥ \DraanDrQeateRiM ndWaften use live orchestral instruments in

its early studio recordings, opting instead to create orchestral timbres with keyboard

2 Holm-Hudson, ed Progressive Rock Reconsideréd

13 6KHLQEDXP B33URJUHVVLYH 5RFN DQG W6KH ,QYHUVLRQ RI OXVLFDO 9DOXH
4 Holm-Hudson, ed Progressive Rock Reconsideréd,

15 Cotner argues in his dissertation that similarities with concert music aredspadally in the music of the

classic-era prog bands from the U.K. (Cotehetypes of Progressiveness in R&%39).

18 Holm-Hudson, ed Progressive Rock Reconsiderédl 3.

' prendergasiThe Ambient Centur272.
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instruments® However, more recently, the band has chosen to hire instrumentalists to create

more authentic orchestral timbres in their music. Examples include the use of a solo cellist

(Eugene FriesenR Q 39 D F D QTvilih dfrRoBghta VW ULQJ TXDUWHW RQ 37KH $Q\

: LW KL Q OdtamMarrRim and especially a sixteen-piece orchestra on Béhrificed Sons

D QG 32FWTDranbtbeLsdrRe album. Additionally, the live alb@worefeatures a thirty-

piece orchestra backing the band in renditions of these four songs, as well as in arrangements of

compositions from earlier albuPAQ RWDEO\ WKH HQWLUB Q6 7TKUMEXKKDWHQFH "’
Keyboard instruments. One of the hallmarks of progressive rock instrumentation is its

emphasis on keyboarégarticularly synthesizers and other electronic keyboard instruments. In

fact, the prominent use of keyboards is the first musical element cited by Holm-Hudson in his

definition of the stylé? In the 3 F O D Wrdd dt&>° the use of what today are considered typical

electronic keyboards was ubiquitous; however, an especially characteristic element of prog

instrumentation during this time was the employment of non-standard keyboard instruments such

as the pipe organ, harpsichord, Hammond organ, and especially the Mellotron and Moog

synthesizer. Prendergast notes that these keyboard instruments were often considered markers of

D EDQGYYV LGHQWLW\ IRU LQVWDQFH KH DUJXHV WKDW .LQJ

use of the Mellotron, while Keith Emerson was known for his use of the Moog synttfésizer.

Jordan Rudess actually uses more recent versions of both of these instruments in Dream

7TKHDWHUYY VRQJV WKH GLJLWDO OHPRWURQ DGtI®WKH DQDO

also known for his use of the Haken Audio Continuum Fingerboard, a MIDI controller that

HQDEOHYV SHUIRUPHUV WR FUHmhasizeSiRhréy 3eeHQUAER.2R TheN H\O H V

Continuum can be heard @ctavariumV 36 DFULILFHG 6RQV° DQG 3*2FWDYDUL>

Systematic ChadgV 37KH 'DUN (WHUQDO 1LJKW °

18 An exception is the soprano saxophone in the Ssh@ R W K H U ' nageslamiPNVords

¥ Holm-Hudson, ed Progressive Rock Reconsideréd

2 Holm-Hudson cites the period between 1969 and 1977 as representing thepotagssi@ ifProgressive Rock

Reconsideredlbid., 2). Bowman observes that the era is said to have definiéwelgd by 1977 by scholars
VSHFLILFDOO\ ZLW K alductGouhgifortthd @ig RV k<RI IIW KH QRWHYV WKDW ODWHU p V

be heard in the works of Kansas, Supertramp, Rush, Peter Gabriel, asd BdvemanPermanent Changd3).

% prendergasfThe Ambient Centur269-271.

45



Figure 3.2 The Haken Audio Continuum Fingerboard, used by Jordan Rudess.

Derivations of typical rock instruments. While Portnoy, Petrucci and Myung perform
on traditional rock instruments (drums, guitar and bass, respectively), their particular instruments
are atypical of pop/rock music and reflect the progressive rock aestheficd. JJHU LV EHWWHL
YRU LQVW D QFtHim RiRUNich Ra flives name¥ XFK DV WKH 36LDPHVH ORQV
on Six Degrees of Inner Turbulen¢see Figure 3.3) are massive to the extent that they receive

attention in the pres3.

Figure 3.3 Mike SRUWQR\ SOD\LQJ KLV 36LDPHVH ORQVWHU"

%2 Most interviews with Mike Portnoy include some discussion of his ldnge kits, particularly published
interviews in magazines suchedern Drummer 3 R U W Q R\ 1 Vexpahdin® drutYsetlps is clearly
LQIOXHQFHG E\ Kdrinrhes Re@l P&axt M&wiihom Portnoy is constantly compared in imegand
internet forums.
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Also, while Petrucci and Myung often use standard electric guitars and b@dse J 1V
instrument of choice is the six-string bass (which is tuned in perfect fourths in standard turning,
adding a low BOsaunding string as well as a high C3-sounding string), while Petrucci frequently
uses a seven-string guitar (which adds a low B1-sounding string in standard tuning).

Additionally, Myung uses a Chapman Stick on a few Dream Theater albums (indradling

Into Infinity andSix Degrees which is a fretedHOHFWURQLF SWDSSLQJ” LQVWUXP
the electric guitar and the piano (see Figure 3.47KH &KDSPDQ 6WLFN LV D GHFLG
instrument, and was famously used by King Crimson bassists Tony Levin and Trey Gusan.

extended size and registral range of all of these stringed instruments is noteworthy; however, the
ease with which they allow performers to execute virtuosic passages of music is a more

important element, and perhaps influences ¢V VLYH PXVLFLDQVY FKRLFHV RI L

greater degree.

Figure 3.4 -RKQ 0\X Q-3tfing basg and twelve-string Chapman Stick.
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Extended Forms/Concept Albums
One of the most identifiabkeand polarizing features of progressive rock compaositions
is their long duration, often resulting from extended forms. The published characterizations of
prog by the fanzine Prog Archivérock journalist Jerry Luck$; scholars such as
Sheinbaunt’® and? perhaps most importantly for this projédPetrucct® all cite protracted song
length as one of the mosif not the mose distinctive markers of the genre. Formally-
traditional Verse-Chorus forms are used in progressive rock, though they are most often varied
and expanded versions of the forms typical of pop/rock songs. The most immediately
UHFRJQL]DEOH VRQJ IRUPV WKDW DUH FKDUavewHkeLVWLF RI 3
multi-movement forms and concept albuthsDavid Montgomery notes that while there were
several examples of earlier concept albums (including several outside of the rock genre), the
WHUP 3FRQFHSW DOEXP™ ZDV QRW ZLGHO\ XVHG LQ URFN MRX
6JW 3HSSHUTV /R QH 03 anHnbugmial alunxizat MddtGoBery cites as a
3W H P S O D WebhcepRalbuwiskaficlassic-era prog bafidSome famous concept albums
from the classic prog era have been discussed at length by scholars, ingludlivithMs from
Topographic Oceang@1 minutesi’ D Q G 3 L Q NTHeORMGST¥ of the ModA3 minutes)
the latter is discussed in a book-length collection of essays written by numerous $¢holars.
Additionally, famous multi-movement suites from classic prog barsisne of which rival the

scope of concept alburAshave received scholarly attention, suctyas/ fodir-movement

Z3URJ $UFKLYHV 3% '"HILQLWLRQ RI 3URJUHVVLYH 5RFN OXVLF

24 Jerry Lucky,The Progressive Rock Files% XUOLQJWRQ 2QWDULR &ROOHPBOMRUYTV *XLGH 3X
5 6KHLQEDXP 33URJUHVVLYH 5RFN DQG WKH ,QYHUVLRQ RI OXVLFDO 9DOXt
%6 Dream TheatetScoreDVD Documentary.

%" David Montgomery gives several competing definitions of concept allnemsrbck scholars, journalists, and

performers in his dissertation, all of which discuss lyrical unisrtitic recurrence and development, and

boundary-obscuring transitions between traditional song formstabla components (see David Montgomditye

Rock Concept Album: Context and Analy§ik. D. dissertation, University of Toronto), 2002). Montgonzdsp

focuses on marketing strategies involving concept alBupasticularly album covers and liner notewhich are

instrumental in creating the perception of a unified totality. While eatttesé elements is emphasized to a

different degree by individual scholars, they can all be said to contribtite &ssence of a concept album.

% |bid., 36. Montgomery also cites numerous scholars and critics wimb 8gti Peppeas the first true, prog-like

concept album (lbid., 4-10).

2 bid., iii.

% John Covach?3URJUHVVLYH RU ([Mldsfidin Yopbga@hi€lF\H\D Brugression Magazine

Winter 1996. Covach also discuss@slesin the article33 U R JU HV V [Ciokk 6 FhE Edéefid the Boundaries

of Style “from his bookUnderstanding Rock

3. Russell Reising, ed36 SHD N W Re Dddacy of PiN )OR\G TV 'DUN 6 L @IHerBhbt\WAshgaté R R Q

Publishing, 200%
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3 ORVH WR Wiiklté¢$SIMO G * H Geler-rmdisment 6 XSSHUTV(23HD G\’
minutes)

'"UHDP 7KHDWHU 1 VvérboBtg B WelMdacBriEebt€dl, &nd is directly linked to
the traditions of progressive rogkparticularly in instances wherein the band explicitly cites the
work of classic-era prog artists as influential, as is the casatsvitbncept albunscenes From
AMemory 7TKH HIWHQW WR ZKLFK SURJYV VRQJ IRiEEES KDYH LQIO?
elucidated by this information: eweDream Theater album includes at least one multi-
movement compositiof. 7KH PRVW QRWHZRUWK\ H[DPSOH RI §Q H[WHQ
catalog is the recently-completéd Z H OMMH S &bolwkviyt fans alternatively as the
Alcoholics AnorQ\PR XV 6 XLWH ™ RWhiB&E BROWHI\ULFDOO\ ZLWK 3RUWQ
rehabilitation from alcoholism and includes twelve movements spanning five studio &fbums.
As noted in Chapter 1, Petrucci attributes the practice of interrupting a multi-movement suite to
5XVK ZKRVH FRPSRVLWRLRQFX GOHA/RYrEvwel BoBg&EPd began
the subsequent albuRemisphered® 7KXV 'UHDP 7KHD-WWWB®BV6RIZWBYHDQ EH
considered a continuation and intensification of this formal practice, whose roots are in the
progressive rock genre.
Displays of Virtuosity

One of the main ways in which instrumentalists showcase their virtuosity is with solo
SDVVDJHYV ,Q SURJ D JHQUH WI\SLILHG ‘EM@Q@Q}IM@SKQSVLV RQ
are typically extended to a degree atypical of other rock traditions. As solo passages are
relatively rare in most traditional rock formats, their presence in prog songs is noteworthy;
however, it is the presencemiiltiplesolo passages within single compositions that is especially

characteristic of the genre. In fact, Prog Archives listdo passages for virtually every

32 Covach,33 U R JUH V V ICYsE 5 FhE Bdéiefid the Boundaries of Styfe.

33 Mark Spicer British Pop-Rock Music in the Post-Beatles F54-90.

3 This assertion includes albums possessing single movements ofmautiment compositions that span multiple

albums. For instancénages and Worddoes not include a stand-alone suite; howeatv&f, ILIWK WUDFN S30OHWURS
Pt.1 7KH OLUDFOH DQG WKH 60HHSHU ~ UHSUHYVH@¥nNésFbrd WYMoy ODUJHU ZF
®7KH ILQDO WKUHH PRYHPWOW \6 XMEN @/HKEG (BIDZ HUGINDH 7 KalibnBlatk glvuds

and Silver Liningswhich | do not address fully in this dissertation, as it was releasedexidtaf the writing

process.The previous nine movements can be heard on the alBixi3egreesTrain of ThoughtOctavarium and

Systematic Chaos

®¥BowmanalOV 3&\JQXADUW ,” 3RQH RI 5XV K fpvodPeR3idsoRgs VhofinD it @mphasis on

electronic sounds, harmonic intricacy, instrumental Unison sections, enidahcomplexity (BowmarRermanent

Change 130).

3" Holm-Hudson, ed Progressive Rock Reconsideréd
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instrument, designed to showcase the virtuosity of the instrumentalsstse of the main

markers of the progressive rock geffteThis S GHPRFUDWLF"~ DSSURERKeWR VROR
compared to the treatment of solos in another rock genre emphasizing viftuuestyy metal

music? in which the lead guitarist is the only instrumentalist typically afforded an opportunity in

the spotlight® Inessenti SURJIV WUHDWPHQW RI VROR VHFWLRQV RI F
that of jaz2°2 thoughP D Q\ SURJUHV VLY H irbbPoFidedViRIOaer e H Q

composed

"UHDP 7K KBdnye rbutifidly include extended solo secttddQ DVSHFW RI <HV{V
music cited by Petrucci as being particularly influerititdaturing every instrumentalist in the
ensemble, thus diverging from typical metal practice and paralleling that of prog rock. The
E D Q<616 Yections which are almost always composed in minute detail, rather than
improvised? are often several minutes in length, and can demonstrate their own complex formal
plans, sounding as if they are complete pieces of music joined together with others to create
composite form&? Theseextended solo sections also include flashy displays of virtuosity by the
instrumentalists which have garnered them both ac@dai@ WKH IRUP RI QXPHURXYV 3%
PerformeU” DZDUGYV IURP S X EQitaF\DoNd_Bas PlayetandMBaérn
Drummer2 and derision from fans. A clear exampRel D 3G H P Bpptdarkva Wrtuosic
solo passages ihUHDP 7KHDWHUYV FDWDORJ LV WKH ,QWWHEMO XGH VHI
Dream and Day Unitewhich is discussed in more detail in Chapter 4.

While this section has focused on displays of virtuosity found in solo passages in
SURJUHVVLYH URFN DQG WKH PXVLF RI '"UHDP 7KHDWHU WKH
locations in which virtuosity is typically perceived. Often, showy displays of virtuosity permeate
the entirety of a sonfjV rhiboth style§® One exam@®H RI 'UHDP 7KHDWRUYTV PXVL

¥3URJ $UFKLYHV 3% '"HILQLWLRQ RI 3URJUHVVLYH 5RFN OXVLF ~

¥:DOVHU REVHUYHV WKDW 3IHZ >PHWDO VR QW @ CFRRMMYOMIIQTReRDEVRV E\ DQ\ F
50).”

Y %RZPDQIV GLVVHUWDWLRQ S Bric€dn MogressivebikHrowhliazg) hdting Bo@s\prad) | O X
performers (including Bill Bruford, the drummer for both Yes andgkitimson) whose musical idols were jazz

performers (BowmarRermanent Chang@&9).

“I The prog band King Crimson is well-known for their emphasigmprovisation, however.

“27KH W\SLFDO H[WHQGHG VR O Rnugie 6cdtitsi@ doQra'stirtg Dhierlidde deptiv-bbrfiusic

toward the end of the overall form, thus creating a type of composigryeas a formal archetype, in which a
traditional verseF KRUXYV VWUXFWXUH FRQVWLWXWHY WEK B H-BAREAGHQi@driQde 2$° VHFW |
VHFWLRQ FRQVWLWXWHY WKH 3% VHFWLRQ

3 Bowman observes tha&tY LUW X RV LF HQV H R Etapk BDIOH tafa iusicibi/Genesis and King

Crimson in particular (Bowmar,ermanent Chang&8s).
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HPSKDVLV RQ YLUWXRVLW\ LV SDUWLFXODUO\ QRWHZRUWK\ L
Scenes From A MemoryWhile this song includes a handful of brief solo passages, as well as
more extended bass and keyboard solos, it is remarkable more for its consistent level of
showmanship than any particulkROR SDVVDJH $V VXFK 37KH 'DQFH RI (W
for its complexit2: LOVRQ GHVFULEHV LW DV “3Hnd disparaydd aE tHeH DW KW D |
XOWLPDWH H[DPSOH RI '"UHDP 7KHDWHUYYV PXVLFDO FRQFHLW
Imagery

A crucial manner in which popular music acts control their irdagred thus the
perception of their musi is through visual art and liner notes in recordings. Prog Archives
notes thatinclassidtUD SURJUHVVLYH Hdethdtic liMkikdtheHrnusiD Wit dgRal
art,*® such that album covers and liner notes were generally given much more attention than in
other rock styles. One particularly notable rock recording that is considered to have influenced
both the musical and visual art directions of early progressive barmdk id % HSpWRbper v
whose cove? an elaborate collageis one of the most memorable in rock histtyAs a result
of the increased attention given to visual art and packaging by progressive rock musicians, some
bands became recognized for the art direction of their aloums nearly assfoictheir
sound® a E D Q G TV beEamR&ihtégrated into its overall musical iderftityThis led to fame
for specific visual artists and design studios, most notably Roger Dean (who became known for
KLV ZRUN RQ < khe fipgineidgroBp/(whose initial fame was linked primarily to its
covers for Pink Floyd albums, though the group eventually produced covers for several artists,
including Led Zeppelin), and H.R. Giger (whose painting for Emerson Lake and P&na@n's
Salad Surgerys considered to béne of the most famous album sleeves ever produsee
Figure 3.5))*®

“: LOVRQ 3:RUGV ~

3URJ $UFKLYHV 3% '"HILQLWLRQ RI 3URJUHVVLYH 5RFN OXVLF ~

“® Holm-Hudson, ed Progressive Rock Reconsiderd®-13.

223URJ $UFKLYHV 3% '"HILQLWLRQ RI SBURJUHVVLYH 5RFN OXVLF ~
Ibid.
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Figure 3.5 The album cover to Emerson Lake and Palninésn Salad Surgery

Dream Theater explicitly recognizes the striking covers of classic prog albums as
influential to its treatment of the packaging of its own recordimgsnany cases, Dream Theater
has even enlisted artists that have worked with their prog predecessors, such as Larry Freemantle
(who worked with Yes and Emerson, Lake & Palmer, and created the album coverades
and WordsAwake andA Change of Seasonstorm Thorgerson (the leader of Hipgnosis, who
created the cover fdtalling Into Infinity), and especially Hugh Syme (who, as noted in Chapter
1, ZRUNHG DV WKH GHVLJQHU ®&érs anQ trdatedbtiev v I OEXP F
OctavariumandSystematic Chads As Portnoy explains 3ZH Z H U Hthbs@ WeR abd@®ink
Floyd [album] covers, and liked the idea of having artwork that was strkifi§ Incidentally,
all of the Dream Theater albums that possess extravagant, vividly-colored cover art reminiscent
of classic prog rock recording®¢tavarium, A Change of SeasoasdSix Degrees of Inner
Turbulenceé contain multi-movement suites lasting over twenty minutes and are considered to be
among theE D Qr@o%t\prog-inspired albums.

Portnoy also cites prog album covers thdtlized different elements of the lyriCs L Q
their images as particularly influent®l. 2QH FOHDU H[DPSOH RI 'WtbvBrP 7KHDWH
artwork referencing its lyrics ibwake whose cover includes an image of a spider in a web
(@lludingtotheVRQJ WLWOH RI 3&DXJKW LQ D :HE~ D ODUJH PLUURI
OLUURU® DV ZHOO DV WKH O\ULFV WR 39RLFHV"’ DQG D PRRQ
EH V UjckR§lleding to the sond (see Figure 3.6)

“Y3RUWQR\ TXRWHG LQ :LOVRQ 3:RUGV ~
0 Portnoy, quoted in Ibid., 128.
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Figure 3.6 7TKH DOEXP FRYHU WRwakeHDP 7KHDWHU{V

Intertextuality

As mentioned previously, progressive ro’dkDV DOVR EHHQ ODEHOHG :DUW U
URFN" RU 3F O bywank &rd CritidosR E&¢h label communicates the significant degree of
LQIOXHQFH IURP FRQFHUWreRwhié¢tDddwcusBedi by rofkt groy\sehidladsH Q
Holm-Hudson discusses the prominence of intertextual references to conce music
considered to possess prestige in England and Anfeiicprogressive rock, claiming that the
WHUP 3SURJUHVVLYH URFN" FDPH WR GHVFULEH WKRVH EDQG
of cultivated PXVLFDO LQIOXHQFH °t Gowe el he impditartiiy @isHjavprog
LV QRW VLPSO\ URFN LQIOX¥E@RMWGUB\WEKB D VWRFD Q@POXIHQFHG
VW\OHV" WKDW DUH RIW sheinbaué laEdethphasies [t Dripdristdesof
polystylistic musical borrowing in the genre, claimingtid KDOOPDUN RI >SURJUHVVL
SUHFLVHO\ LWV ZL G E\Cotiét Byteeb| BrQuitBa\theRrud/mature of
SURJUHVVLYH URFN LVQTW WKH Xathdr é&tledtidithtbd &vghBlelV WR DUW

1 Holm-Hudson, ed Progressive Rock Reconsideré&dijtalics mine.

%2 Covach is criticized by Bowman for his singular emphasis on teeténtual connections b&aHHQ :HVWHUQ 3DUW’
music and prog in hisanalyLV Rl <HV{V 3& O Rwhidh BoRmahkcallshiglyHPL vV O H Dl ttdpiher

overt references to psychedelic rock, country, jazz and blues music (BoRemaranent Chang&0-41).

3 Holm-Hudson, ed Progressive Rock Reconsiderd@-11. Style juxtaposition is typically associated with

postmodern concert music, though it is also a hallmark of progeessil from the3 F O D V V LLECkyttiteD
S3FRPSRVLWLRQV FUHDWHG |URP t&@lhe fornittich @f tBeDptbirassive MclostAdBaRW | D F

Lucky, The Progressive Rock File$20-121).

*6KHLQEDXP 33URJUHVVLYH 5RFN DQG WKH ,QYHUVLRQ RI OXVLFDO 9DOXH
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references to a wide variety of musics, including but not limited to art ffutichard
Middleton even cés SHF OHFW L FLV P’ niatkeMokprogBekslve &k \The musical
emphasis on eclecticism in progressive rock is maintained in progressiveé mgpaicially in
Dream Theatef V V R §hd ¥onstitutes one of the major correlations between the two ¥tyles.

$V '"UHDP 7KHDWptindriNy irfldentceld by Yrogressive rock, there may exist in
it anindirect influence, where concert musialong with the many other styles alluded to in
prog music known by the bafddcan be said to shape the bdnd P Xhvoludhits prog rock
predecessors. Additionally, some compositions from these various EtpdsO XHQFH WKH EDQ
compositions directly®> While attempting to prove historically-linear influences on Dream
Theater on a sonigy-song basis is a highly problematic endeavor, in many cases, the band
explicitly references musical source materfdls NLQG RI 3SRLHW LkathgsWah W H[W XD
criticism from many rock journalists. Examples of explicit musical reference include Dream
TKHDWHUTV OLY Hsofd$ (EbReU gy Bt \oRplete albulBRYHU DOEXPV
perhapshy RWKHU EDQGV 3RUWQR-\fNOOWHLE XMWH/ & DWQOBEW L RAMK A RWURQ +
band during studio recording sessions, as well as musical quotations, allusions, and parodies.

Cover songs and cover aloumsDrHDP 7KHDWHUYVY SUDFWLFH RI UHIHU!
other musicians by performing cover songs during concerts is not at all atypical in rockRmusic.
:KHQ D URFN EDQG SHUIRUPV D 3FRYHU " RI DQHRWékeHtheP XVLFDt
extentoftheFRYHUHG DUWLVWTYTV LQIOXHQFH RQ WKH SHWUWIRUPHUV
not impossiblé to ascertain. NonethelessZKHQ D EDQG FRY H¥9NgsIQRWKHU DUW
UHOHDVHV WKHP DV SDUW RI D VWXG ARhtnNgeaRR 8e@doz) DV ZLWK

®&RWQHU 33LQN )OR\G V u&DUHIZ®O Chtverikdeddfimeuths pElecticksintbfprbgressive rock

in more detail in his dissertatipnoting that this element makes it difficult to discern exactly whereJtheQ U H  V

stylistic boundaries are locatedf it is a discrete genre at all (Cotnémchetypes of Progressiveness in R@89).

¢ Richard MiddletonStudying Popular Musi¢Milton Keynes: Open University Press, 1990),38-

 7KH IDQ]LQH 3URJ $UFKLYHV DVVHUWYV WKBRBIWRIQW F&E UDZR/J | BRW DOV RDGC
LQIOXHQFHYVY 3URJ $UFKLYHV 33URJUHVVLYH OHWDO’

%8 Walser attempts to describe indirect musical influence as elemental in progreskias well, detailing the
SHUFHSWLRQ RIgt7 Redpe®H/DRHOLHMIYHU\ 3B SURJUHVVLYH GXH WR PHWULF SDW
inspired by Stravinsky or Bartok (or more directly by the norsi&t@ music that had inspirgaen) (Walser,

Running With The Devil " $GGLWLRQD O 04 bard@adted aslbeing@uential by Dream Theater

explicitly cites certain concert music composers as influencing their sinatlyd For instance, guitarist Robert

JULSS GHVFULEHV .LQJ &ULPVRQYV PXVLF 3DKDNQ ZIRXW® & P+SH/(D(BVLRLDQIVXQG ol
playing Bartdk (Eric Tamnf-rom King Crimson to Guitar CraffBoston: Faber and Falé

*Indeed WKH SUDFWLFH LV VR SHUYDVLYH WKDW LWDK:MY @DWHDQ WH & HV F KRV
Rl 5RFNTV 3DVWV W KU RMapping tRé-Béak RopiHad Musiclaf Contemporary Theedy A.

Herman, J. Sloop and T. Swiss (Malden, MA, 1998),$#37 See als®&o XWOHU 37DNLQJ LW 6HULRXVO\
and Authenticity in Two Covers by the Pet Shop BéPapular Music22/1 (2003): 119.
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mentioned in Chapter 1), the influence is established with a significant amount of clarity.
JXUWKHUPRUH ZKHQ D E D Qe@tirE Rbuhh bhVielDdDdrcdhEekrt Of thely b V W T V
original music, the influence is established to an even greater degree. As noted in Chapter 1,
Dream Theater has released recordings of their performances of four complete albums from
different bands. It is instructive that the four albums covered are considered hallmarks of heavy
metal (, UR Q 0 DTHe N@rhet of the Beasis subgenre of thrash metdd H W D OM2t&r D § V
of Puppets)and progressive rock3(L Q N ) O'Re Baffk/Side of the Moand 'HHS 3XUSOHYV
Live in Japam; thus," UHDP 7KHDWHU YV FR Ycdrlb¥ idrpWtEd-hy ¢bnBc@ESX P V
acts by the band to situate itséffRPHZKHUH SEHWZHHQ"™ WKH WUDGLWLRQV F
progressive rock in the perception of their fans.

Tribute bands. Another poietic intertextual practice that has involved Dream Theater is
the release of single live a®PV E\ OLNH 3RUWQR\TV 3SWULEXWH EDQGV ~ ZI
Matter Custard (2003, a tribute to The Beatles), Hammer of the Gods (2006, a tribute to Led
Zeppelin), Cygnus and the Sea Monsters (2006, a tribute to Rush), and Amazing Journey (2007,
a tribute to The Who). Each of these albums consists entirely of covers, and while Portnoy is the
sole member of Dream Theater involved with their creation, | still believe trssrdferenced
EDQGYV FDQ EH VDLG WR KDYH LQI@3pedaliysitee BParidi? h@adetiD W H U T\
the creation of the albums, which are only available from his personal w&bsite.

7KH 2LQVSLUDWThe é&xampBl&JdD ¢xplicit musical reference that is discussed
most frequently by fans of Dream Theater is what became knowHassthQVSLUDWLRQ FRUGC
section of the rehearsal studio set up by the band members during the writing sessions for each of
their studio album&! In the inspiration corner, band members (primarily Portnoy) display
albums from other artists that they envision influencing the direction of their compositions for
the upcoming release. While Portnoy insists in interviews that fans have over-emphasized the
GHJUHH RI LQIOXHQFH WKDW WKH LQVSLUDWLRQ FRUQHU KDV

seems to indicate otherwise:

OPOLNH3RUWQR\ FRP 37KH 211 FILOK OH N FK DROBVKIRIRS 6B0R U H
http://www.mikeportnoy.com/mpstore/; Internet; accessed 14 May 2009.

1'HVSLWH WKH FRPPRQ PLVFRQFHSWLRQ WKDW &KW LRBROBIFBHIAD Q WKH 3LQ
Memory Petrucci reveals that it had been in existence she&ytHU\ ILUVW "UHDP 7KHDWHU DOEXP :L(
237).
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3 >he inspiration corner] was a big Mike [Portno]LQG RI WKLQJ ,W ZDV OLNH 3:HTUH JRI
WKLY DOEXP DQG KHUHTV WKH LQVSLYPWLRRQHI@WKWW T,V WRRCRD G W E
IRU PH LWYV NLQG Rn Digai FHeaét iR teDsens@/tRatl ldarn about styles, such as

finding out about Metallica, Iron Maiden, and Quegebe and understanding their chord

VWUXPWXUHV ~

Certainly, the extent to which the albums from the inspiration corner directly inluenc
'"UHDP 7KHDWHUYfV VRQJV LV GLIILFXOW WR GLVFHUQ ,Q VRP
of instrumentation. For instance, Portnoy declares that the extent of the influence of Galactic
& R Z E RSpdde in your FacalbumRQ "UHDP 7 KixDryaesdsimited toO\X QJ TV
decision to use an eight-string bass. In other cases, the influence of the inspiration corner albums
can be heard through similarittes b XVLFDO WKHPHY )RU H[DPSOH 3RUWQR
AEnimaas a member of tHeix Degree QVSLUDWLRQ FRUQHU DQG WKH PDLQ
*UHDW 'HEDWH LV KLJHK6rty-Sik & 20 IVFERNR7ARE, @& Mfldence of
these selected albums can be more pervasive and formally impactful, such as the collection of
concept albums cited in Chapter 1 that inspirtetHDP 7KHDWHUfV RBGNERQFHSW D (
From A Memory

Quotation, allusion, and parody. More traditional ways in which Dream Theater
explicitly expresses its musical influences in its compositions are through-tladled
3SRV W P Reriexti@l techniques of quotation, allusion, and pafoelgch of which are
routinely encountered in classic-era progressive rock. While literal musical quotations of other
DUWLV&aeY ZBHN Q 'UH DsRidibkadddac-ugid(one example is provided in
&KDSWHU 1TV DQDO\VLY aRype é6fDbdatiqubtakidh GrabrRighhbe regarded as

62 Rudess, quoted in Ibid., 238.

83 Other albums present in the inspiration corneSiarDegreesDUH 1L QH , QHe Dolwbwad \Bfiral,

6 R X Q G J Dlupetdrixfown3 D Q WHatBRWpYd DrivenMe J D G HRAIK fiVPeace O H W D GI&teFdD TV

Puppets 8 ®ehtung Baby .L QJ T FaitfiNope Love $OLFH LQD&KDHQVF VWV LTOEH U W TV
5DGLRKHBerY 5DJH $JDLQVW W&BhtileFK: AhbgefleeD UHFRUGLQJ RIBDUWYNT TV &
for Piano and Orchestra, and a recording of Chfipin 1 RFW XU QHV S H UlipdYred@theter @&,U L D

S0DNLQJ RI 6'2,7 6W XG;latailanleftody 3SDUW ,,”°
http://dreamtheater.net/archive_dreamtheater.php?y=2002#makingof: Internet; ad(2E08].

% | make the distinction between studio-recorded music and livicthese because Dream Theater quotes (and

parodies RWKHU PXVLFLDQVY ZRUNV TXLWH RIWHS Q€ \F RQ PH WW BHQ MRXRPVD W
FDSWXUHG RQ 'UH RibukthaDhavie hegVofficialyHeleased by the band, including refetences
OHWDOOLFDYV 3(QWHU RDWIBNPEYTV 3)CPVINKW R WKH ™HeXIimpeoHEHH ~ WKH WKH
/IHRQWRY\FKfV 3&DURO RI WKH %HOOV ~ DQG /\Q\UG 6N\Q\UGTV 3)UHH %LUC
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thematicUHFRPSRVLWLRQ  RU 3WKHPDW L F°*DIodsidéims@ricds\sf H[W U H |
near-quotation to be explicit references, particularly in cases where Dream Theater has
documented their source QH H[DPSOH LV WKH EDVV LQWURGXFWLRQ W]
from Scenes From A MemoryZKLFK LV DOVR VLPLODAAriywS &2 Wramhl TURP 7RF
AEnima an album that has been cited by the band as influential. Another example of explicit
near-quotatio and thus of poietic intertextualitycan be seen in thE D QfGrhal outline to
3, 7KH SUHVHQFH R (MXH3ELRe Vided DddWhentafhaos in Progress: The
Making of Systematic Chao3he outline has a formal subsection labelédeg entrance” DQ G
while no literal quotation can be perceived, general rhythmic and melodic characteristics in the
keyboard accompaniment part during this subsecBahUDOOHO WKH WKHPH WR *ULH
WKH ORXQWDLQ .LQJ ’

While literal quotations of outside music)llRXUFHYVY DUH XQFRPPRQ LQ '"UHDI
studio recorded music, self-quotations occur more frequently. Middleton notes that self-
guotation has a rich history in progressive rock, and has precedents in more traditional pop/rock
music® Instances of thematic self-quotatithUH SUHYDOH QW {nQvamentw&ksQ G TV P X
and concept albums, and typically serve either a developmental or associational function (as in a
leitmotif). Examples includ&cenes From A Memofwhich, as noted in Chapter 1 UHF\FOH V"~
riffs from thelmages and Wordsong30 HW U R SPOMW/ ,+ 7KH OLUDFO® DQG WKH ¢
36L[ '"HJUHHV RI ,QQHU 7 XU EKH @ IF BB Q @iskilddR i datlier & O \
this chapter. However, there are also examples of GIRWDWLRQ LQ '"UHDP 7KHDWH
involving unrelated songseven songs from different aloums. One such example is the initial
W KH P H WHIitRd? Steep | U RRages and Wordsvhich is quoted in the next track on the
DOEXP 3/HDUQLQJ W R abbré\ihatéed ok #BLEt QetDN¢ Bre@the | U Rafling

Into Infinity.

SlosadD IV W\SRORJ\ RI LQWHUW H [ WetmsTidr Véfererfidf @ckhSodas, Dclubidg VLPLOD U
SUHFRPSRVLWLRQ " DQG 3VWUXFWXUDO |IHDWXWKRRWHDRMDXBIO FRREBWL/RI
37KH 3URFHVV RI ORGXODWLRQ LQ WKH OXVLFDO &ROODJH" ~

% Middleton, Studying Popular Musj@221222. OLGGOHWRQYTV PHQWLRDXRIWIKWMLR 8 DLVQC3H$V P \V H
WKH /LIH® ZKLFK UHIHUHQFHYV 3/XF\ LQ WKW K6\N\DX/L &RKW KDRPIRW KNV HLY R@R W F
Sgt. Peppealbum, which, as mentioned previously in this chapter, is cited byasstas having been extremely

influential in the formation of the progressive rock sound.

%7 French fan Fabian Labonde provides a detailed analysis of the self-quagationther musical elements in

Scenes From A Memoon his personal website, which was given praise by Mike Portnoy fooritprehensiveness

(FabieQ /DERQGH 36FHQHV JURP $ OHPRU\ $QDO\VUNHHDMD L7TBDEO KWBRP KWW
Internet; accessed 20 August 2008).
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AQRWKHU W\SH RI SRLHWLF LQWHUWH][W XmDGit @iovestHD U G | U

style allusion, which Middleton cites as a noteworthy feature of classic-era progressif/ rock.

While Dream Theater often alludes to other rock styles in its compositimnsnstance, the

3DUHQD URFEN" FKRUXV VHFW lfrenQth&éxplicitipCoNplytandllaH <R X~
influenced albunOctavarium® pHUKDSV WKH FOHDUHVW PDUisltheU RI WKH EL
frequency with which it alludes to non-rock styles, which often creates moments of drastic style
juxtaposition®® An example oDrH D P 7 K HoPog/ikspiffed eclecticisi heard through

several style allusions to non-traditional gerfres/Irfthe Name of God | U RrRin of

Thought which incorporatea formal section based on a typical samba rhythm and also includes
aWHFKQR 3EDHDNEHDW -

AILQDO W\SH RI 3SRVWPRGHKADUG | HY HOMMDLD @K\ B RMKHQLTTVX
consider to be explicit is parody. Musical parodies are also relatiteDUH LQ '"UHDP 7KHDW
studio recordings compared to cases of stylistic or thematic allusion, and most involve
lighthearted or ironic arrangements of WNIQRZQ PHORGLHYVY VXFK DV FKLOGUHQ
include the chromati¢ and metri¢!2DOWHUDWLRQ Rl 3-LQJOH %HOOV"~ WRZDL
32FWDYDULXP themmwWoZMKD\OUBQ GLWLRQ RI1 3% DWWdrd dukirgQ RI WKFE
the Codaoff,Q WKH 1DPH RI *RG

Esthesic intertextuality. In many instances ' UHDP 7KHDWHUfV PXVLF VHUY}L
intertext to other styles or compositions in ways that are not explicit, but rather based on my own
associations to other musical texts. This is often the case when the intertextual connection is

made on the general stylistic level (as in a style allusion), as opposed to the specific opus level

% Middleton, Studying Popular Musj221222.

89 Cotner claims that disunity, style juxtaposition, and collage are cotprassociated with American progressive

rock (CotnerArchetypes of Progressiveness in R@&%39). However, Spicet whose dissertation also includes an
intertextualat O\VLV RI1 *HQHV L ¢§ims thBt OkCH % X\DLREENH fitsBtd Bmploy [collage] as a

consistent feature of their compositional practice (SpB#etish Pop-Rock Music in the Post-Beatles Fi@) ~

0396 U H D NdEd-higiy\syncopated rhythmic figures in simple quadruple meteryphedlly accentuate a

2+2+3+5+4 subdivision pattern. These rhythms are reminiscérdard often samples éfthe percussion

,QWHUOXGHVY RU EUHDNV’™ LQ PDI@MesBQWh. \FRrQ distailcd Ra&fimiendt tiw eV H R

3 E U H D NHaHIsUWpported by musical examples, see Budielgcking the Groove78-80.

T0DQ\ LI QRW PRVW RI 'UHDP 7KHDWH U T VH Y DLLQ DRIELAREERTOHR. | Adgth&tWLQJ P XV
HIDPSOH LV JLYHQ LQ P\ DQDO\VLV R IBé&Danbdied that Bush Rsed/thels@m& KD SWHU
WHFKQLTXH LQ WKH ILIWK PRY H P H@QanlbRrHehispher€satbrirg) e fan@id themidk © IUR P
IURP 5D\PRQG 6FRWWTfV MD]] SLHFH 33RWHNUKHR&MHECHrOMRES 4E\toFakhbnQ JL Q J
isochronous 7/8 (BowmaRermanent Changd 58-159).

'UHDP 7KHIDVWRGIWRI 3% DWWOH +\PQ Rl WKH 5HSXE O LHF RUV. MHHRL @ RQ\J 0\
meaning, astheyff DO WKHPH RI 37KH 1DPH R *R GhelrésulViKwhatMido@nRalldhAHOLJL R Q
3G HV WU XFWMddletSrD3tudygy Popular Musj221).
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RU WKH 3VWUDWHJILF OHY HQ.ike mast lisenBrsQ tevd tblidla@ SHxgR ¥/ D W L R C
one another by way of similarities in timbre, harmony, rhythm, meter, and other musical
domains. This is certainly the situation with Dream Thefatér P Xthoudh | also hear more
general correlations invol@J WKH WRWDOLW\ RI Weklgénergl GtgnextuXlVLFD O V
connection | hear between tonal concet musEeURJUHVVLYH URFN DQGs'UHDP 7K
the use of functional harmonic progressions, which appear far more frequently in Dream
TheaWHUTV PXWILKRDVWKBQ ARVW KHDY\ PHWDO EDQGYV '"UHDP 7KFE
progressions parallels their use in the music of progressive rock bands, a practice which has
allowed analysts such as Covach and Holm-Hudson to use Roman numeral analysis in their
studies of prog compositions unproblematically. One example of a tonal progression in Dream
TKHDWHU(TV P XYV L-fravored WiKdrnode SuRpeXsibn chainain of Thoughfl V
39 D F D Q Wh lead«th & half cadence in C# minor.

Another generaLQWHUWH[WXDO FRQQHFWLRQ , ddelforwhicl '"UHDP
| have found no historical corroboration, despite extensive rest#@achith minimalist music,
through the treatment of rhythm and meter. | explore this connection with more detail in
Chapters 4 and 5.
Lyrical Themes
Holm-Hudson, in the introduction &rogressive Rock Reconsidereies ¥antastic

(often mythological or metaphysical) lyricas a defining element of the prog st{ieThis idea
is expanded in the Prog Archivisgizine, which listsdyrics that convey such themes as science
fiction, fantasy, history, religion, war, and madneas principal in the genre. Sheinbaum
expands the list further, citing the primacybfrics based on mythology, nature, modernism,
[and] surrealism”® While these authors give different examples of the typical lyrical themes in
progressive rock, each listed theme can be interpreted as representing more general themes of
profundity and conflict that resonate with the prog aesthadind parallel the general perception
RI FRQFHUW PXVLFTV H[SUHVVLYH SRZHU ZLWKLQ WKH SURJ F
SHUFHLYHG WKHPHV RI SURJUHVVLYH URFN DQG :FODVVLFDO
claims that the style¥ KDUH W KH V Ddna WitlstheHRimitE 28 Dtérworldly, the same

B 7KH WHUPV 3VW\OLVWLF" DQG 3\RabertHatidnih Ris abticlé IGHat2I@UteQaxtualiyy H G E \

in Music Studies (American Journal of Semioti&4 (1985): 682).

" Holm-Hudson, ed Progressive Rock Reconsideréd

"B6KHLQEDXP 33URJUHVVLYH 5RFN DQG W6KH ,QYHUVLRQ RI OXVLFDO 9DOXH
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IRQGQHVV IRU PRQXPHQWDO VWDWHPHQW«DQG WKH VDPH FR
Examples of fantastical lyrics which expressepFRQIOLFWY DUH LQ DEXQGDQFH L
music. For instance, as introduced in Chapter 1, the aiystematic Chaascludes songs

whose lyrics depict a vampire seductress who feeds on a man jailed by an evil society

(3) R U V D, N &dilt-ridden survivor of a drowning incident whose wish to cross into the

afterlife and meet the person that saved himis fulfltd KH OLQLVWU\ RbhAndRaVW 6RXOV’
man who struggles internally between good and evil (the biblically-theméd 7KH 3UHVHQFH R
(QHPDHV"’

One especially characteristic lyrical theme of progressive rock is mental illness, which is
PRVW IDPRXVO\ HIHPSOLILHG E\ Jhe@drk)Sde bxfeMMeoRQIRH SW D O E >
Hudson notes that in particular, the writings and philosophies of British psychologist and activist
R. D. Laing regarding mental illne3sespecially schizophrentainspired the lyrics to
compositions and albums by Gentle Giant, Pink Floyd, Supertramp, King Crimson, and other
well-known progressive rock groups from the 1970&ream Theater has a number of
FRPSRVLWLRQV IHDWXULQJ 3PDGQHVV" DV D O\ULFDO WKHPH
Systematic Chaos 33D QLF $W Wdavadion] &hB e multiPRYHPHQW VXLWH 3% 0LC
%HVLGH , WANEK® IHoweMearPthe most explicit exampleaJ RP "UHDP 7KHDOWHUTV R
the miniature conceptaP 36L[ '"HIJUHHV R ,Q @lhbke MAuibEaX r@ademErits
portray specific mental illness For example, the lyrics of the second movement, entitled
3$ERXW WR &UDVK ~ WHOO WKH VWRU\ RI D d&Ki(pg JLUO VXIIHL
conravWLQJ PDQLF HSLVRGHV 3VKH FDQMTW VWRS SDFLQJ VKH ¢
UDFLQJ VHW R@ IRWWURBIUGEWMBUHVVLRQ 3*RQFH EDUHO\ WDNLQ
GD\ DzD\’

Certainly, the employment of lyrical themes such as mental illness is not exclusive to
SURJUHVVLYH URFN EDQGY DQG WKHLU VXFFHVVRUV DQG WK

8 Edward MacanRocking the Classics: English Progressive Rock and the Counterc(@uferd: Oxford

University Press, 1997), 41.

"3HWUXFFL QRWHV LQ DQ LQWHUYLHZ IRU VOKHVKB@HWYH R R QYXKH FXRVLE W L
RQ WKH VKRUW VWRU\ 33 ROsgaN &IEhYT Ivad DUrgMWAHMD EEWKPIR XWK QHW 31HZV $U
The music video also depicts the vampiress as hailing from a futuristimidusdciety that has enslaved her, which

adds a science fiction element to the song and thus creates a stronger paralfgbréissive rock tradition.
Holm-+XGVRQ DQDO\HV WH[WXDO DQG PXVLFDO RROPHEYHRQVLWR I5QJ /DL
&ULPVRQYTV 3 VW &HQWXU\ 6FKL]RLG 0D Q- (UDQ DGHU 5*HU@MU VFHIRGFHDIW RS U
FDLU" LQ KLV SUHVHQWDWLRQ 33URJUHVVLYH 5RFNDIQYYOXP®L WH HW IRQ J( [SIHQX
Theory Southeast in Orlando, FL.

60



does not characterize their music as exhibiting a prog influence. However, the combination of
such themes with the other mus@aHOHPHQWYV GLVFXVVHG LQ WKLYV VHFWLR
particularly?2 and, | believe, essentiab SURJUHVVLYH

7KH 3HULSKHU\ RI WKH 6RXQG +HDY\ OHWDO (OHPHQWV L

:KLOH , FRQVLGHU WKH FRUH RI 'pileddy tHeprobregdivel 1V VR X QC
rock of the late 1960s andearly V WKHUH DUH PDQ\ VDOLHQW IHDWXUHYV
are typical of heavy metal. Additionally, Dream Theater has written several individual songs
that are seemingly devoid of any prog influence and sound q¥itte@ WLD OO\ 3 PHWDO °
Furthermore '"UHDP 7KHDWHUYY PHPEHUV URXWLQHO\ GHVFULEH W
formation of their collective musical identity in interviews. This section describes some of most
frequently-encouW HUHG KHDY\ PHWDO WUDLWYV L QtHdséldestribdlHD WH U
colloquiallyas?*SRZHU FKRUGV ~ 3VKUHGGLQJ " DQG 3KHDGEDQJLQJ ~
Timbre

Walser begins his discussion of the musical markers of metal by claiming that timbre
often signals genre in music more instantly than any other musical domaily &b W 3WKH PRVW
LPSRUWDQW DXUDO VLJQ RI KHDY\ PHWDO LV WKH 2MéLPEUH@
even goes as far as saying that any performance that lacks the distorted guitar timbre is not an
example of heavy metal. Walser notes that the transgressive, excessive sound of distortion
signifies powee the most prominent theme in heavy metal nfidgiavhich is something that is
especially true in guitar distortion, whose byproduct is compression and thus Sustisteners
DOVR GHVFULEH P Hpprbopddialy WKIHPCEYOH VDIVG % HUJHU DQG )DOHV F
SKHDYLQHVV" LV WKH GHI®®LQJ IHDWXUH RI WKH JHQUH

Berger and Fales notethdfH FRQFH SW Rib &ipked My In@béng of the heavy

metal subculture to a variety of timbf&sjot limited to those created by the distorted six-string

¥ Walser,Running With The Devi#1.

8 Walser, in order to establish the emphasis on power in the heavy metaltsng quotes Rob Halford of Judas

BULHVW ZKR VD\V SODLQO\ 3)LUVW KHDY\ PPRINAD BKIRW B R ZHANUKH DK M IDHDW R C

WASLFDOO\ 3 HYRNH SRZHU DRo@maQayree® with\Wis ch&adc@rization of metal, repeatedly

FDOOLQJ WR-RHQUHI WHREZHLY KLV G P&vahehWWChangsRsy % RZPDQ

8 Walser,Running With The Devil143.

: +DUULV 0 %HUJHU DQG &RUQHOLD )DOHV 3pu+HDMWHYVIAEBUWKH 3HUFH!
Ibid.
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electric guitar. ,Q '"UHDP 7KHDWHU Y \taR Kevtérprefad i raqyeifxow the

detuned, extended-range basses and guitars that are often used by Myung and Petrucci, which

have the ability to sound in extremely low, resonant rafiyeBor example, the simultaneous

presence of a six-string bass playing an open, low B string and a seven-string guitar playing an

open, low B power chord at the beginningtefakefV 3 7KH OLUURU™ FUHDWHY DQ HJ
SKHDY\" VRXQG WKDW SR LHaaVivesg/dan Wl<d He iR Bl W® Q@ Q HQHHP 7KHD W
PXVLF WKURXJK /D%ULHYV YRFDO DUWLFXODWLRQV ZKLFK DL
range from what Pieslak callsD T opevdltic, vibrato-laden style to unpitched yelling or
VFUHDPL&IOH /D%ULHYV YRFDO WLPEUH LV PRVW RIWHQ DVV]I
described by Pieslak, there are also examples of unpitched yelling (e.g. the gu@udd W K
JURZVE7KH 'DUN (W H U Q B@tehatikChapsndiRifpitched screaming (e.g.

the climax ofOctavariumfWLWOH WUDFN LQ 'U HDtRexttetds Arddis§ugsédD W D O R
by Walser, who notes that these articulations cause timbre to be interpreted as powerful and

intense by listene. 7KH 3KHDYLQHVV  LQ 3ROWR) RR@WULDERPLIQVY WR W
sound, and signifies a metal influence. While the sheer loudness of his drum parts contributes to

a sense of heaviness, a more important aspect pointing to the heavy metal genre is the resonant
timbre of his drum set, particularly when he performs parts involving double bass drumming.

2QH PHWDO VLJQLILHU WKDW LQYROYHV $icliswW\SH RI GUXPP
characterized by a consistent composite rhythm of short durations (typically notated in

transcriptions as sixteenth-notes or triplet sixteenth-notes) performed at a fast tempo at an

extremely loud dynamic level on multiple drums simultaneously and in alteration. One example

RI D 3EODVW EHDW’ ™ LQ 'tha DwiveKbotd tipleJashiy triglel sUdividions

#¥BHUJHU DQG )DOHVYV VWXG\ UHSRUWV WKDW P HWEH WX R L KHVCHEYHK HA
EHFRPH PRUH DQG PRUH 3KHDY\" VLQFH WUWKHF WH.Q B HW X DL\@ A ISAMLUR ® K BIQRGH U
heavy sample of must¢:DJHV Rl 6LQ" E\ WKH SURJUHVVLY HeafureS\gDitar & B a&s :LQWHU TV
parts tuned lower than in standard tuning.

S 3LHVOPRDVYBH. QJ OHWDO

8 7KH WHUP 3GHDWK JURZO" FDPH WR GHVFULE®VWHKRP PR\GAIQUAER H SHUF X V \
subgenre. For more on death growls, see Will Y8&R LsFréim Hell: The Dark, Noso-dulcet Cookie Monster

Vocals of Extreme Metal,San Francisco Bay Guardigiduly 2004); available from
http://www.sfbg.com/38/42/art_music_metal.html; Internet; accessed 28 April 2009.

87 Walser,Running With The Devifi5.

8 7KH WHUP 2EODVW EHDW’  ZDV DOOHJHGO\ FRLQEBVERWUWEKH BKHIDW KI R X WDOC
:KLWQH\ 6WUXE FDOOV 3PDQLDFDO SHu&sity S Y:iH LHY ROIR 6 MRIQAVE 13 @ HEKHOWEK WF
Club: An Interview with Mark ‘Barti\ *UHHQZD\ R 1 DRdpMateerstVByWEK 2006); available from
http://www.popmatters.com/music/interviews/napalm-death-060511.shtml; Intacoessed 28 April 2009.
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occurs during the climax of the Interlude in the séngKH 'DUN (W HU Q B@tematick W~ IURP
Chaos
33RZHU &KRUGV’

An especially representative stylistic element of heavy metal related éakieD YLQHV V™ R
timbre created by the distorted guitatv W KH 3 S R Zleflded-b¢y Béfger and Fales as
SFKRUGY FRPSRVHG RI D URRW ILIWK DQG RFWDHDWhEhLQ WKH C
is considered to be the most comnyensed harmonic entity in the gerffeWalser suggests that
sSLI WKHUH LV RQH IHDWXUH WKDW XQGHUSLQV WKH FRKHUHQ
FKRUG " DQG REVHUYHV WKDW L @hivdinds luspt2XgIESiv&y b iHataD O W K
bands® He also claims that distortion is actually part of the power chord definition, suggesting
that distorted power chords are well-named due to the overtones that are created bathdibove
belowthe sounding pitches, which resultih I X0 O 3SR Z HURXIEk aitésx @ Ge
importance of both distortion and power chord sonorities in stylistic classification, observing that
SWKH XVH RI D GLVWRUWHG JXLWDU WLPEUH ebngn@ntRd¢dSRZHU F
E\ VFKRODUV WR TXDOLI\ WKH PXVLF DV PAWDO RU DV HIKLEL

| believe that the frequency with which one hears distorted power chords in Dream
7TKHDWHUTV PXVLF LV GLUHFWO\ UHV SR QogressioemétalbavdKH ED Q (
rather thanametac-QIOXHQFHG SURJ EDQG +RZHYHU WKHUH DUH DC
harmoniesWKDW FKDUDFWHUL]H 'duthRsthdde idrhphakizing Viomdiardnie,
non-resolving tritones and minor seconds. These sonorities are described by Berger as typifying
the death metal and thrash metal subgenres in partidutarugh their use is very common in
most heavy metal subgenres. One example of both distorted power chords and tritone/minor
second emphastsas well as detuned and extended-range instrumedts RZOHG DQG 3RSHUD
vocal timbres, and double bass drumnfing RP '"UHDP 7 KH D Wad po§3essed sviD O R J
unmistakably intense and powerful sound reminiscent of classic heavy metal is the Verse section
RI 3%V , fm Train of Thought

¥ HarrisM. % HUJH U DQG &¢RUQHOLD )DOHV 3u+HDYLQHVVILIRPRBUWMKH 3HUFHSWLR
% Walser,Running With The DeviP.

L 1bid., 43. % HUJHU DQG )DOHVYIV VWXG\ FRQILUPV :DO VH U4Q GODHPHRUMEB YL RQ R
FDOOV 3 WHR/XHBWKmh@With The Dewvdl but finds that these harmonics are only perceptual events, not

true acoustical signals. Thisis notabl®V WKH 3UHVXOWDQW WRQHV  IRUP D PDMRU SDUW
heavy metal guitar timbres, yet cannot be accounted for in spectrographi@analys

92 3 L HV O Exhistirih\tetal; 243.

S +DUULV 0 %HUJHU 3'HDWK OHWDO 7 RRppuGLMUSIcDBR GLIGOK H66GE FW RI /LVWHQLQ
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S6KUHGGLQJ’
+HDY\ PHWD O {avalvaadirtéhsityRate Slso manifested in a formal section that
typifies heavy metal songWKH JXLWDU VROR VHFWLRQ :DOVHU FODLPV
metal song features at leastondg DU VROR ~ DQG WKDW WKHVH PHWDO JX
RXWEXUVWY" WKDW PLPLF WKH PDLQ WKHPHV RI WKH JHQUH
of experienc€® '"UHDP 7KHDWHUYTV KDQGOLQJ RI WEBBhap®rVis¥ DJHV D\
decidedy3GHPRFUDWLF "~ DQG WKXV LV PRUH VLPLODU WR SURJUI
metal. However, P&/ U X VRIORKY DUH PRUH SURPLQHQWO\ IHDWXUHG LC
on any other instrument, aAdnore importantly? these guitar solos are very audibly influenced
E\ WKH KHDY\ PHWDO WUDGLWLRQ RI 3VKUHG JXLWDU” RU 3VK
Walser describesth# UD GLW LR Q R IR@NNKYWItB Thie @&vih B ection that
L G HQ W Leigring vaMi&sHbf metal guitdnwhich he descrieDV LQFOXGLQJ 3D FRQVH
VW\OH IHWLVKL]DWddpédR Thevatnpikagid plaxdd ortn@tal guitar technique is
often best understood in the context of solo passages, as they tend to be laden with extended
techniques such as two-hand tappirand sweep picking which allow for extremely short
rhythmic durations to be performé&8.These techniques, along with vibrato aRrwhammy-
bar’ WUHPROR DQG ®#@dtortet GRWEWDO DQG DUWLILFdkBIGes,SLQFK ™ K
and tremolo pickQJ FRPSULVH WKH PDMRULW)\s.RNota¥l& gute& JXLWDU” ™ W'
3V K U H Gr@rHthe\tlassic period of heavy metal in the 1970s and 1980s include the European
heo-classical metal performers Yngwie Malmsteen and Uli Jon Roth, as well as Eddie Van
Halen (Van Halen), Randy Rhodes (Ozzy Osbourne), Steve Vai (Frank Zappa), and Kirk
Hammett (Metallica).
-RKQ BHWUXFFL LV DOVR FRQVLGHUHG D JXLWDU 3VKUHG(
receives accolades for his displays of extended techniques in the press, even receiving the
GLVWLQFW LR Gadiegté\W K H G GIHUWKI $0itar Griemayazmeé in 2003

% Walser,Running With The Devi§0-53.
Slbid.,99. 8 ULWLFV R feviKib #ispaBag&ttié degree of emphasis placed on technique in thenfraditio
typically arguing that this emphasis interferes with the creation of treeatisubstance or expression.
% Walser notes that two-handed tapping was popularized by guitarist Eddie Van Halenapigriichis solo piece
937( UXSWLRQ™ IURP 9Dl€d debudathQrfi, which\Zak released in 1978 (lbid., 64-75).

Ibid., 99.
% This technique involves articulating a pitch and gradually slackening thgsstriita guitar by pressing down on a
whammy-bar, which creates a portamento descent. For a concise descriptimoé@xechniques in electric
guitar playing, see lbid., 91.
PEKULV 279%\UQH 37RS ) DV W H VGMitd IObetAGric200BY R1 $00 7LPH
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SHWUXFFLTV tyRh®Re/VISHHTIXHR WHFKQLTXHYV DVVRFLDWHG ZLWK
many2VXFK DV KLV VROR RQ 3Whéeh Dredhvand D2y Unitéd RiRch he
utilizes two-handed tapping, tremolo picking, and whammy-bar tretnimlcorporate multiple
SVKUHG™ WHFKZHTHKHWV3IHWUXFFL LV QRW WKH RQO\ 3 VKUHGGH
often displays his two-handed tapping and tremolo-plucking ability in his bas$ gartsething
that is uncommon in the music of mainstream heavy metal bands. Notable examples of bass
SVKUHGGLQJ  LQBobXiGtHe BaEOHMWURSROLY 3W , 7KH OLUDFOH
fromImages and Wordand37KH 'DQFH RI (WS3teh€slFvei AlNemBry
Imagery

The imagery associated with heavy metal typically evokes the primary themes of the
genre? power and intensity. Some of the common images in heavy metal are discussed at the
outset of this chapter, such as those involving the typical appearance of metal musicians (long
hair, denim and leather clothing, menacing scowls, etc.). Figure 3.7 is a screen shot taken of
-DPHV /ID%ULH IURP "UHDP 7KHDWHUYV I|ILUAU@pOR Ke&irlsihigéLGHR  Z
33X0O0 0OH 8Q Gniddés and R/BrdsOf noteLQ W KLV L P D Jdibthing?/iBctading H 1 V
a black leather vest covering a primarily black Napalm Death T-84irand especially his long

hair, as each of these characteristics are common components of heavy metal fashion.

Figure3.7 -DPHV /D%ULH LQ "UHDP 7KHDWHUfV PXVLF YLGHR

190 BJack T-shirts featuring the logos of heavy metal bands suclisasra are common in the metal subculture.
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An associated theme of metal alluded to earlier in this chapter is darkness, which is often
communicated through the pervasive use of the color black in lyrics, band names, album titles,
images, album covers, and band merchandise. There is even an extreme heavy metal subgenre
that is known among those in the metal subculidbr¢ SEODFN PHWDO ~

Dream Theater used the color black almost exclusively in the cover for their Bithum
of Thoughisee Figure 3.8 to the extent that reading the liner notes is nearly impossible
SDUDOOHOL Qse 6fthé/dolor @L thé) £ponymous 1991 release, which became known
DV 37KH % O D F Ne fi@sEaA sounds/dfain of Thoughtsupported by this imagery, led
to the reception of the recordilV '"UHDP 7KHDWHUYV 3FPODVVLF PHWDO DOE

Figure 3.8 7KH DOEXP FRYHU W RaliiJdiThBughK HDWHU TV

3+HDGEDQJLQJ’
Physical gestures made by performers can lend insight into the ways they are perceived
or intend to be perceived byfans )RU LQVWDQFH :DOVHU DQDO\]HV WKH 3Y

M:LOVRQ 3,PDJHV
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EHDW  Rdadbandigas a gesture typical of heavy metal performers and"farBream

TheateV PHPEHUV RIWHQ HQJDJH LQ KHDGEDQJgi@thet Q WKHLU C
perception among farisor at least the intended perception among fahsit they possess a

certain degree of heavy metal authenticity. Noteworthy examples of Dream Theater engaging in
SKHDGEDQJLfQunhd iR ih€)r reudic videos, whose images shepeQ VY SHUFHSWLRQ R
band to an equal or greater degree than their album covers. The music video featuring the most
IUHTXHQW LPDJHV RI SKHDGEDQJLQJ  LQ '"UHDP 7KHDWHUTfV K|
which is perhaps due to the greater popularity of heavy metad thus the greater visibility of

LWV V X E éhdracenstic bghdviotsin the early 1990s. However, the recent music video

IRU 3& R QV W D Qriv\th® &bnist@madtid Rhaaalso includes many shots of the band
PHPEHUV 3KHDGEDQJLQJ ZLWK H[WUHPHO\ ORQJ KDLU GHVSI

is no longer prized in mainstream musical culture.
The Combination of Center and Periphery: DPHDP 7KHDWHUfV &RPSRVLWLRQLCL

OXFK RI "UHD P sigkatupe\sddnd £&h be described in terms of musical elements
or traits, which have been reviewed in this chapter and mapped onto the influential genres of
progressive rock and heavy metal. However, the ways in which these elements are combined
greatly affHFW WKH UHVXOW D @iy atdxishially lead inBigHt MXRUW KH EDQGTV YL
of its compositions; therefore, it is important to address the Dream THevteue
compositional process. Portnoy describes this process in a homemade documentary produced

during the recording ofrain of Thoughtn early 20033

3 dasically, the four of us just bounce ideas off of each other maditde thing will spark another

and it grows and it continues to grow and everybody will have arofdeaw to embellish

something or transpose it into different key or a time signature antkttt thing you know, yX § O O
have this one little idea [that] has blown up into this big twelve-miepie, and th&V TV WKH ZD\

Dream Theater music is writtef

192walser,Running With The Devil L, URQLFDOO\ RQH RI WKH PRVWDIGPBRYLHPRQVW
popular culture comes from a scene in the 1992 filln\ Q H T V ,:iRWh@IGthe main characters are

SKHDGEDQJLQJ  WR 4XHHQ{VLRMMBLWB G SURRJUMHNWRKMR LWDRFBSKDSVRG\ *

193 This documentary, titlethe Making of Train of Thougtis included asbonus material on the Compact Disc

release offrain of Thoughtand is unlocked by inserting the CD intd=eR P S X @DFROW\drive and visiting the

EDQGYV RIILFLDO ZHEVLWH ZzZZ2Z GUHDPWKHDWHU QHW
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One important aspect of this description is its emphasis on thematic development, which
isLPSOLHG E\ 3SBRUWQR\ DV EHLQJ D FHQWUDO DVSHFW RI WKH
striking aspectis hisconcég RI SWUDQVSRVLQJ" D W KdisBudsTRorthaffVPH VLIQELC
LPSOLHG WHUP 3*WLPH VLIJOQDWXUH WUDQVSRVLWLRQ  LQ &KDS

SHUKDSV WKH PRVW LPSRUWDQW HOHPHQWthRtiSUHDP 7KH]I
alluded to in this quotation is that of group compositiariten referred to colloquially by rock
PXVLFLDQV DV 3sMDPPLQJ "~ 'UHDP 7KHDWHUYY PHPEHUV URXW
EDQGYV PDLQ PHWKRG RI FRPSRVLWLRQ LQ LQWHUYLHZV ZKL
the practice of creating music while performing it in real time requires improvisational skills.

Second, this process involves composing with musical instruments in hand, and as such, many of

the resultant musical riffs are based on the potentialities and limitations of these instruments; for
example, KH JXLWDU DQG EDVV ULIIVtypiGallyUddtDre egadeiicsV kabdV P XV LF
positions and a lack of frequent position shifts. Third, the egalit@pignW XUH RI SMDPPLQJ’
create songs is atypical of most rock bands, which typically have a designated leader or
3IIURQWPDQ °

+RZHYHU 'UHDP 7KHDWHUTfV 3JURXS FRPSRVLWLRQ LV QI
Portnoy seems to indicate. Many accodntsX FK DV EDQG PHPEHU LQWhUYLHZV
Shadow$ emphasize the roles of Portnoy and Petruccia®déDGHUV LQ '"UHDP 7KHDWH
SURFHVV WKDW KDYH D 3ILQDO VD\" LQ FRPSRVLWLRQDO GHFI
SWKH IRXIERK®VkQJ@ L GH D VirRlubeR thefouFiKstRiMeKtalists (Myung,

Rudess, Petrucci, and Portnoy), yet omits LaBrie. This is not an unintentional error by Portnoy;

IRU WKH PDMRULW\ RI 'UldBrie hakretb@eénibMiadtdtherstiéaksal

studio, KDV Q W HisPBWR/bddl@elodies, and hasrardHQQHG O\ULFV IRU WKH E
songs. Furthermore, until recently, LaBrie entered the recording studio only after the

instrumental parts had already been recorded and maateeessimply sangO WRS D 3ILQLVKHG
SURGXFW" OLNH D KEYHG VWXGLR PXVLFLDQ

The working relationship between LaBrie and the rest of the band has little to do with
personal conflicts; rather, it is directly relatedoKH LQVWUXPHQWDOLVWVY YLHZV
Portnoy repeatedly emphasizes on his personal website that the lyricskbIDP 7KHDWHU YV VR

- LOVRQ 3:R0Z2) 276-283288.
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DUH ZULWWHQ DIWHU WKH 3P X¥PLAB sugt) aach G\UKHD Ebr@gE Y ILQL V|
begins with a working titlé many of which are vulgar that is eventually replaced by a title
suggested by the lyrics. Portnoy also notes that the task of writing lyrics is usually divided up
among the band membéfS. This process speaks to the general disdainful attiRileW KH EDQG V
instrumentalists towards texted mu3itt is as if they would rather not have a vocalist in their
band or lyrics in their compositions, but feel obligated to include them in order to remain
SDXWKHQWLF"~ .Rbu$ b oWahayeeROHJHDP 7KHDWHUYV VRQJV LQ &l
5, I refrain from addressing many text/music relationships, as the text is ratlyyponsidered
until after the instrumental parts are composed. However, some passages of texted music in the
EDQGYTV FDWDORJ GR V H (foPinst&hPeDtbiNdxtidD AndP thyRHW tekationships
LQ 2&RQVWDQW ORWLRQ . @HhéselbdsEiGs bG3sikIK D Sonsider the
SRVVLELOLW)\ RI D NLQG RI G WHH & VW KW H{ M/D SIErE@aMAIQR | ' D VR C
parts suggests a lyrical theme.

$ILQDO QRWDEOH DVSHFW RI '"UHDP 7TKHDWHUYV FRPSRVL
notation. While the classically-trained Rudess typically notates his own parts in traditional staff
notation, the rest of the band members usually create idiosyncratic formal outlines to guide their
performances. These outlines sometimes include excerpts of traditional notation, though they
RUGLQDULO\ IHDWXUH VLPSOH SU Rp¥hnittic®/Hstyie (nhiBWobiteRQV R1 D SL
involves references to a specific band or composer), mood, and meter. The meter of a given
section of music is often indicated by édinality with a single numerald J 3  for ~
alternating measures of sextuple and quintuple meter), though bar lines are also included to
designate hypermetrical divisions. Figurei3.8 screen shot froifhe Making of Train of
ThoughtshowingW KH ZRUNLQJ XgrigfMKHDWR E RMKAHG ODWHU EH WLWOHG
&RQVFLR¥VQHVV’

I OLNH3RUWQR\ FRP 3$ERiMe OdoNH )$4° DYD
http://www.mikeportnoy.com/aboutmike/fag/answers/14.aspx#79; Internet; acdeshaly 2009.

19 pid.

197 bream TheatefThe Making of Train of Thought/ D% ULH LV DFWXDOO\ KHDUG FDOOLQJ WKH |
3VFRUH” LQ WKH YLGHR

69



Conclusion

7KH VW\OLVWLF WUDLWYV GLVFXVVHG LQ WKLV FKDSWHU I
sound. However, these traits vary in frequency and salience within specific songs and albums
IURP WKH EDQGTVY FDWDORJ 7\SLFDOO\ SURJUHVVLYH URFN
FUHDWLQJ DQ RYHUDOO VRXQG WKDW FDQ EH GHVFULEHG DV
PHWDO 3SHULSKHU\ ~ ,QGHHG WKH PRVW VDOLHQW DVSHFW |
metric complexity, a progressive rock trait that figured heavily in the creation of progressive
PHWDO PXVLF &KDSWHU GLVFXVVHV '"UHDP 7KHBEWHUTV WU

detail.

Figure 3.9 The3VFRUH~ WR 36WUHDP Rl &RQVFLRXr¥iQdi VhaughtU RP "UH L
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CHAPTER 4
'5($0 7+($7(596 6281"' 3HSRHYTHMIC AND METRIC COMPLEXITY

Chapter 3 introduced my conceptithl '"UHDP 7KHDWHUfV XQLTXH VRXQG
structural center of progressive rock bounded by a periphery of heavy metal, and cited numerous
salienttraitsLQ W KH EDQ G Y VtaRrheseliwo SdranBidsQHowever, | have chosen to
give rhythmic and metric complexip *SURJUHVVLYH  HOHPHQW WKDW , EHO

FKDUDFWHULVWLF WUD LW it® bwrilcHapter, ihkorIEr W rhard] llyPeXarine
the musical circumstances surrounding the stimulating temporal experignaésely enjoy
when listeningo WKH EDQGYV VW\OH RI PXVLF

%RZPDQ LQ KLV DWWHPSW WR WVWRXVDFWH SHULRGY RYVSOE
influenced in his dissertation, statistically analyzes some characteristt@lURJUHVVLYH" ™ P XV
traits LQ WKH ED Q@Uel & gk Vdckl tessitura and the presence of instrumental unison
melodies), andQ RWHYV WKDW WKH PRVW 3V LsQeteri FuBhu¥¢d FRUUHODWL
DV\PPHWULFDO PHWHU LQ RI WKHLU PXVLF GXULQJ WKH 3S
later phases included only 3%Later in the dissertation, Bowman observes D3 @-L S TV
S3LVRFKURQL]DWLRQ" RI WKH DV\PPHWULFDO PHWHU LQ WKH L
LQ KLV 3UHPLEZKRF K KK K U Wdany iestigjesDNpFroGre@sive rock Both
of these observations point to the perception of asymmetrical meter as a marker of
SSURJUHVVLYHQHVYV’ sDRd&wevér,WRIlE Bisythin®tiat iQeteks are perceived in
progressive rock music more frequently than in traditional rock music, | believe that Bowman
oversimplifies the situation. It is not solely asymmetrical meter that characterizes prog (and by
extension, prog metal), but rather the more general element of rhythmic and metric complexity.

'"UHDP 7KHDWisliofiilelP ANV FULEHG DV 3SURJUHVVLYH ™ E\ IDQ
who typically emphasize the salience of rhythmic and metric complexihe bDQ GV ilP XVLF
particular. Members of the band characterize their music in this way as well; as former vocalist
Charlie Dominici explains in an interview wittiP magazine3'UHDP 7KHDWHU KDV D SUI

! Bowman notes that for musicians and fans, rhythmic and metriplesity seU YH DV 3SULPDU\ LQGLFDWLRC
technique-oriented aesthefithat is crucial to progressive rogkand, by extension, to progressive metal (Bowman,

Permanent Changé®8).

% |bid., 4649.

% |bid., 184.
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HGJH DQG ORWV RI WLPHoRKIDFQIWVKQIKBLIXWLQJ Rl 3WLPH FK
GHVFULSWLRQ RI '"UHDP 7KHDWHUTV VRXQG UHNOHFWY WKH EI
rhythm and meter, which is somethingthaOOVR GHPRQVWUDWHG E\ WKH EDQG
GLVFXVVHG LQ &KDSWHU ndNdet geherdl fofmbl dudlineWitls 4eEtdri3 O \ L
labeled by key, style, expressive character, and met®® ZHYHU VRPH 3VFRUHV™ RQO\
sections according to a single prominent domain, eschewing any other information; most

frequently, this prominent domain is meter. One example of this type of shorthand score is

produced in Example 4.1, a screen showvKH IRUPDO RXWOLQH WR 3,Q WKH 3U|
, "shown in the DVD documentaghaos in Progres3 In this outline, one section is labeled

VLPSO\ DV 3 JURRYH ~ GHQRWLQJ WKH VHFWLRQYV PHWHU

Figure4.1 $Q H[FHUSW RI WKH 3VFRUH"™ WR "UHDP 7KHDWHUTV 3 (

* Charlie Dominici, quoted in WilsordWords 71.

®7KH WLWOH 37KH 3XPSNLQ .L Q fitle AridMo\tM&irseutiBn@Ifiri¢s Z Rslhdted@niChapter 3,

Dream Theater typically uses working titles for its songs, amcslare added later in the writing process.

® | hear this section in alternating measures of seven and six rath@otigistent measures of thirteen; this is due to

the relatively slow tempo and the strong accent on the eighth beatpaftten, which coincides with a repetition of

thematic material from the beginning of the pattern. Also of note in thimge isSWKH VHFWLRQ ODEHOHG 35X
which corresponds to a passage featuring several meter changes.
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Labeling formal sections in this manner demonstratek H E DnQidzfatforFdR meter
as a primary musical element,aMiSHDNV WR WKH EDQG®Ne®dRIeURFN DHVW
telling way in which Dream Theater demonstrate iU R J U H V \&LitY $€dfl id/domains
of rhythm and meter for the creation of musical meaning. The most explicit cases from Dream
7TKHDWHUTY RHXYUH LQYROYLQJ U lkienthe Pdnstait @&erBhfiy/tHdt FD O VL
supportthettHPH R1 3 &R QV W Disgi¥sed i\diaR @ Chapter 5) anBRIW QR\V XVH RI
Morse code to rhythmically spell a messag@ifit the Name of God | U RrRin of Thought

This chapter delves into the most commonly-encounté@d) R J U HHhyt¥roiy &hd
PHWULFDO SKHQRPHQD LQ 'U it thoseHatproMid§ memrvkhvcbripleX SH F L
experiences of temporality. | have divided these phenomena into two large categories:
complexity involving direct relationships between meter and motive, and complexity
independenR1 PRWLYLF WUDQVIRU PR3saRE of tAdedtioRKadDdS WH U [V
subsections discussing each of these categories is ordered by the frequency with which | perceive
the phenomena they describe; thus, motivically-related metrical expansion is most frequently
heard, whereas metrical reinterpretation is relatively rare. | have included examples from every
studio album Dream Theater has released to date, in order to demoWétlakte ESDyii3tie TV
consistency throughout its twenty-four year histbryhe majority of the selected examples are
drawn from instrumental Introduction, Link, Conclusion, arefpecially2 Interlude sections of
compositions, illustrating the typical formal locations of rhythmic and metrical complexity in
'"UHDP 7TKHDWHUTV P XV LVErse seRtiohsYate diso\Wddissdd @s the band does not

exclusively confine complexity to instrumental sections of music.

Complexity Resulting from Direct Relationships between Meter and Motive

Wallace Berry notedVKDW LQ *UHFKRWHPXWEBQ LQFUHDVHG IUDJP

metric structure resulting from increased tendencies of the motivic surface to relate to and

" The message a Portnoy catchphrase that is too vulgar to gristtransliterated by Portnoy intbythmic figures

RQ KLV GUXP NLW IURP WR PDQVIWVK® WRIGIJ)DOR WG WRBRHK ZQERP 37UDLC
available from http://faq.dtnorway.com/category/22; Internet; accessed 10 May 200HDP 7KHDWHUYV XVH RI
Morse code is probabl GLUHFWO\ LQIOXHQFHG E\ 5XVK %RZPDQFDR\VGHY WKDW 5XV
transliteratedU K\WKPLF ILJXUH WKDW LV EDVHG RQ WKH ORUYRURRBMHRIIRU 3W R Y \WF
International Airport (BowmarRermanent Changé&0).

8ASNRWHG LQ &KDSWHU , GR QRW G L VBlx¥ Eloud4aDdPSik & Hibingds i was DOEXP
released at the end of the writing process for this project.
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condition meter and grouping :KLOH %HUU\ UHIHUV DPELJMWEENO\ WR 3UHF
gualification, his discussion proceeds to analysesidftwentieth-century concert music.

+RZHYHU 'UHDP 7KHDWHU 7\ iSdlsR d priry ékavgte ¢f v QudeX V

featuring directmativic and metrical relationships, as most of the meter changes heard in the

E D @ BUkic accompany altered motivic or thematic restatements. Berry claims that motives
condition meter in these contexts; however, there is no objective conclusion one can reach about

the true transformational catalyst, apart from one derived from historical evidence from the

composer that lends insight into how he or she considers the situation.

One could also suggest that composers use meter itself as a motive, and transform
PRWLYHV LQ DQ DSSURSU L D Mied"Z BoimWHRdSsbH, Whiks @ndlysi df WKH EDU
Emerson, Lake andBO P H U TV 3sebns@dpdsit that the band used meter motivically,
altering pitch-and-rhythm themes in order to adhere to developmentally-functioning metric
WUDQVIRUPDWLRQV 3«PRVW RI WKRIFKL OwEERYRMM KH RSHQ
variations (to fit the different meters of the various sectiots)

While | have not found convincing evidence regarding Dream THhéhAfinéeptiBn of
this chicken/egg problem, Portnoy suggests in an interview that the band considers meter to be
primary: 3 Z H $e writing something and we work together when we write the médsand
someone willVD\ 3 FKHFN WKLV RXW «WKHQ VBRPHERSGhatdtad¥ H ZRXOG
let's make that threé R X U D Q Gs @oKoH@ Choita4 $VVXPLQJ 3WKLV  DQG 3WKD
a thematic idea, it would seem that the band uses meter as an arranging técinijue&/ WL Q J”
riffs rhythmically and/or melodically in order to fit prior conceptions of grouping. Another
insightful comment from Portnoy regarding developmentally-functioning meter changes appears
in the documentaryhe Making of Train of Thought which the drummer discusses
SWUDQVSRVLQJ" D ULII LQWR D @anhéeHsuriap to/travgoBing a/iff oD W X U H
a different key:> Both typesR1 3SWUDQV SRV LWLR QV stat€béiRgSodrdate ol | |V L Q|
itsgoal state WKXV RQH FRXOG LQWHUSUHW 3RUWQR\TV FRPPHQW

Dream Theater uses meter motivically, with motive being conditioned by meter. However, |

? Berry, Structural Functions in Musje08.

YBerryevenXVHV WKH WHUP aBRIraY EhcfoRhHUScthough he does so in passing without
qualification (Ibid., 397).

“'Holm-Hudson,$ 3URPLVH "HIHUUHG ~

2 PKRWHS 3'UHDPIHZHOMHWHILQV -

13 Dream TheatefThe Making of Train of Thought3 R U W Q R\ | tionXsOgDe T iX @haper 3.
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remain unconvinced of this; thus, | describe situations involving direct motivic and metrical
relationships in a neutral manner in my analydds § 3P Hakpdrisieiovolving
DXJPHQWDWLRQ U Dépirision WHDX@® WPLHOW U URIPOD X JPHQWDWLRQ”
expansion resulting in augmentatipn
Metrical Expansion
The most common type of rhythmic and metric complexity in DreanDMMEHU IV P XV LF
that involves exact relationships between meter and motive is expansion. Metrical expansion in
the EDQGYV PXVLF W\S Lirdivic©N tHe@aiR algnirebr&ivv Hhough it often
accompanies instances of addition and repetition. Each of these three tecismioutazely
HQFRXQWHUHG LQ '"UHDP 7K Hdhi¥ hhéeticsl gatens &f Exparddibh, wWwiidhF O R Q J
label as additive process
Augmentation. Dream Theater frequently uses augmentation to vary the restatement of a
ULlIl ORVW FRPPRQO\ WKH ULIITV ILQD®BrQtRicllyRU JURXS RI ¢
augmented, ® XOWLQJ LQ DQ HIWHQGHG R UeadtfihgfnBoRHe DedtlL O\ 31UR]HC
measure of music. The feeling of an extended upbeat is heightened when the use of
augmentation coincides with a metrical expansion; for, while the resultant change in meter is
initially surprising, the listener can retrospectively hear the expansion as lingedrandn
strengthening the upbeat, which results in an increased sense of arrival at the subsequent
downbeat. This is especially the case when the initial riff is presented in mixed and/or non-
LVRFKURQRXVY PHWHU DQG LWaisvehidaou@métdG SWDLO™ LV KHDU
One example of KLV VLWXDWLRQ IURP 'W&hhe oFdemddd W the) §V FDWDO
Conclusion section of 6 ROLWDU\ 6 KHO O -ingpitedHVEHWKH B RDERHA W RI1 36L]
'"HIUHHV RI ,QQHU 7XUEXOHQFH" |URBegiiring aD5CBE, 4 RParRtiotV KH VD F
on the previously-sounding accompanimé&itR 5XGHVV TV NiHpeEesebedGsW KHPH
melodic figure in the guitar and bass, and is doubled at the octave. The initial two-bar riff, which
outlines a D Lydian collection, is in mixed meter, which | have notated as a measure of 6/8

followed by a measure of 5/8 (see Figure 42).

¥ 7KLV ULII OLNH PDQ\ RI '"UHDP 7KHDWH O hWad SbR/@rialic iféa®, BRWHG RI WZR
which begin with the same motive. However, | hear the two-bar uaicamplete idea; thus, ODEHO LW DV WKH 3L
instead of the one-bar unit.
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Figure 4.2 Augmentation and metrical expansionid HDP 7KHDWHUTTV S8ROLWDU\ ¢
5:41.

The subsequent iteration of the riff is altered slightly, with the final A3 held for an extra
eighth note in duration, creatingthekd HOLQJ R D 3| le&ling @to tKeSrex Ddssure.
7KH 3SD\RI foliehing\diwwhbeat is amplified by the accompanying metrical expansion,
ZKLFK HOLPLQDWHY WKH D Esuhdndactrehdis dgroupiidand pidseRe3 GieE D U |
ULIITV SUR P LoQare) ulse Krday.H G

A second example of concurrent metrical expansion and augmentation in Dream
7KHDWH U that iR/blvey tbeextension @ W KH P D W L Fcotr@d frirfi Yet3anoEherO *
mult-PRYHPHQW FRPSRVLWLRQ 3% &MKdgateH nih gftoDIMR QY ©~ 7KH
Introduction section fromthéeLUVW PRYHPHQW 37KH &UdideMIR®@ 6 XQULVH ™ |
octaves in the distorted seven-string guitar, six-string bass, and keyboard parts at 1:26. This
theme, which is primarily composed of alternating open-string B naturals and a descending
figure clearly outlining the B Aeolian scale, sounds in an isochronous septuple meter, which |

have notated as 7/4 (see Figure 4°3).

!> The only deviation from the B Aeolian collection is the accented F3 at thenéryf the riff, which forms a
SIODWWHQHG ™ ILIWK DdaRsY Rhigidrtcurad @i &sbl¥n$ now didfonic scale-degreetexsino
Chapter 3, is emphasized in heavy metal genres, and to me characterizdsathjzarficularly metal-influenced.
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Figure 4.3 Augmentation and metrical expansion in Dred K HDWHU{V 3% &KDQJH R 61
1:26-1:52.

Justasinthe 6 ROLWDU\ 6 Kthi©ri@ compisesvBWelated one-bar sub-
thematic ideas that can be heard as call and response gestures. The augmentation in the power
chord-harmonized restatement of the Zifihich in this case elongates the final eighth note of

the first subthema once again results in an extended upbeat that can be retrospectively heard as
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strengthening the following downbeat. However, while the augmentation-related metrical
H[SDQVLRQ LQ WKH H[FHUSW IURP 36ROLWDU\ 6KHOO” " LQYROY
meter, this passage is isochronous throughout. Nonetheless, the thematic and metrical extension

in this example does yield a similhtHHOLQJ Rl SQRUPDOL]DWLRQ "~ DV WKH VF
tePSRUDULO\ FK D Qdupl&ghuRint th® préserves a greater number of salient pulse
streams” 7KLV IHHOLQJ RI 3reiltbh® bftbevwestaténient is aided by the

backbeat played by Portnoy indaalf-time feel,*®

which creates a more consistent, typical rock
groove and groups the syncopated eighth note rhythms as subdivisions in a common diatonic
3+3+3+3+4 patterh? 3ARUWQR\TV F RtAisMaliginedpleRed@| tRdughout the majority

of the following 7/4 bar provides the listener with more of a sense of continuity than his irregular
accents during the initial presentation of the riff; as such, | hear the expanded thematic
restatement as being relatively stable, despite its mixed meter.

Addition. Another technigue Dream Theater frequently employs in creating expansion
via direct motivic and metrical relationships is addition. Instances involving addition and
metrical expansiom W KH E D Q @d Not BN lesult in feelings of stability or continuity
indeed they tend to disrupt these feelings, despite motivic simil&rigiad can be further
categorized into two primary grougsxpansion with terminal addition, aegpansion with

intermediateaddition. A third category, expansion with initial addition, can also be

16 Butler, following Cohn, notes that pure spans are derived from a $imeter and are metrically stable, whereas
mixed spans are derived from multiple integers and are more likely to prestital ambiguities (Butler,

Unlocking the Groove81). The primary rhythmic levels of the 8/4 measure from this example dvasat on a
power of the number two; thus, this measure is a pure duple kawise, the primary rhythmic levels of a
normative 9/8 measure are all based on the number three and create alpggainip

In Figure 4.3, | use parentheses to indicate that a pulse stream is teppeasilvated, whereas the sgfR O 3~
is used when given pulse stream is discontinued or undermingdll dbthe pulse streams | perceive in the
example result from the riff itself; some are articulated by the drum patt &authe quarter note pulse)

18 7KH WH Utimelfigdd OV W\SLFDOO\ XVHG LQ SRSXODU PXVLFUW R/ IGRHQAF \$IODH HVG. V
E\ D JURXSTV UK\WKP VHFWLRQ DUH DWHPHRWNGKDXOF KWWK K D/WR WW K HUUSIYRW
However, since the rhythm section typically functions in establishieigr and tempo in popular music, the

perceived result of a change t¢& DWLPH IHHO" LV RIWHQ D VORZLQJ RI RYHUBDOO SXOVF
non-rhythm section members sounds diminuted despite not being alteeats sound as divisions, divisions sound

as subdivisions, etc.The half-time feel backbeat in quadruple métarherein the snare drum accent is heard on

the third beat of every measure in the original tegmovery common in rock music, and is essentially the case

with this example, though | have chosen to notate the first meafsiive thematic restatement in 8/4 to clearly show

my interpretation of it as an expansion of the initial riff.

9In this example, both the 3+3+3+3+2 pattern of the of the 7/4 medpighth-noteg which sound as beat

divisions? and the 3+3+3+3+4 pattern of the 8/4 measgreighth-noted which sound as subdivisions due to the

half-time feel are diatonic; however, the latter grouping is far more common in roslcpand thus contributes to

P\ LQWHUSUHWDWLRQ RI WKH WKLUG QRWDWHG PHDVXUH DV D 3QRUPDOL]
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K\SRWKHVL]HG KRZHYHU , KDYH QRW FRPH DFURVYV DQ\ H[DP
music?°

By far the most common type of addition-related metrlddlISDQVLRQ LQuMWKH EDQG
involves terminal additoAW KDW LV D QRWH RU JURXS R QRWHV DGGHG
noteworthy example of this type can be heard in the Conclusiemée RQ RI1 37KH 'DQFH RI
(W H U Q L Whe cdridépPalburBcenes From a Memo(gee Figure 4.4).

Figure 44 $GGLWLRQ DQG PHWULFDO H[SDQVLRQ LQ 'UHDP 7KHDV
6:07.

20 All three of these conceptsinitial, intermediate, and terminal addité®f DQ EH UHODWHG DV VXEW\SHV |
addition; that is, they denote situations in which an inner part of an initraktiealtered® IURP ZLW KL Q

3S(( WHUQDO'LD GAVWKRQPHG ODWHU LQ WKLV FKDSWHU DYCGROHWWIUGRHEHRILQ\
the given theme, frequently involving the addition of new material.

2 Accordingly, the exceBWV R1 36 ROLWDU\ 6KHOO  DQG 3$ &KDQJW \RH &AM BSV@ QV ™ GL V|
said to exemplify expansion and terminal augmentation.
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At the beginning of the Conclusion, the band performs a two-bar, B Lydian-outlining
melody that is doubled at the octave and accents an isochronous compound duple pattern that |
have notated as 6/8 meter. The third and fourth bars feature a diatonic transposition of the
melody up a step to C#, resulting in a feeling of both tonal and metric conéirthig¢ykey of F#
becomes clear, the 6/8 feel is reinforced, and a normative four-bar hypermeasure takes shape.
However, the end of the hypermeasure is expahtiéd R 3 H [ W U D “notds [ai¢ lddd €1\td K
WKH WUDQVSRYV &h@ matkckéhehlity is\ebnhitiaéed. The brevity and accentual
weakness athe added sixteenths make the situation even more surprising, asthetysupport
the reinterpretation of the meter of the fourth bar as a well-formed, maximally-even 7/8 (3+2+2).
Rather, the additional sixteenths destroy any semblance of evenness, and result in the perception

of an extremely asymmetrical (3+3+1) grouping.

Figure 4.5 Transformation to an uneven non-isochronous meter in the Conclusion of Dream
7TKHDWHUYV 37KH 'DQFEO0RI (WHUQLW\
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Figure 4.5 depicts the thematic and metrical transformation with a London-style diagram
illustrating how the addition-related expansion yields this perception of a 3+3+1 grouping rather
than a 3+2+2 grouping. Here, | represent the transformation from the previously-perceived
isochronous compound duple meter to the lOW- RFKURQRXV WULSOH PHWHU ZLWk
subdivisiong which are thematically unrelated and accentually wWeattded outside the metric
F\FOH ZKLFK FRPPXQLFDWHV P\ UHVXOWDQW KHDULQJ RI WK|
truH 3

The return to both 6/8 meter and the initial motivic material in the fifth measure reinstate
the experience of continuity for the listener. However, the harmonic stability of the previous
section is thwarted by the transposition of the melody to A Lydian, which undermines the
projected key of F#. Also, the subsequent move to F# Lydian in the seventh bar sounds nothing
like an arrival due to the change in harmonic collection (which now includes a B# instead of a B-
natural), and eliminates the overall feeling of tonality hinted at in the outset of the section.
7TKXV , KHDU WKH &RwhieDiXcuddz @§ foufi-bQd/fifth theasutess
JHQHUDOO\ VXEYHUWLQJ WKH VHFWLRQYVY SURMHFWHG JRDO\
repetitive musical environment.

Another common type of additotbkHODWHG PHWULFDO H[SDQVLRQ LQ W
involves intermediate addition, wherein a note or group of notes is insexiedermiddle of a
riff. Figure 4.6 provides an example of this phenomenon from the end of the extended Interlude
VHFWLRQ RI 37K HighD frdown $y8tenthtr[Caokl hear this subsection as being
particularly organic,” as a single bar of material is repeated and transformed to generate twelve
measures of music. The initial bar includes two main riffs: the heavily-accentuated primary riff
in the guitar, bass, and drum parts, and the sweeping secondary riff in the keyboard part. Both
riffs could be heard and notated in an isochronous 5/8 meter with syncopation; however, the
clarity of the mutually-accented pulses leads me to hear a non-isochronous 2+2+3+3 grouping
that becomes reinforced in the following measure as the eighth note pulse stream is gradually
obscured. While the melodic transposition and alteration of the strange minor/octatonic pitch
material are noteworthy elements of the altered restatements of this riff, the most salient and
complex aspect of the short subsection is the metrical expansion to a non-isochronous

2+2+3+2+2+2 pattern in the even-numbered bars, which is directly related to intermediate
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motivic additions (which I have pointed out in Figure £%)This relationship can be shown
more clearly by expressing the evé€hXPEHUHG PHDVXUHVY JUR X9, W@ DV >
the bracketed portion representing the added beats and the parenthetical portion representing the

diminuted final duration.

Figure 4.6 Addition and metrical expansion in DreemAMD WHU YV 37KH 'DUN (WHUQD
5:20-5:40.

Z 0\ KHDULQJ RI WKHVH 3H[W-t:Rted@diitioHsMs BovheRvRa\ptolslerfdlic) 43 they are not
always grouped adjacent to one another and vary in position betwesidbe Additionally, the final rhythmic
value in the even-numbered bars is shortened to an eighth note welgikbns the correlation with the odd-
numbered bars slightly. However, the restatements always begin /ghrie rhythm and general contour (if not
the same pitches), and end with very similar pitch and rhythm materiahdead to hear the relationship quite
clearly.
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The Interludeto? 7KH "DUN (W H Wb@ibues afted tig/subsection with an
undulating, transitional melodic gesture that is harmonized in parallel tritones and passesses
less-defined, non-isochronous accentual pattern. As such, | hear the subsection as providing a
significant degree of coherence and continuity in context, despite its complexity.
Repetition. Metrical expansion also coincides with instances of motivic repetition in
'"UHDP 7KHDWHUYV PXVLF TXLWH RIW H@seswfkaRghémtatiohdW K OHVV |
addition. Asis the situation with these previously-discussed phenomena, repetition-related
expansions are usually located in terminal and intermediate riff posiiédpsWKH EDQG{V PXVL
The most common position for motivic repetition and metrical expansion in Dream
TKHDWHU(TV P XVdf &thexheWWHte ailNobDthexérminal expansions | have discussed so
far in this chapter serve to creadfeRKHUHQW YDULDWLRQ WKH EDWIGTV XVH F
is typically situated at a hypermetric boundamiso engenders a unique experience of
temporality. On the one hand, the experience is similar to that of terminal augmentation (as in
WKH 36 ROLWD U\ ,&KitaHe finel [sa§eSo0the metrical cycle is emphasized, creating
a more definitive sense of arrival on the subsequent downbeat. One the other hand, the
experience is distinct, in that it involvestteefHUFHSWLRQ RI D U Hpb¢sdDMWIH G RU 3GR
often makes me feel as if | have betN Q R F N H €lightly i Nrhe?
One example from DreemKHDWHUYV RHXYUH WKDW HOLFLWV VXFK
RI WKH &RQFOXVLRQ V HIe&esAQQ@MA RetmoRZeYerall trduRiBal elements
hint at the progressive rock style throughout this song (especially the clichéd eclecticism of the
fifth-mode harmonic minoV FDOH ITURP WKH VtRoQgh{ Weredive the infludnée
most clearly in the Conclusion via juxtapositions of tempo, timbre and meter, as well as metrical
complexity. Whereas the previous section uses traditional rock instrumentation and sounds in an
isochronous quadruple meter at a medium tempo, the Conclusion drastically changes to a faster
tempo, accentanon-isochronous triple meter (which | have notated as 7/8 with a 2+2+3
grouping), and uses electronically-generated tabla and sitar sounds, which lend an overtly (and
VWHUHRW\S L Ribge 0 thehdd\® Wdtdf Sounds of the six-string electric bass, drum set,
and distorted, detuned guitar. This radical discontinuity combines with the motivically-related

% Indeed, instances of terminal repetition-related expansion wherein the fineé isatpeated without any
DOWHUDWLRQ FDQ VRXQG DV LI WKH UHFRUGLQJ KDV 3VNLSSHG ~
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expansion of the hypermetrical upbeat in the fourth bar of the section (shown in Figure 4.7) to

create a very surprising temporal experience that | hear as clearly prog-influenced.

Figure 4.7 Terminal repetition and metrical ek(pQVLRQ LQ 'UHDP 7TKIHBIWHUV 3+F
11:51.

The upbeat expansiédnwhich results in a surface-level change from the non-isochronous
7/8 meter to an isochronous 4MQYROYHYVY D WUDQVSRVHG UHSHWLWLRQ RI
NH\ERDUGYfV LQLWLDO ULII 2ZAtmhéKolLiétivH QW DV M QRIL QWKH WHE W
subthematic unit. This terminal repetition creates a déja vu-like double upbeat, which, combined
with the doubling of the transposed motive at the unison and octave (by the guitar and bass,
respectively), points more emphatically toward the downbeat of the next subsection (a full-
textured restatement of the first hypermeasure).

'"UHDP 7KHDWHUYV FDWDORJ DOVR LQFOX@auddioMigYHUDO L (

metrical expansion related to intermediate motivic repetition. One such example is the riff to the
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third Verse sectionof 7 KH *UHDW ' HECDAGrEesMiiehRs a varied return of the
material from the previous Verg¢see Figure 4.8

Figure 4.8 A comparison of guitar riffs it 7 K H atDébate; Verses 2 and 3 (4:27-4:46 and
5:10-5:33).

In the second Verse, the guitar riff (which implies an E Phrygian collection and is
doubled an octave lower by the bass) accentuates a non-isochronous 3+3+3+2+2 pattern that is
reinforced by both the drum and vocal parts. This pattern is altered in the third Verse, as
repetition of the falling-second/falling-seventh motive is added to the interior of the réf. Th

resultant pattern of sixteen pulses (which | have notated as eighth notes) is grouped as

#$V PHQWLRQHG LQ &KDSWHU 37KH *UHDWRBEDWH U@ BRIWALWO\ LQIO
The riff to the Introduction andfUVW 9HUVH VHFWLRQ RI 37KH *UHDW 'HEDWH® EHDUV D
,QWHUOXGH U4GL[IURP Z)RUKNVLPLODULWLHV LQ UK\WKRRJIRHORGQ W GG | WHLLPH
between the two riffsis mettttZ KHUHDYV 7RROYV ULII PDLQWDLQHG D FRQVIWDQW SI
alternates between 2+2+3 and 2+3+2 groupingkK H ULIIV WR 9HUVHYV DQG RI 37KH *UHDW 'H
WKHPDWLF DQG PHWULFDO WUDQVIRUP DWYRQVYI R IkeRdbdrishipisméi LI1 DQG WK
extremely clear. Thus, | have chosen to focus on the unamisigatationship between the material of the second

and third Verses.
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3+3+3[+3]+2+2, which forms a diatonic rhythmic pattern that sounds as a syncopation above the
drumpart $V LQ WKH 3% &KDQJH RI 6HDVRQV® H[DPSOH 3RUWQR\
expanded restatement of the riff by performing a half-time feel in quadruple meter, which groups

the eighth notes as subdivisions rather than divison8 KLV 3LVRFKURQL]DWLRQ VKR
4.9) combines with the slowing of the tactus to create a more relaxed experience in the third

Verse section, as well as a more seamless transition into the subsequent Chorus section, which is

also in quadruple meter.

Figure 4.9 A London-style diagram of the metrical transformation and intermediate repetition in
37KH *UHDW 'HEDWH

Additive Process.An important stylistic characteristic of progressive metal is the use of
systematic long-range metrical processes. Bowman describes the artifice of such patterns as
SPHWULFDO FRQVWUXFWHGQHVYV ~ ZKLFK KH QRWZQM LV W\SLFI
"UHDP 7KHDW Hh&fast Badhvhbritype of long-range metrical construction involves
additive process. In this way, | consider the bfsd PXVLF WR EH LtH@WAHYW WH[WXDO Z

% For clarity of comparison, | have notated the half-time feel of the thirdeMiar4/2, which, though it is an

uncommon time signature in rock transcriptions, preserves the eightprasémtation of the riffs.

®%RZPDQ 3/HW 7KHP $00 0D NH37Mathinéta? Z1€p roakaslube of long-range metrical

patterns, which may have influenceddP¥ ODN{V GHF th¢ VK@ WR FF IDWHO *SURJUHVVLYH PD
DUWLFERMHV®HQJ OHWDO °
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minimalist music of Reich, Glass, Rzewski, and otfiérmwever, as | have noted in Chapter 3,
| have yet to find historical evidence supporting direct influéficehe most important
GLIIHUHQFH EHWZHHQ WKH DGGLWLYH VWUXFWXUHY LQ 'UHDF
is that they se unambiguously metricél they typically possess clearly-articulated orienting
accents that generate feelings of strong and weak beats. Also aiding in the perception of the
E D Qdadifive processes as truly metrical is the relatively long duration of the average rhythmic
level undergoing expansion. Whereas many additive minimalist works feature prime units of
expansion that are difficult to hear as measures due to their brevity (for instance, the initial five-
pulse grouping of Philip- O D \Iwd RagegPart I)lasts for about .8 seconds, sounding more
like a beat undergoing expansion than abat)) HDP 7KHDWHUfV ZRUthEV XVXDOO\
systematic expansion of larger units that are readily interpreted as being on metrical, hyperbeat,
and hypermetrical levels7 KH UHVXOW RI WKH P HW bddiEve Pro@ebsésxsiai R1 WK
altogether different experience of time than with those of the minimalists. Whereas minimalist
DGGLWLYH SURFHVVHYV DUH RIWW& CGHR-RJ1IERHDG D Q GWL.IW RN'H
VHQVDWLRQ RI WL P HpedbHibeBe gthietudasvkhidh fiy ndv/usually eliminate
the perception of normative four-bar hypermetrical phrase groupimy®lve clear goal-
directedness and thus linearify.

:KLOH WKH WHUP 3DGGLWLYH SURFHVV"™ VHHiRN WR LPSO\
DGGLWLRQ LQ LWV IRUPDWLRQ 'UliKexifoseé kftthe watyU vV DGGLWLYH
minimalists? also involve the techniques of augmentation and repetition to create long-range

expansiori: There are a few examples of additive process using additionHilDP 7KHDWHU TV

27)RU H[DPSOH , KHDU SDUWLFXODU VLPLODUEWVYMMMWEBQ&HHQRUHH RP */QKH\D
3DJHV ~ 5]HZVNLYV 3/HV ORXWRQV GH 3DQXUJHV D@ BIGHBRSNAL HRISYH B M IFFE DU
temporality), and, especially Q G U L H VokEtGE VvV 3
8 Cateforis argues for an intertextual connection between the rhythagitces of minimalism and math rotla
style whose treatment of meter is, as | have discussed in Chaptée Zimilar to that of progressive metal

&DWHIRULY 3+RZ $OWHUQDWLYH 7XUQHG 3URJUHVVLYH ~
#'Wes York provides an authorized transcriptiomaf Pageshat includes formal labels (Parts I-V) in his
DQDO\WHV RI WKH SLHFH 6HH :HWntiRgd bh Glased PRiEharGKBdteRfektVY ~ L
(New York: Schirmer Books, 1981§0-80.
% &RKQ UHMH FidéX of tihizRs$$mb§R/U 3Y HU W L F D O L Wefiv&d mitikialst Sarkyhidh/ V
require time to unfold (Cohm7UDQVSRVLWLRQDO -&IRsB BEatJSIMIHR 5H R F RABYILRN D V H
Music). HecODLPV WKDW PXVLF ZKLFK SURJUHVVHV WR BIVBHDLWKIRISKIDIVPRP V
pieces) possesses order, motion, progression, and cithais, it supports the perception of linear time.
IHYHUWKHOHVY |, KHDU '"UHDP 7KHDWHUYV RXYWW. P OWLPFROM EW® HDQUYMR O LHYH
toward goals on multiple levels (i.e. that of the measure, hypermeasune| §&ction, etc.).
3L For instance, York notes Gla$% Xf\dthl processes of addition and repetition in the patterned expansions of
Two Pageglbid., 60-80).
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oeuvre, however, including KH OLQHDU H[SDQVLRQ KHDUGYGeXJdh QJ WKH

(see Figure 4.10)?

Figure 4.10 Linear additive process) '"UHDP 7KHDWHU (\V2:26-B4b6.<WVH -DP °

In this example, the initial unit serving as the palette for expansion is a four-bar riff
comprisingasingle hypermeasure in quadruple meter. This initial riff is overtly metal-
influenced, containing heavits LVWRUWHG SRZHU FKRUW&WhWythlhDB OORSLQJ™ S
reminiscent of Metallica and other thrash metal bands, and harmonic emphasis on the lowered-
second and lowered-fifth scale degrees, which outline the tritone-accentuating Locriaft mode.
The systematic metrical expansion of this riff, on the other hand, points to a progressive rock

influence and creates an intertextual connection to minimalist music.

%2 The title of this songpay§ RPDJH WR WKH EDQGTV LQLWLBWURIPD GBIVRI\ WRA/IHNVHWW \L \
% The riff accompanies solos by the guitar and bass (respectively) tls@raetal-influenced, featuring typical

3SVKUHG JXLWDU’ ™ W H Fiar@édniiapdinvg, Wettold dkindipliéking, and squealing glissandi.

Additionally, the keyboard solo is fashioned like a metal guitar sotbijraiudes heavy doses of portamento to

create shrieking guitar-like sounds.
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The restatement of the initial riff during the bombastic guitar solo features changes in
centricity and rhythm (especially the lack of syncopation in the beginning of the first and third
bars); however, the most salient difference is metticalncurrent thematic addition and
metrical expansion appear at the end of the hypermeasure, and the fourth bar of the riff is
changed to quintuple meter. While this terminal addition-related metrical extension is indeed
surprising, it does nothing to suggest a minimalist influence, and instead invokes the progressive
rock style. However, the two added beats at the end of the further-altered restatement of the
initial riff during the bass solo aid in the retrospective interpretation of the entire forty-measure
section as a single unit guided by a slowly-unfolding linear additive process; thus, | consider this
example to be intertextual with minimalism.

While there are a few examples of linear additive process similar to the example from
37KH <WVH -DP” LQ 'UH D R méteidomnteuegiitivelbydess und in the
band$ music is an interrupted linear process, which | label as ABAC additive metrical process
(or ABAC-AMP).3* The individual labels A, B, an@ in this label refer to metric cardinality: for
instance, an additive ABAC pattern on the surface level might hypothetically involve a bar of
triple meter, a bar of quadruple meter, a restatement of the initial bar of triple meter, and a
concluding bar of quintuple meter (3+4+3+5thus, in an additive ABAC pattern, B is greater
than A, and C is greater than both Aand B 'UHDP 7 KH D W Hroefrid cRaxagterof W K H
these subphrase/phrase-level patterns typically parallels the concomitant motivic/thematic
character, which would be labeled either [abad] mrore commonly [ D D {]D BdoiH[abac]
and [D D T]Bubfifrase/phrase structures generally involve the gestural pattern of Statement-
Departure-Restatement-Conclusion, which is a pattern | hear frequently in rock music (as well as
in many other styles of popular musié) Thus, | conceive of the ABAC-AMP as
reconciliation between minimalist linear additive process and a typical rock subphrase/phrase

structure.

34IhaveheardatleastoneexampleofanABAC—Al\/{Pd—|DFK Rl "UHDP 7KHDWHUfVY VWXGLR DOE’
% My labeling of this patterp abbreviated SDREIROORZV :DOWHU (YHUHWWYV GHVFULSWLRQ |
bluessGHULYHG 65'& VWUXFWXUH ZKLFK KHVGELYEG XV WH 8 R IKRNDEXOV\V H 6 HR-

The Beatles as MusiciarRevolver through the Anthologlyondon: Oxford University Press, 1993)18; see also
Everett,7KH J)RXQGDWLRQV RI 5RFN )URP 3% OXH 6XH@Gohdérk xfotd WR 36 XLWH
University Press, 2008), 14141.
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Bowman analyzes an earlier example of an ABAC-AMB 5 XV Kduetidn@Ww U R
3&\JQ XV in Progressive Rock Reconsidef&avhich involvesa 6+7+6+8 pattern related to
systematic terminal motivic repetitich. ' UH D P 7 K ABAZAMPl\nvolve this type of
repetition and metrical expansion frequently, though | also hear examples of patterned expansion
in the band$ music that are concurrent with instances of addition and augmentation. The most
commonly-encountered ABAGGO3V LQ 'UHDP 7K HDheweMar]invdive Situxtivirs]
in which the specific type of motivic transformation is inconsistent (8\ gk H 3'HSDUW XUH"
subphrase feature®@ X JPHQWDWLRQ ZKHUHDYV ¥¢itlodués Qddidokd)V OReQ ™ V X E ¢
example of this type is the Link sectiof Rurhing My Soul from the albuntalling Into
Infinity, which connects the end of Derek Sherirfiaviterlude-closing keyboard solo to the third
Verse section (see Figure 4.11).

Figure 4.11 ABAC additive metrical process (ABAG03 LQ 3% XUQLQI}4BBHHRXO

7KLV H[FHU S Wsfatenhe@t] WiiciDia simdlification of previously-sounding
PDWHULDO LQ WKH DFF Rs8@ DuokRés @ vieWaR riyidit) pa@erDsQuiiding

% Bowman,3peW 7KHP $00 ODNH 7K RUAIZEOVADKNasFec] 6f Bowmdhshalysis is the

narrative signification he attributes to the emergent nature of the metrical pattern.

$V , KDYH PHQWLRQHG HEZDOLUHHKLIEQQXYIOXHQWLDO FRPSRVLQLRQ IRU
particular may have been influential. However, | hear ABAC additive metrical atteather Rush songs quite

frequently.
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in triple meter, which | have notated in 3/4. Petrucci performs this pattern with distorted, palm-

muted E power chords ZKLFK FRPELQH ZLWK 0\XQJYV GRXEOLQJ RI WKt
EstringzDV ZHOO DV 3RUWQR\YV ORXG ORZ WRP thaestelafvely DQG G
SKHD Y\ " wmcdl@fGnodern metal bands. KLV WLPEUDO 3KHDYLQHVWV"™ FORWK
minimalist ABAC-AMP that emerges in the four-bar hypermeasure, resulting in an eclectic

sound that is characteristic of progressive metal.

The second measure serves as a slight Departure from the initial riff, and is characterized
by the addition of two sixteenth notes to the terminal position of the bar (or perhaps by the partial
repetition of the two sixteenth/eighth rhythmic motive from the outset of the tHeri&ls
motivic transformation accompaniggtrical expansion, which undercuts the quarter note pulse
stream of the tactus, yielding a surprising experience upon first listen. The quarter note stream is
restoredLQ WKH WKLUG EDUYY 5 HVWDWHPHQW VXESKUDVH DQG [
fourth bar, which features a clearer terminal repetition and expansion to an isochronous 4/4
meter. The resultant profile of the hypermeasure is that of an interrupted additive process on the
surface level: the grouping eventually increases from six eighth notes (the 3/4 bar) through seven
eighths (the 7/8 bar) to eight eighths (the 4/4 bar), but with a return to the initial grouping in the
third bar that obscures the overall linear expansion.

Another example of an ABAC-AMRPURP '"UHDP 7K H DiM¥hioH kultipizW D O R J
expansion-related motivic techniques are presented comes from the beginning of the Interlude
VHFWLRQ WR 3/LIWLQJ 6KDGRZV AR¥dké&seaHiyDre 4.12). Ri°th/ KH DOEXP
section, however, the expansion is heard on the two-barl¢lrat of the hyperbeat in the
V H F WdigRtp&r\guadruple hypermeasure. The initial Statement hyperbeat sounds as two
PHDVXUHV RI TXDGUXSOH PHWHU DQG IsQaidined eEllsvelW KH , QW
by Petrucci. This riff outlines the B minor pentatonic scale (with a lone C# passing tone), and
features a salient over-the-bar line syncopation that is heavily accented by both Portnoy and
Myung. The second hyperbeat transposes and alters the riff to outline a fifth-mode harmonic
minor scale on E that is initially decorated by a dou@Qié¢4 LIKE R U 3 @B OR& XUH’

Departure subphrase features two altered restatements of the first bar, and includes a déja vu-like

% The lack of a salient melodic contour in this riff makes the distinction bettypes of motivic transformations

difficult, if not altogether arbitrary. However, | find it less problematiab®| the transformation at the end of the

VHFRQG EDU DV DGGLWLRQ UDWKHU WKDQ SDUWNVNDOHWSISRWLWVRQRDYJ, W
IDU” LQ WKH PRPHQW UDWKHU WKDQ DV DWMULIRPHXUUHQFH RU EHLQJ 3NQRF
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terminal repetition of the eighth/quarter syncopation at the end of each measure that coincides
with a metrical expansion to sextuple meter. Linear metrical expansion is interrupted in the
Restatement subphrase, which returns to quadruple meter and transposes the initial riff to A
minor pentatonic. The Conclusion subphrase of the sectiom seventh and eighth measuies
includes yet another thematic and metrical expansion, and begins by repeating the first nine beats
of the Departure (transposed to begin the double neighbor on) Eflahe eighth and final
measure of the section deviates from the internal consistency of two-bar units with regard to
metric cardinality? and additionally deviates from the consistent use of motivic repetition-
related expansioh by sounding in a septuple meter that is related to the addition of a four-beat
ascent to a climactic D5 in the guitar melody. This extension of the Depaidmieh itself is
an extension of the Statemémtesults in an overall additive profile on the hyperbeat level in the
Interlude from A (eight beats) through B (twelve beats) to C (thirteen beats); however, the
additive process is non-linear, as the return to the initial cardinality during the Restatement
subphrase undercuts consistent exparigion.

8QOLNH WKH 3% XUQLQJ 0\ 6RX0O" H[DPSO han¥ibK HoesVHFW L R (
not undermine the tactus-level pulse stream (which | have notated as a quarter note), which |
hear as combining with its organic thematic nature to result in a sense of sustained continuity
amid the disruptive changes in meter.

Another interesting aspect of this example involves harmony. The root motion of falling
fifths every other measufewhich further reinforces the hypermetrical segmentation of the
section into four unt8FUHDWHY D IHHOLQJ RI KDUPRQLF LQVWDELOLW\
metrical complexity and serves to create contrast between formal units sharing a D centricity. |
hear the thematic repetition in the Interlude as combining with the root motion to create a
progressive metal trope on the falling fifths sequence of common-practice tonality.

% The transposed repetition is inexact, as Petrucci includes palm-muted sixtetstiat the end of the seventh
measure. Additionally, the Conclusion is differentiated by the drum pattkich no longer accents the guitar
syncopations and more clearly emphasizes the tactus-level quarter note pulse stream

“°The expansion in this excerpt is also non-linear with regard ia¢hease in cardinality: whereas the expansion
LQ 37KH <WDV/HG-BY%® X U Q L QekamplésRrdc@éded incrementally by one unit (16+17+18 and 6+7+8,
UHVSHFWLYHO\ WKLY H[DPSOHYV LQFUHDVHY DUH LQFRQVLVWHQW
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Figure 4.12 ABAC-AMP on the two-barleveL Q 3/LIWLQJ 6 KDGRZB3Z356D 'UHDP -’

Metrical Contraction
In Structural Functions in MusjdNallace Berry used examples from Beethoven and

Blacher to define thé PHW U L F daRWhhUrddtwWasBELQLWLDWLYH LPSXOVHV RI L
| UH T X #QrRasé examples involve systematic long-range contractions (e.g. the 8+8+4+2
SDWWHUQ IURP WKH 6FKHU]JR PRY HP H QsikhilB to%hel patte KR YHQ TV 6\
from the Dream Theater examples | discuss later in this section, WdADEHO DV 3VXEWUDFV
SURFHVV  DQG 3PHWULFDO OLTXLGDWLRQ ~ +RZHYHU VLQJXC
ZKHUH WKH SURMHFWHG GRZQEHDW FRPHV 3\WRR VRRQ 2DUH |

“1 Berry, Structural Functions in Musj@383.
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music. These contractions, which are typically related to the motivic transformations of
GLPLQXWLRQ DQG VXEWUDFWLRQ VRXQG PRWhatel B HTXHQWO\ |
terminal transformation-related expansion often involves a complete realization of the projected

ULII SOXV SH[WUD" GXUDWLRQV ZKLFK FD @nd/resultiHa WR VWUHQ.
relatively low degree of disorientation, terminal transformation-related contréctwiich does

not involve a complete realization of the projected riff and may undermine salient pulse

stream$ usually sounds quite surprising.

Diminution. The most common developmental motivic technique associated with
PHWULFDO FRQWUDFWLRQ LQ "UHDP 7KH batedthitratdony b= LV GL
mentioned previously, occurs most frequently in the terminal position of an altered restatement
of a riff. A clear example of metrical contraction that is concurrent with terminal diminution
IURP "UHDP 7KHDW H befjivniRdooitiz Cehdlusivh 3¢ WR 3+HOOYfV .LWFKF
from Falling Into Infinity (see Figure 4.13).

Figure 4.13 Diminution and metrical contraction i hUHDP 7KHDWHU(TfV 3#1BOO0OfV .LW
3:40.

In this example, the primary dotted-quarter%ifihich is doubled at the octave and
initially evokes the Lydian mode with #4-PRW LR Q D E R Y Hiswtaiéd &dp ¥ Weltkbegt

in compound quadruple meter, which | have notated as 12/8. The second and fourth bars of this
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examplez which sound as the weak hyperbeats in a normative four-bar hyperntasere
PHWULFDOO\ DOWHUHG WR VRXQG DV ZKLFK FRUUL
last two dotted quarter-notes (on B and G#, respectively).
These contractions, which temporarily deactivate the tactus-level pulse stream, sound
abrupt; however, a more disorienting phenomenon sounds in the second hypermeasure. This
phrase begins with a melodically altered (but not metrically altered) restatement of the initial riff,
which features a consistent ascent up an A# Phrygian tetrachord. In the moment, two projections
of the second bdfV J U RaXesla@Qsible: either the meter will remain as 12/8 (thus rectifying
WKH DEUXSW PHWULFDO 3SUREOHP” RI WKH LQLWLDO K\SHUPI
the patterned alternation of 12+10). Surprisingly, neither of these projections is realized; rather,
the subtheme is more thoroughly diminuted, sounding as a measure of 4/4. While this grouping
preserves the both the isochrony and the quadruple beat cardinality of the initial riff, | hear it as
more disruptive than the 10/8 bars, as it subverts more implications.
Forme, WKH DGGLWLRQDO GLPLQXW L RhiptsRalsd/ériédtestaReN O XV LR C
implication? that of a systematic contraction, which, like the projections of 12/8 and 10/8 for
the bar, never materializes; instead, the 12/8 grouping persists in the final hyperbeat. Overall,
Dream Theater is able to create and undermine a significant number of projections in a relatively
short amount of time in the Conclusion by using carefully-placed, thematic diminution-related
metrical contractions, which create interest in an otherwise repetitive musical environment.
Subtraction. Concurrent thematic and metrical contraction is heard frequently in Dream
7 K H D W Hit/jath® téchnique of subtraction, though not as often as with dimirfation.
Though terminal subtraction-related contraction is more common than the intermediate variety, |
begin with an example of the latter phenomenon; | do so because both examples in this
subsection come from the same sBAURWRPD QLD "~ | UR\RK& &nd tHe ©x@anipte
of intermediate subtraction begins the work (see Figure 4.14).
S(URWRPDQLD " WKH LQVWUXPHQWBDOUWHNXQ® H RY HE 8 Q W
,WVHO I Wwith Bl ddb@aus keyboard Introduction whose inconsistent voice-leading and
chord qualities belie its logic. This Introduction is also metrically vague, as it begins by

2 Cateforis alludesV R 'R Q & D Ed2 Of@QubtthRtifvrelated metrical contraction in his analysis of the song
Stupid Puma, ZKLFK KH FDOOV 3WKH SURWRW\SLFDO PDWILKY H RN § R Q J3 WRDIW H MR
245 "6KHLQEDXP DOVR LPSOLHV WKH SKHQRPHRR®W LQVKRX EKQPID\WRHW\WRQ
describe subtraction as a compositional techrigoe simply observes rhythmic differences between two similar
PRWLYHY 6KHLQEDXP 33URJUHVVLYH 5RRERNWQG WKH ,QYHUVLRQ RI OXVLF

95



accenting two unequal durations, each of which can only be interpreted as supporting the
VXEVHTXHQW VHFWLRQYV JURXSLQJ ZKLBRhefit@lYH QRW|
measure of the first four bars is slightly shorter than the previous three, and seems to be related
via the subtraction of an eighth-rest near the end of the lnatrwhich one?

This too is only clarified retrospectively, by the treatment of the guitar riff. This two-bar
riff, which enters abruptly to begin the main theme of the song, is performed an octave apart by
the distorted guitar and bass, and, like many Dream Theater riffs, is composed of two related
subthemes. Each subtheme accentuates the first and last beat of the non-isochronous measure
with chromatic root motion (F#-&#-A) that seems to clarify the implication of chordal planing
from the keyboard introduction. The location of subtraction-related metrical contraction is also
elucidated by the main theme, as the eightiti VW EHWZHHQ WHHeapXslowiited ULIIfV *
during final subphrase in the four-bar hypermeasure; thus, the thanteby extension, the
keyboard IntroductoALY DOWHUHG YLD LQWHUPHGLDWH VXEWUDFWLR
division.

Interestingly, the altered measure is also metrically ambiguous. Despite the clear
subtraction in the main theme that is involved Nt & FHQW XDO JURXSLQJYV FKDQJF
(2+2+3+3) to (2+2+3+2) in the guitar, bass, and keyboard parts, the drum part forcefully
emphasizes a different rotation of this non-isochronous 9/8 pattern (2+2+2+3). Though |
normally hear the drums as possessing thewio§ URXSLQJ 3SRZHU" LQ 'UHDP 7KHL
perceive each pattern as equally strong in this example on different ffstens.

3 Metrical vaguenessin which no determinate metrical pattern emerges due to an absence dferstritigtural

levels? is described by London as being different from metrical ambiduitywhich a truly metrical context can

be construed in different ways by different listeners (Lonétearing in Time 86).

*4 This ambiguity informs my transcription, as | continue the initial (2+2+#8)mjng in the keyboard and guitar

SDUWYV LQ WKH PHDVXUHY ZKLOH QRMWKNLQJ 3RUWQR\TY SDUW DV EHJL
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Figure 4.14 Intermediate subtractionand méfDO FRQWUDFWLR@OL-GCRZ(URWRPD |

Another example of subtraction-related metrical contraction can be heard in
3(URWRPDQLD” GXULQJ WKH /LQN VHFWLRQ EHWZHHQ WKH HQ
return to the main theme; this time, the subtraction is of the more common terminal variety (see
Figure 4.15). In this section, Petrucci perfoan¥ H U\ 3 K-kbDnding two-bar power chord-
centric riff on F# with a quick rhythmic figure that is doubled®yX QJfV SHGDO ) V DQG
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3 R U Ve QorhlI§ kick drums. Petrucci deviates from the power chords only at the end of each
PHDVXUH ZLWK WKH V acEdrRi@dDyEe adk\of GahirSnutingiscestts once

again in the segmentation of the two-bar riff into related one-bar subphrases. Though the
quarterQRWH WHPSR UHPDLQV WKH VD P the DvwerdllQuigé isislowdi®y TV , Q W
3R UW Q Rtifi/feklb&zkbeat WKLY UHLQWHUSUHWY WKH GXUDWLRQV R
syncopated, seemingly-improvised variations on the main theme as subdi{isistet

UH S HDW L QsinithaKril twiic &t a full drum texture, a third iteration begins, with

SRUWQR\ SHUIRUPLQJ WKH VHFWLRQYYVY FKDUDFWHULVWLF UK\
However, this restatement BEUXSWO\ WUXQFDWHG DV WKH ULIITV WHUP
downbeatRl WKH PDLQ WKHPH DUULYHV 3WRR VRRQ °

Figure 415 7THUPLQDO VXEWUDFWLRQ DQG PHWULELBO FRQWUDF

$V ZLWK WKH H[DPSOH I|U RIRavd ¢hesehlio-hbratte tHisEEMin"4/2 for the purpose of
notational clarity.
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Though the resultant triple-meter bar preserves the tactus-level half note pulse stream (as
well as all of its related lower-level streams) and does not create an asymmetrical pattern, | still
hear the metrical contraction as being quite startling. This is due to its early hypermetrical
position: whereas most of the examples | have given in this chapter involve the alteration of a
terminal hyperbeat, and thus of a metrical state that had been essentially realized, the contraction
in this excerpt truncates a hypermeasure that had barely begun to exist; thus, rather than solely
hearing the subtraction of the surface-level half note duration, | additionally hear the subtraction
of the remaining twelve half notes that would complete a normative four-b&f unit.

Subtractive Process and Metrical Liquidation. :DOVK REVHUYHV DQ SLQWHUF
subtractve pPRFHVV™ LQ WKH &RQFOXVLRQsiwsectoM VIRPV-IBandD U )X UR L
the Snow Dog”~ D V-partidafnposition from the 1975 albufty By Night*’ In the example,
the trio performs E unisons with eigh@RWH UK\WKPV DFFRUGLQJ WR :DOVKT
incrementally-decreasing groups of seven, six, five, and four before concluding with a sustained
E power chord. This instance of linear subtractive process strikes me as particularly
minimalisic, as the motoric and evenly-accented eighth note pattern combines with the static
melody to create metrical ambiguity and a lack of goal-directednddsd DP 7TKHDWHUYV FDW
does contain a few similar examples of linear subtractive process; however, they are decidedly
more metrical, and thus possess a higher degree of teleology. As such, | consider them to be

HIDPSOHV RI ZKDW %HUU\ FDOOV 3PHWULF FRQWUDFWLRQV ~
Blacher cited irStructural Functions in Musi®

7KH WHUP 3PHWULF FRQWUDFWLRQ™ GRHV QeRé/inl XOO\ GHV
'"UHDP 7KHDW H Wé\ver, BsX UduBlly pelRceive a salient motivic transformation and
functional role that accompanies the systematic reduction in grouping. Most often, the band

deploys a metric contraction simultaneously with a gradual motivic disintegration to bring a riff-

“% In this way, the example can be considered an instance of botfalrgebiraction (involving the contraction of a

theme) and external subtraction (involving the contraction of a hyperreethastiis dependant upon the repetition

of a theme). | discuss external subtraction later in this chapter.

4" Walsh,Structure, Function, and Process in the Early Song Cycles and Extenagsi&dhe Canadian Rock

Group Rush178-179. 3 %-YVor and the ShnowRJ™ DFWXDOO\ FRPSULVHV RQO\ IRXU PRYHPHQV
movement is further divided into four subsections, with eachesuiion possessing atittelRWDEO\ :DOVK{V
DQDO\WLYV RI WKH PRYHPHQW LV LQ VXSS RURIyRIRKLVD B UIKIROHGW LRU VK HR F
LQIOXHQFH DQG KH IUHTXHQWO\ FOUD DRMVWKRD WP WWH LEFID@G K M VWY Bl RIL JFXKLD O
8 One might,eODEHO %HUU\YV 3PHWULF FRQWUDFWLRQ DV D PR ULF FUHVFH
FUHVFHQGR LV DOUHDG\ LQ XVH DQG GHVFUKBMKPDFERHY P H GXKR QRPHRAR
LQFUHPHQWDO GHFUHDVH RI D UK\WKPLF GXUQWRABYQH D @PHWWLHP HQMNMFH C
the duration of a perceived accent-delineated rhythmic grouping.
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centered musical section to a close and allow new material to break through to the foreground.

,Q WKLV ZzD\ WKH SURFHVV LQYRNHY 6FKRHQEHUJYV FRQFHS\
operates beyond the level of pitch-and-rhythm motives and involves meter, | refer to it as
SPHWULFDO O02QMXIIHID®WEB8R RI PHWULFDO OLTXLGDWLRQ IURP
from the transition between the Conclusion of the second movement and the Introduction of the

third movement from the title track to the alb@utavarium(see Figure 4.16).

Figure 4.16 Metrical liquidatonLQ 'UHDP 7KHDWHU 13/4G-2FA8DYDULXP -

Immediately prior to this example Q 32 F W D" RDOdeds ¥dtforms a prog-inspired
synth solo atop a chromatically-descending line in the guitar and bass, whose accents are echoed
b\ 3RUW Q R p&ttene Ukifaccompaniment can be heard as a call-and-response texture,
ZLWK WKH 3FDOO’" -EXRWH B KIUKRHFNW RKX G H V HidiggVel ss@iGedVKH 3UH )\
power chord with a root a semitone lower in pitch-class sp&c¢. 5 X G sblo\édhves to a
close, the accompaniment takes the foreground, though it is fragmented: only tiig FoW-H 3SFDOO’
remains, and it is presented in compound quadruple meter (which | have notated &s T2i8).
SFDOO”™ ILJXUH LV WKHQ VXEMHFW hté cohRacbonia/dvnith&@tibnV LF PR W L

“9The duple periodicity of the drum pattern in the first measure oéaisple may lead some listeners to hear 6/8
rather than 12/8; however, | hear the restated four-note motive as being altg@nitonary.
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wherein the initial dotted-quarter rhythm is changed to quarters, then to dotted-eighths, and

finally to eighths. In the final bar of this transition (which | can still perceive as a norrhative

yet uneven and non-isochronduur-EDU K\SHUPHDV XU H is altéekedifuttiet, &L DO 3FD

the last of the group of four notes is subtraét@desumably to lead to the following key of F

minor without alteringthe® RW LY H {V F HKirizé&l bhiromadi)devcant. An sixteenth note

durations, the overall rhythmic/metric pattern is as follows: 6+6+6+6, 4+4+4+4, 3+3+3+3,

2+2+2. The combination of metric contraction, motivic disintegration, and transitional function

in this example yields a very salient experience of liquid&tiboan readilyfeel WKH 3OHGLFDWH
$ZDNHQRRYHPHQW 3VKULQNLQJ DZD\ LQWR QRWKLQJQHVV D

begins.

Though a handful of examples of the motivically-related, linear subtractive metrical
SURFHVV WKDW , KDYH ODEHBH& W \L QP'H\W D P FDKH D WHXLIG/D RVA\R
common long-range subtractive phenomenon is the interrupted ABAC process. This process can
be considered the inverse of the interrupted ABAC-AMP discussed earlier in this chapter; thus, |
give it the unwieldy label ABAC-SMP (ABAC subtractive metrical process). Just as with
ABAC-AMPs, ABAC-SMPs outline the subphrase/phrase structure of Statement-Departure-
Restatement-Conclusion, which in turn reinforces a quadruple hypermeasure. The sole
difference between the two phenomena is the nature of the variation within the weak hyperbeats
ZKHUHDV WKH 3% ~ DQ GBAC-AMRYHDJUEH WV IHU WheBtQand &él 3$° K\ S
YDULHG E\ WKH WUDQVIRUPDWLRQV RI DXJPHQWDWLRQ DQG F
hyperbeats in ABAC-SMKF DUH VPDOOHU WKDQ WKH 3% K\SHUEHDWYV DC(
transformations of diminution and/or subtraction.

A clear instance of an ABAC-SMPURP "UHDP 7KHDWHUYV RHXYUH FDQ |
ILQN VHFWLRQ WR 3k Odge€s gfnbndV KurbuleriRghich immediately
SUHFHGHYV 3HW U Histéried MarfoRePgaiVsvia. F

*0 The baritone guitar was popularized in American surf and country musiis typically tuned a perfect fifth

lower than the traditional tuning of a standard guitar (ADGCEA). Whiteresults in a lower range capable of

creating thunderous distorted power chord riffs (and indeed thenrestius used by some metal bands for this

purpose 3% OLQG )DLWK™ GRHV QRW LQFOXGH H[DFPSIHHG RHVWE@®RWHLQFOG G\M LD
material that is impossible to perform on a standard guitar. As shehitdte to ascribe any stylistic significance to
SHWUXFFLTV FKRLFH WR XVH WKH LQVWUXPHQW LQ P\ DQDO\VLYV
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Figure 4.17 ABAC subtractive metrical process (ABAC-SMPLQ 3% O L @®0pHRP.WK ~

The Link begins with the guitar and bastta QJ XS /D% ULHYV YRFDO V\QFRS
previous Bridge section (which | have notated as dotted eighth Abt&&ese instruments vary
the dotted-eighth pulse stream in the Statement of the initial riff to create a common diatonic
rhythm (3+3+38+2+2) on the level of the subdivision atop the implied quadruple rifeter.
the Departure bar, the rhythmic character of the riff begins identically; however, the terminal
JURXSLQJ LYV VXEWUDFWHG ZKLFK UHWURVSHFWLYHO\ FL
DUULYDO RI WKH 5HVWDthe ReEstaOe§t Praseedstehbdjeéction of another
3/4 grouping in the subsequent measure bailespecially since there are no audible changes

made to the initial riff (and as such, one might imply a two-bar pattern that is literally repeated).

*1 Endrinal categorizes the types of DO VHFWLRQV URXWLQHO\ FDOOHG 3% ULGJHV  E\ St
the presence of texted lyrics, labeinXQWH[WHG LQVWUXPHQWDO FRQWUDVWLQJ VHFWLR
VHFWLRQV 3, QWHUY HQWHH/URdsBsNiavdath pretiochidance in the field, | will maintain the use

Rl WKH WHUP 3% UL G JH ht ¥éRraStiHg/sEdtidnE 6f t&ktedlQd thatRypically lie between Choruses

of SRSXODU VRQJV WKRXJK , GR IROCGOHRZLRLF\ XOGFDRNVHIH WHUP 3, QWHUO X
°2 During the Link, Portnoy plays a double-time quadruple meter et backbeat accents on the notated off-

beats), such that the diatonic rhythm sounds on the division level tlaéimethe subdivision level. However, this

material is repeated during the keyboard solo of the Interlude sectibrRavtnoy playing at the same tempo as the

ressoo WKH HQVHPEOH $V VXFK , UHWURVSHPWERDWGWULQ DY HNJFS W H WL XVIKGIU VS L
tempo notated in Figure 4.17.
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However, another metrical surprise comes in the form of a further contraction in the fourth bar;
this results in the retrospective recognition of an interrupted subtractive process that unfolds on
the surface level from A (eight eighth notes) through B (six eighth notes) to C (five eighth notes)
throughout the four-bar hypermeasure.

The specific type of motivic transformation related to the metrical contraction of the
Conclusion subphrase is ambiguous: one might hear the resultant (3+2) pattern as related to the
initial riff through the intermediate subtraction of a (3+3) grouping; however, one could also
understand the pattern as related directly to the Departure subphrase via the diminution of the
terminal (3+3) grouping into (2+25. Regardless, the consequential non-isochronous meter
introduces the most startling temporal experience of the Link, as the quarter note pulse stream
that had persisted throughout the secti@md indeed for the entirety of the song to that pbint
is undermined. Interestingly, Portnoy continues his quarter note-accenting double-time 4/4
pattern through the contracted bar, and throughout the majority of the subsequent altered
UHVWDWHPHQW RI WKH K\SHUP H DnwXyéideptiontoLretér Wike V GRHV Q1!
repeated section or sound polymetrically, it rev¢dd WKH GUXPVY Sdih&riWanUQ RI VWU
accenting off-beats with the snare drum in the manner of a double-time backbeat, the pattern
attacks the beat more clearfy.| hear this pattern reversal as increasing the intensity in the
repeat of the Link, which creates a heightened anticipation of the following formal section.
Metrical Reinterpretation

Chapter 2L QW U R G X F BDG6rés M WIDODUOOW LR Q RI WKH WHUP SPHWULF
which was originally¥ and problematically used to describe the reinterpretation of
K\SHUPHWULFDO HYHQWY % XWOHUYV VROXWLRQV DUH WKH
SWXUQLQJ WK Hedehddd wiich deRcxitig Gurface-level reconsiderations of meter based
on changes in texture. These terms strike me as slightly unwieldy and fanciful (respectively);
additionally, they avoid re-defining the original problematic term. Thus, Mid¢éH WHUP SPHWUL
UHLQWH U SdgerEvEI) Betdrilie thé\fétonsideration of surface-level beat strength, beat

grouping, and beat division in my analyses.

%3 tend to support the latter interpretation, due to the shared weak hyperméadeat@nt of the second and fourth
bars, as well as the melodic leap at the beginning of each bar. Howekeanhltyses are viable.

** Portnoy breaks from the 4/4 pattern in the Conclusion subphuisisg the repeat of the Link, instead accenting
in unison rhythm with the guitar and bass.
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Three types of metrical reinterpretation are routinely experiehd®@d ' UHDP 7KHDWHU(V
music: the reinterpretation of beat division (simple v. compound v. non-isochronous or
SDGGLWLYH" RI EHDW JURXSLQJ RU FDuUM@bf@inodesty\ L H WUL
location. These phenomer@H H G Q 1 WirécQr#&iandhibs between meter and motive;
KRZHYHU LQ 'UHDP 7KHDWHU fM™uB,XMLcEn tMhK of matfit8ILFDO O\ GR
reinterpretation in these instances as the reinterpret&bnD PRWLYH RU WKHPH{fV PHW
presentatiornvia changes in beat division, beat grouping, and downbeat lo€atigras Portnoy
putsit,assWUDQVSRVLQJ D WKHPH LQWR D GLIITHUHQW 3WLPH VLJ

5HLQWHUSUHWDWLRQV RI EHDW GLYLVLRQ DQG EHDW JUF
SUHLQWHUISPHWD MWAIRM We®H E B BERQWHU Q y@ndlyseR Id ity LQJ ™ L C
to better explain the moaW\SLFD O VLW XD W L RQudicQwherid B thematiehyWw H U TV
and accentually-delineated span is held constant while internal beats and/or divisions are altered
(e.g. a span of six divisions that are initially perceived as projecting a simple triple meter are
altered so as to project a compound duple meter, thereby reinterpreting both division and
cardinality, as in a hemigla Reinterpretations of downbeat location are describeélotbyW O HU TV
colloquial and disco-influencelV HUP 3SWXUQLQJ WKH EHDW DURXQG ~ KRZH"®
OLQH VKLIW" LQ P\ DQDO\VHYVY DV , KDYH FRPH DFURVYV WKLV
experiences as a jazz and rock performer.

The3WLPH VLIQDWXUH WUDQVSRVLWLRfgydenthKimaive LQ 'UHDI
the technique ofmetric modulatiori as well, wherein the transition between different tempi is
smoothed via shared pulse streafhddetric modulation is often used during transitions in
classic-era progressive rock, an®@ OVK EULHI O\ @d0ohlet\YechXiqui ifi the
transitions between formal sections in the multi-moveniétTor and the Snow Dog’

One example of metrical reinterpr&#aL RQ IURP '"UHDP 7KHDWHU®Y FDWDO
WHFKQLTXH RI PHWULF PRGXODWLRQ LV WKH EHJLQQLQJ RI W
albumAwake(see Figure 4.18) 7KLV H[DPSOH SRVVHVVHVdie@Qth@ WHQVH 3P

distorted power chords performed on the seven-string guitar in its lowest possible range (in

% Jerry Coker even devotes a section of his WelR R Z Q MD]] SHGDJRJOERRNVWIRI W K H: REBW
Elements of the Jazz Language for the Developing ImproWsami, FL: Warner Bros. Publications, 1991, 83).

%% Metric modulation was popularized by Elliott Carter, and is also knovthdopame$WHPSRUDO PRGXODWLRC
SWHPSR PRGXODWLRQ

" Walsh,Structure, Function, and Process in the Early Song Cycles and Extenagsi@dhe Canadian Rock

Group Rush183.
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standard tuning), as well as the volume with which Portnoy attacks the drums; however, the

S D V V hétHcfcemplexity points to the progressive style.

Figure 4.18 Thematic/metrical transformation and reinterpretatio 37 KH OL U-ORIWU ~

7KLV ¥ Rt@ddttion features two types of metrical complexity within the first six
seconds of its duration. The first of these is concurrent terminal subtraction and metrical
contraction. After a brief, distorted shriek of an anacrusis (produced by sweep-picked natural
KDUPRQLFV 3 HW ULuddeFdetgvhifeH uitdlLfab €ontls, featuring three short
rhythmic durations and a rest. The accentual grouping of this part is eventually delineated by the
entrance of the drums, which retrospectively project simple quadruple meter (which | have
notated as 4/4). Upon entering, the drums imply a more emphatic restatement of the initial bar
E\ VXSSRUWLQJ WKH JXdtiveé Dith I&uD shevedfurd &itadk& PFHowewrer, the
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final beat of the second bar never materializes, and a new, confounding pattern and tempo
HPHUJHV 3WRR HDUO\ ~ 5HWURVSHFWL YrHple matéctHhs FRQG P HI
altered restatement of the first bar that involves simultaneous thematic subtraction and metrical
contraction (see Figure 4.19).

The emergent pattern in the third bar is surprising, though continuity is afforded by both
motivic similarity (the maintenance of the three sixteenth note attack/single sixteenth rest pattern
of B power chords) and metric modulation, which smoothes the changes in tempo, beat division,
and beat grouping7 KH PRGXODWLRQ LV FUH D \teéldxtdehtiWwisté] whish Y RW S X (
becomes grouped in threes as divisions by the drums, rather than grouped in fours as
subdivisions as in the previous measures. One could also consider the pivot as being the dotted-
HLIKWK ZKRVH GXUDWLRQ ZDV DFFHQWHG |aQd bétcoresLUVW W Z|
accented by the drums in the following measures. While mm. 3-4 could be considered an
example of polymeteRU 3SPHWULFDO GLVVRQ DWWtk tHé guitRrQadRiZeL QJ .UHEV
newly-entering bass) maintainingdlLP SOH WULSOH SDWWHUQ dgh&iRied WKH G L
OD\HU , KHDU WKH GUXPV DV EHLQJ DFFHQWXDOO\ VXSHULRL
inferior status of syncopatiofi. As such, I illustrate the drum pattern with a solid line in Figure
4.19 to emphasize its metric status, whereas | represent the guitar syncopation with a dotted line.

O\ LQWHUSUHWDWLRQ RI WKH PHWHU FKDQJH IURP WKH V
OLUURU LQYROYHV WKH LQWHUQDO UHRUGHULQJ-mIgLG UHLQW
span. The truncated second bar creates the span, and the guitar and drums divide it into three
equal pulses. Then, the same span is repeated in mm. 3-4, but with a division into four equal
pulses, which necessarily creates chamgégat grouping and beat division, as well as the
experience of an increase in tempo b33 This interpretation, like most of the interpretations
in this chapter, is entirely retrospective, as the multiple meter changes are surprising in the
PRPHQW +RZHYHU WKH HJ[D P SiQdiehinhgmfeghoriddl listdchirgy \LHO G D C
experience that | encounter vertyytH TXHQWO\ ZLWK WKH EDQGYTV PXVLF |, IH}
EDFN"  LQ WLPH WR HYDOXDWH WKH WHPSRUDOLW\ RI D JLYHC

®)YROORZLQJ .U H HEisMeétrd disdadan@elwould i@ D E H O H Gisiteenth note o denote the
4:3 ratio between the two pulse layers on the level of the sixteenthlnuievide a more detailed description of
.UHEVTV W\SHV RI P HaWrntkiHobaget. VVRQDQFH

9 The actual tempo increases by a slightly higher amount, as the pedapeed up slightly in the third bar.
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such that the majority of my hearing becomes retrospective, rather than projective (as with

periodic music).

Figure 4.19 A London-style diagram of thilaematic/metrical transformation and subsequent
reinterprH WDWLRQ LQ 37KH40LUURU ~

Another example of metrical reinterpretation can be heard seconds later in the same
composition. At 0:23, the band settles into a heavy metal groove in a simple quadruple meter
that | have notated in 4/4, which resolves the metrical dissonance from the previous section by
presentingtheRQJTV LQLWLDO JXLWDU taBkbéat\did Baidhivddulide FaRQ V LV W H
drumming). | hear this section as possessing less tension than the opening measures despite the

loud and frantic double bass drumming, as the periodic meter consisézifdgs projected

107



pulses and allow® H WR 3FDWF K X $owaver, sddriDaerWatd? tHings become

metrically complex once again (see Figure 4.20).

Figure 420 2% DU OLQH VKLIW™ UHLQWHRSUMHWDWLRQ LQ 37k

The first two repetad measures of my transcription form the majority of a five-bar
hypermeasure from within the Introduction that contains an interpolation, such that the first
notatedEDU RI WKH VHFRQG \X¥RHABWieoIMinKNg hyper@ehkure. While
thH LQWHUSRODWLRQ LV VRPHZKDW XQXVXDO LQtolodrbP 7KHDW
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bar units), a more surprising situation occurs at the end of the fifth bar. Biergy U Histéried V
guitar parg which LV HFKRHG E\ 0\X Qcbfithuesis\¢har&@risW three sixteenth
note attack/single sixteenth rest pattern of B power chords into the next bar, while Portnoy
executes a drum fill that extends beyond the projected bar line by a sixteenth note. Immediately
afterward, Portnoy begins a double-time 4/4 patterQ WKH 3Z UR Qwhiclkhd WHH Q W K
continues for over eight measures in duration. Since the full-textured drum backbeat carries
more accentual strength than the guitar and bass parts in this instance, | do not hear the
subsequentsettRQ DV DQ H[DPSOH RI ZKDW .UHEV FDOOV 3GLVSODF
polymetric layers are offset by a given duration. Rather, | hear the drums as grouping the guitar
and bass parts as syncopations (as in the previous exafmlef that thet R Y H U doM/Rbeaf
LV UHORFDWHG 3IRUZ BeeGiguEe 4R D). HAS/ALrESRH H/QRALK/ SED'UWKKLHQ H VK L
Introduction riff2 which had persisted for nearly a minétbecomes reinterpreted, sounding as
if it has been rotateéackward by one sixteentf* Additionally, the previous measure
becomes retrospectively reinterpreted as having been expanded by one sixteenth. However,
since the expansio® R HV Q 1 e Xh@ @e¢viously-held quarter note pulse stream until the
very end of the bar (andthtsRXQ GV OLNH D EDU RI ,lha&@otat@isH[WUD  Q
measure as a very uneven 17/16, with the sixteenths grouped 4+4+4+4+1, rather than a rotation
of the maximally-even sextuple pattern 3+3+3+3+3+2.

Both of these examples of metrical reid &S UHWDWLRQ IURP 37KH OLUURU” F
GHPRQVWUDWH '"UHDP 7KHDWHUYV FRPSRVLWLRQDO S8HIILFLHC
by developing it in several ways over a long period of #inas well as its prog-inspired

penchant for creating an aural emphasis on meter. In these examples, the primary motive is

9 Due to the double-time pattern played by the drums, | hear the guithassdyncopations as sounding as beat

divisions, rather than subdivisions as before. While | have notatedlibecqgient section in double-time in Figure

4.20 (which uses the time signature 4/8 solely to maintain the appeafaheeguitar part as sixteenth notes) , |

have not changed the initial 16-cycle in the diagram to Figure 4.21 tayaie8 This is only for clarity, and is

done to show the similar quadruple meters in the initial section andtibéedtime section, despite the change in

tempo.

61 This 3U R W D W L R Qs masHf&HoQslyTeXdduntered in Stevéd LFKJVSLHFH 3&ODSSLQJ OXVLF ~ 71
WHFKQLTXH LV DOVR N\OQR MY DYVERDMWLRQ” DQG PRUH VLPSO\ 3UK\WKPLF
STranspositional Combination of Be&ODVYV 6HWYV LQ 6 W3tiltinh BlkslcE $€§ $1s@ RdedeFi% H D W

Class MOG XODWLRQ LQ 6W HMis$icoTHeoRykKSHactiaXpy2L(F003): 273804). | have notated the beat-

class transposition as lTn my transcription to illustrate my experience of the riff being rotasettward;

however, one could also show it as being rotated forward fifteen subd#/i®T;s). Also, while the rotation

technique is typically associated with minimalist composition, | do nottheashort example as being particularly

intertextual with the style. However, | do hear the beat¥*dla WUDQVSRVLWLRQ LQ 'UHDP 7KHDWHUTY
an intertextual reference, as it combines with other minimalist processes tcacne@te perceivable allusion. |

DQDO\]H 36DFULILFHG 6RQV" LQ LWV HQWLUHW\ LQ &KDSWHU
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almost devoid of character, as it possesses no melodic contour and features a simplistic rhythm.
However, this lack of distinctness makes the motive more metrically malleable, as it can be
reinterpreted into several groupings without sounding disorienting. Thus, by composing such a
SEODQN VODWH” RI D PRWLYH WKH-demr@ GusicQvidhee@sd.V LWVHOI W

Figure 4.21 A London-style diagram of thdoDU OLQH VKLIW" DQG PHWULFDO UH
Mirror, ~ 0:23-0:40.

A third noteworthy example of metrical reinterpretatbd RP "UHDP 7KHDWHUTfV FIL
involves the fourth theme from the episodic instrumental sceneSoames From A Memory
37KH 'DQFH RI1 (WHU Q L Wanwasdlis&uisseEd &aRi€Y i@his ¢hapter in the context
of metrical expansion. Though this example involves the same types of metrical complexity as

the initial example from this subsection (internal reordering and metric modulation), | have
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chosen to discuss it last; | have done so simply because both of the previous examples in this
subsection come from the same composition.

My transcription of this example begins midway through the formal section devoted to
the development of the fourth theme, whose 5+5+5+5, 5+5+5+5+4 rhythmic pattern is derived
fromnranHDUOLHU VFHQH LQ WKH FRQFHSW DOEXP 3)DWDO 7UDJH
chapter (see Figure 4.22)Y KLV SWKHPH” LV VLPLODU WR WKH H[DPSOHV I
character is almost entirely derived from its rhythmic pattern, as it possesses no melodic contour.
Additionally, the pitch-classBSHUIRUPHG RQ WKH ORZHVW RSHQ VWULQJV
sevenVWULQJ JXLWD U-sDigg®ads i Ghaffed by thése examples as the centric
pitch-class?

Figure 4.22 Metric modulation and reinterpretWLRQ LQ 37KH 'DQ@BH2R4. ( WHUQLW

2 7KLV WKHPH IURBfERBKGILWQFLY HYHQ PRIUGILPBORMGKBQOMKDW RI 37KH OLUU
naturals are not harmonized with power chords.
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2QH VLIQLILFDQW GLIITHUHQFH EHWZHHQ WKLV WKHPH DQ
metrical presentation, which adds another level of complexity to the experience of the music.
This ambiguity is created by the metrical dissonance between the predominantly duple drum
pattern and the irregular accents of the guitar and bass. While the two patterns eventually align
after eleven pulses (which | have notated as quarter notes), | hear a division in the theme in the
middle of the cycl&’ where the quarter note drum pulse aligns with its 5:4 grouping dissonance
on the subdivision level after four iterations. This alignment is not unequivocally projected,
KRZHYHU DV WKH WKHPH RQ O \pitdg WwEtkehipéricd®ity?Ltvg BoumMé&H G U X P\
bass-embellished backbeat continues, and its initially-duple pattern does not support a 5+6
grouping of quarters. | have chosen to notate the drums in a 6+5 pattern; however, there are
many possible construals of the situaBdnQ GHHG WKH WUDQVFULSWLRQ RI 37K
included in Dream Theat&rull Score Anthologywhich was advertised as having been
SUHYLHZHG DQG DIs8d) miatdsbotiEtheWyuitat and drum parts in%1/4.
Regardless of how one chooses to notate the metrically-dissonant cycle, it can be said to enliven
the highly-repetitive section dedicated to the fourth theme.

Dream Theater creates even more interest in the section through metrical reinterpretation,
which is heard during the hypermetrical upbeat to the more melodically-driven subsequent
section beginning at 2:06 (I have notated the modulation in the second system of my
transcription in Figure 4.22). Here, Portnoy takes up the five-sixteenth pulse created by the
WKHPHYYV VIQFRSDWHG DFFHQW XD O sSh2daslib badblig &l fa¢iH L Q W H U
while the guitar and bass continue the theme. This metrical modulation, made possible by the
five-VL[WHHQW K 318dolvés e 8i¥sOndmte between the two layers, and additionally
engenders the experience of a decrease in tempo by 20%. However, some ambiguity remains, as
the new tactud which is accenteE\ WKH GUXPV Y E DifdeHEtekmigdo Wity H U Q 2
regard to division type: while the drums group the guitar and bass rhythms as quintuplets which

divide the tactus evenly, there is no sounding division by a factor of two ofttas, it is

B8 7KLV WKHPH IURP 37KH 'DQFH RI (W HhQ11VeycleoDtRe guidttérnoe evel:Hhbtwelker, E H

since the quarter note pulse is abandoned during the metrical modulédioel, the cycle on the sixteenth note level

as a 44-cycle.

% Dream Theateiull Score AnthologyMiami, FL: Warner Bros. Publications, 2002), 11. As noted on the first

page of the anthology WKH WUDQVFULSWLRQ RI 37KH 'DQFH RVNRN B U WD ZDW] GRQ'l
and Chris Romero of progressivetranscriptions.com.

112



unclear whether the forming meter is simple or comp&tintidditionally, the backbeat is
abandoned after six quat€@ RWHYV DV 3RUWQR\ GRXEOHV WHKnHfWKHPHY|V |
the seventh pulse. This calls the higher-level grouping of the septuple drum pattern into
guestion, which could be considered to be 4+3, 6+1, or 2+2+3 in quarter notes (I have chosen the
first option in my transcription).
Yet another complexity arises toward the end of this hyperbeat, as Portnoy breaks away
from his slower pattern and returns to the initial tempo for two pulses, while the guitar and
keyboard perform an anacrustic gesture in sextuplets. | have notated this gesture as a separate
2/4 measure in the original tempo; thus, the resultant metrical profile of this example is an
internal reordering and reinterpretation of the initial 6+5/5+6 cycle into two bars: a 4+3 bar in a
slower tempo, and a 1+1 bar in the original tempo.
Mathematically, the two units represented by the systems in my transcription are not
equivalent, as the initial theme comprises 44 sixteenths and the reinterpreted unit includes only
43 (in the original tempo); however, | hear a hesitaiorhich | have notated astanuto? at the
end of the 7/4 bar as the band re-aligns in the original tempo that could explain the discrepancy.
This hesitationFR XOG EH GXH WR WKH EHZLOGHUPHQW RI WKH EDQC
which was apparently improvised and sounded like a mi§faket was a mistake, it was a
happy one, as the metric modulation remained ostemes From A Memoagbum. Also, the
band performs the metric modulation in live renditions of the song, and it generates as much

excitement from the crowd as the dynamic climax later in the form.
Complexity Independent of Motivic Transformation
The complexities that | have discussed thus far in this chiaptetivically-related

metrical expansion, contraction, and reinterpretatioomprise the most commonly experienced
WHPSRUDO SKHQRPHQD LQ '"UHDP 7KHDWHUTTV PXVLF +RZHYF

% | have chosen to notate the measure in 7/4 rather than 14/8, asd findahevidence to contradict a continuation
of simple meter.

® There is a note in the transcription of these measures Futh8core Anthologyhat seems to have been

informed by Petrucci (who reviewed the collection), which indicates thatd®artprovised his patternithese]
measures were originally supposed to be a continuation of the prédtiduteel but the recording ended up
sounding slightly different (lbid., 11).The emphatic nature of the metric modulation in the examplertnoy
repeatedly and unequivocally accents the pivot ulso supports the idea that the hyperbeat was improvised, as
Jatching onto a prominent antimetrical pulse stream is a common way for drummaergptovise polyrhythms.
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that are also routin@\ KHDUG LQ WKH EDQGYV FRPSRVLWLRQV WKDW D
development. In this section, | describe three general types of motivically-independent metrical
SKHQRPHQD LQFOXGLQJ H[SDQ ¥t BHDIWWAK AHH DARXIRIMNG DG G L W |
ZLWK H[WHUQ DddoppedEW D v /\WH_HRIIY pélyrHeer. | regularly perceive each
of these general types when listening to a wide variety of genres of popular music (including
even the most radio-friendly pop/rock); howevarsually hear them deployed differently in
"UHDP 7K HnDsi¢,H&tfie/band tends to utilize them specifically toward the creation of
surprising (and untraditional) non-isochronous meters. In this way, | hear a parallel between the
EDQGTV PXVL FlaBs@-era\nregie¥sive fodk.
Metrical Expansion

Addition. The most common type of motivically-independent metrical expansion that |
KHDU LQ '"UHDP 7KHDW H UdkiérralX(dt péstithendRc) dddiionwfkoehats or full
measures. In most casesH[WUD "~ EHD W thelBuwfaAtK-lde| igtSrdr(eate a single
SHIWUD ™~ RtHH2 ¥ntfth riff, while the perceived cardinality of the hyperreasdrich is
WA\SLFDOO\ IRXU LQ 'UHip maintdired WAL withthePthematieally-related
LQVWDQFHV RI PHWULFDO H[SDQV LMmepeqiew Kadt ZDitQG e PXVLF
usually heard at the end of the last measure of a four-bar unit, such that the hypermetric character
EHFRPHYVY UHWURVSHFWLYHO\ ThWidfly-8xteHdat-h@ebmétric profile
FDQ EH REVHUYHG LQ PDQ\ W\SHV RI SRSXODU PXVLF KRZHY!
typically involve the surprising undermining of previously-prominent pulse streams and/or the
creation of non-isochronous surface-level meters.

2QH H[DPSOH RI WKLV SKHQRPHQRQ FDQ EHUMSKEMQG LQ 37K
subsection that is part of an extended four-minute instrumental Conclusion that features guitar
and keyboard solos (see Figure 4.23).

In the beginning of this example, a separately-tracked distorted guitar (which is doubled
at the octave by the bass) performs a syncopated single-line accompaniment to the flashy
keyboard/guitar melody that hints at the diatonic subdivision pattern 3+3+3+3+4. While the
second bar of the forming quadruple hypermeasure embellishes the melody with sextuplets, |

hear the riff as being essentially repeated four times. The monotony of this pattern is startlingly

%" The only perceived change to the character of the hypermeter in thesedsssahat it becomes non-
isochronous.
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terminated at the end of the fourth iteration, however, as a random-sounding melodic ascent
(which is performed in unison rhythm by the entire ensemble) is attached to the phrase, which
moves the music toward the A-centric keyboard solo at 10:54. While | have notated the
additional material as a self-contained measure with a different tempo in Figure 4.23 (with the
previous eighth note pulse becoming the tactus), this example sounds to me as an unequivocal
expansion of a single four-bar hypermeagurelo not hear another hypermetrical downbeat

until the beginning of the keyboard séfo.

Figure 4.23 External addition and hypermetricll [SDQVLRQ LQ 37 KHOM3-#HTowW 'HEDW I

The removal of hypermetrical isochrony by the added ascending gesture at the end of the
phrase is somewhat disquieting; however, | believe that the related destabilization of the majority
of the previously-held pulse streafsicluding those of the sixteenth note, quarter note, half

note, whole note, and bre¥as the primary agent of surprise in this example.

% My transcription shows one way of notating this passage, thawaghex plausible alternative would be to

interpret the added bar as a 3/8 measure with triplet sixteenths. One couclohsisier the added material to

belong to the fourth bar, which would involve the surface-levehesion of the bar to an 11/8 grouping with a

maximally-H'Y H Q SDWWHUQ 5HJDUGOHVYV RI WHKHWIWHRMTVF MR W IBW Z3)HH
measures in the phrase, the four-bar hypermeasure would remain intact.
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Whereas the external additidnQ WKH H[DPSOH IURP 37KH *UHDW 'HEDW
a sense of arrival at a hypermetrical beginning (sounding instead as an expansion of a single
qguadruple hypermeasurdfy KHUH DUH H[DPSOHV RI DGGLWLRQ IURP '"UHD
create the percely L R Q R Ihypefridéasirés and/or hyperbeats. One such example is the
HIWHUQDO DGGLWLRQ KHDUG Gh¢ Nanigbf ZddtbmatalnéfJH VHFWLRQ
Thought which, combined with changes in texture and style, creates enough phenomenal accent

to form a hypermetric boundary (see Figure 4.24).

Figure 4.24 External addition and hypermetriCa H{SDQVLRQ LQ 3,Q &b6KHA32DPH RI *
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Many of the salient aspects of this example point to the heavy metal style, including
harmony (a fifth-mode harmonic minor collection with a centricity of C is outlined with power
chords), timbre (detuned bass and distorted guitars are used), rhythm (an aggressive drum pattern
is performed, which includes double bass drumming during fills), and lyrical content (an anti-
religion theme is prevalent, including the subversion of the pious IWid® 3% DWWOH +\PQ RI
5HS X E O was dizaki€aatl in Chapter However, a progressive element is heard after the
initial two hypermeasures of this example: a radical style juxtaposition involving an allusion to a
non-traditional popular genteHOHFWURQLF GDQFH PXVLF RU IROORZLQJ
3('0” .

This juxtaposition accompaniestheQVHUWLRQ RI WZR 3H[WUD” PHDVXUH
hyperbeats yet do not form a complete quadruple hypermeasure. The tactus-levelidse
| have notated as a quarter ndtie preserved throughout the insertion, and the quadruple
surface-level meter continues to be projected; however, the extreme change in style argl thinnin
of texture halt my perception of forward motion. Instead, | experience in the example a kind of
temporal stasis, which informs my labeling of the hyperbeats in Figure 4.24 with parentheses and
guestion marks. To me, this perception is highly irocoosidering that the inserted matefal
with its electronic drum machine timbres and, especially, its breakbeat rhythamdeniably a
stylistic allusion to the rhythmically-driving genre of EDM, which serves principally as dance
music?®
Metrical Contraction

Subtraction. The most common type of motivically-independent metrical contraction
WKDW , REVHUYH LQ '"UHDP 7KHDWHUYV PXVLF LQYROYHV WKH
measures. Though this type of phenomenon is not as common as thematically-unrelated
expansion, it is still quite prevalent.

In his dissertation%e RZPDQ UHIHUV WR VLQJOH ;dadJREiatdlc EHDWYV’
GRZQSOD\V WKHLU UROH LQ WKH VLJQLILFDWLRQ RI SURJUHV
music’® Popular music i HH G D E R Xdfofpeéd beatstkat are independent of motivic
transformation, though it is important to recognize that these events typically maintain

previously-held pulse streams as well as surface-level metric isochrony. This is especially true

% This example possesses significant rhythmic similarities to the mosti$aand oft-sampled breakbeat in the
KLVWRU\ RI ('O WKH 3$PHQ" EUHDN ZKLF% X W QHdiRigpiHe GloBwWaB-80)Q G DQDO\]H
Y Bowman,Permanent Chang®6-98.

117



in WKH FDVH RI WKH 3GURSSHG PHDVXUH ~ D YHU\ FRPPRQ LQV
music that can be heard in cases of hypermetrical eliSiSct HDP 7KHDWHUYV FDWDORJ
several examples of this type of external subtraction, which typically serves to invigorate

otherwiseUHSHWLWLYH PXVLFDO FRQWH[WYV ZLWKRXW GUDVWLFD!
temporal linearity. 2QH VXFK H[DPSOH DSSHDUV LQ WKH ,WURGXFWL
Me Under" | U Rfages and Word&ee Figure 4.25). In this excerpt, the well-established

TXDGUXSOH K\SHUPHWHU LV XQGHUFXW dedtioh KtR2:00H-vihidtO\” DUUL
causes the retrospecivé HLQWHUSUHWDWLRQ RI WKH QWURGXFWLRQYV

grouping due to metrical deletion.

Figure 4.25 External subtraction and hypermetrical elisibiQ 33X 0O 0H:58Q:@®HU -~

While similar examples of external subtraction on the hypermetric level abound in Dream
7TKHDWHUfV PXVLF 3GURS SHhéard ;br® WVéyuebtl & tbeksuviaseHaxeD U
As mentioned previously, these phenomena tend to result in the disruption of previously-held
pulse streams and create non-isochronous meters that are typical of the progressive rock style.

For example, the Link section favake V 3/tarprises a repeated (and slightly altered)

"_RFHO\Q 1HDOYV DQDO\VHV RI FRXQW Uhypentettidal indgRatig €spatialyk GLVFXVVLR
discussions of phrase overlap and elisgirenomena which involve hypermetrical reinterpretatiamwhat is

traditionally perceived to be a metricalB¥ TXDUH™ JHQUH 6HH 1HDO 3:*1DUUDWIOYH 3DUDGLJ
Form as Function in Country MusidVlusic Theory Spectru29/1 (2007): 41-73.
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guadruple hypermeasure whose finalbarich is not motivically related to the previous
material? is contracted by a randord-R X Q G L Q J Y@&dt drvisidr @hich | have notated as
an eighth note (see Figure 4.26).

Figure 4.26 External subtraction and metrical cthDFWLRQ LQ '"UHDP3:ZKFMRWHU YV 3

This instance of subtraction, like the majority of the motivically-related examples | have
discussed earlier in this chapter, sounds at the very end of the measure and the phrase. As such, |
am almost able to hear a complete restatement of the previous quadruple-meter rfieasures
maximally-even 3+3+2 division-level syncopation, which leads me to interpret the truncated
E D Udh\so@hronous grouping as an uneven 3+3+1, rather than a well-formed rotation of
3+2+2. 7KLV W\SH RI WHPSRUDO GLVUXSWLRQ OHQGY D 3SURJUH
dominated soundscape inthe LN KLFK LV FUHDWHG E\ WKH 3KHDY\" VRXQ

distorted and palm-muted power chords (performed on a seven-string guitar), the hard-hitting
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SDWWHUQ RI 3BRUWQR\TV GUXPV ZKLFK LQFOXGHV UDSLG GRX
subdivision during the fill that leads into the subsequent Interlude sectionp 8X@Q JTV- RSHQ
stringed BOs (performed on a six-string bass).
Other Metric Complexities

Polymeter.A common type of motivically-independent metrical complexity in Dream
7TKHDWHUTVY PXVLF WKDW GRHV QRW Ly!¥&OPOlmEtESIHEYL RQ R U
LGHQWLILDEOH DVSHFW RI1 '"UHDP 7KH D W&ahg §fén¢hiavacdeBze WR WK F
it by discussing this element exclusively. For example, | recently passed by an advertisement in
) O R U L G CHaugewriyhHMusic Building from an unnamed guitarist who was looking for a
drummer to complete a progressive metal band. ThisflEe RWHG WKDW RQH RI WKH J
influences was Dream Theater, and as such, auditioning drummers were informed that they
dnust be able to play polymetrically While this anecdote points to the importance of
SRO\PHWHU DV D FKDUDFWHUL]LQJ HOHPHQW LQ WKH EDQGTV
story was told to me by my colleague Sean Malone, who, in addition to serving as the bassist for
the renowned metal band Cynic, has recorded with Dream Theater members Myung and
Portnoy. During a rehearsal, Malone recalls Portnoy comically directing him to perform
polymetrically 3ou play in seven, 1 O O S O D &nd QI rhktlylat the chorug? This
TXRWDWLRQ RQO\ VSHDNV WR 3R UWERsfavicey pReerQ hexrVH R1 SR
polymeter? specifically this type of large-scale cyéleQ '"UHDP 7KHDWHUYV PXVLF U}
7KXV , LQWHUSUHWt\NRldWE QR \F M RMLGH W IR/ LIKW LQWR WKH
compositional approachwhich, as | note in Chapter 3, is largely guided by the drummer.

London argues iinlearing in Timehat listeners cannot actively attend to two or more
metrical streams at the same time (similar to the familiar duck/rabbit problem shown by
Wittgenstein)’®
SV\FKRORJLFDOO\ EDVHOHVYVY SURFODLPLQJ W Dowdoh] VW KHUH

assertion is not that simultaneously-sounding layers are unable to be perceived as possessing

and thus claims that the idea of polymeter as a sounding phenomenon is

different meters during separate listening occasions, but simply that listeners are unable to
perceive of multiple meteia the same instantindeed, he agrees that in cases of prolonged
PHWULFDO GLVVRQDQFH H J :HVW $IULFDe@ndorkhXetvEeviLF OLV

6HDQ ODORQH 33 Dbnsaidessafeé) L2YARhUEryH008.
3 London,Hearing in Time80-85, 88
" bid., 50.
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competing accentual streams and re-construe their n#imeworks in separate instanfs.
$V VXFK , GRQIW FRQVLGHU /RQ GR Q $Xst8nddJoF polymedeDtd@dbedD UJ X P H
YHU\ VLIJQLILFDQW 7R PH WKH PHUH SRVVLELOLW\ RI WKLYV
given musical span constitutes polymeter. Butler agrees, defining polymeter as simultaneously-
stated metrical types of equal strengtlV X F K tWd KrDridke Imetrical] interpretations are
equallypossible *®

Four types of polymeter are routinely discussed in the scholarly literature, each of which
tracks three variablésbeat units, beat divisions, and metric spAn€ne of these types
involves layers which share the same beat unit yet possess different metric spans, which creates a
phenomenon that Krebs designates as grouping dissoffant¢HEV{V ODEHOLQJ Rl JURX
dissonance (G) attends to the ratio of pulse streams indhpibi;n H J 3 * describes a 3:2
ratio on some durational level); a poigtricgrouping dissonance specifically involves
competing tactus-level stream$l J 3* ~ FRXOG ODEHO D VLWX@mMLRQ LQ Z
meter are simultaneously projected with measuresdaple meter sharing the same beat unit).
A second type of polymeter, which occurs when measures of the same span and beat unit are
misaligned, is also discussby Krebs, who labels the situation & lla¢&nent dissonance
(D). Krebs illustrates displacement dissonances with thell@b '[“\ ZKHUH 3[" UHSUHVHQ
shared cardinality of the offset layeBsQ G 3\ UHSUHVHQWYV WKH DPRXQW RI GL
OD\HUV H (gighthnotel)” GHVFULEHV D V iWd W efRightleightd K L F K
notes are offset by one eighth note). A third &/penere layers share the same beat unit but
possess different division unhRsscRPPRQO\ UHIHUUHG WR DV SRO\UK\WKP R
but can sometimes be notated and/or heard as polyfMetefourth type of polymeter involves

layers which share the same metric span and beat division unit but possess different beat units, as

®Ipid., 85.

5 Butler, Unlocking the Grooviel 36 (jtalics mine).

" These polymetric types are often discussed in undergraduate musictéxéaopks. One clear introduction to
polymetercanbd RXQG LQ &OHQGLQQHe@ X \DLFGE D@ UV E B & HAndhRis(Clertihiing D Q G
and Marvin,7KH OXVLFLDQTV *XLGH WR03)khbegt nuiziobthis@iBEcOsswh Was adapted from
6WHIDQ .RVW N Dobk omtivdhtizthténtihy Hnudid Stefan Kostiaterials and Techniques of
Twentieth-Century Musj@" edition (Upper Saddle River, NJ: Prentice Hall, 1999), 112)

8 Krebs notes that his labeling follows the ideas of Yeston, wh@géwork The Stratification of Musical Rhythm
was the first large-scale music-theoretical contribution to introduce ther@mse/dissonance metaphor into
theories of rhythm and meter (Krelfsantasy Piecesl?).

¥ One example of notated mixe@-LYLVLRQ SRO\PHWHU LV WK HrdiRetbwsk whBhiheD WLRQ LQ -
left hand is notated in 3/4 while the right hand is notated in Bé8.the majority of the variation, the layers do not
sound polymetrically; however, the parts sound conflicting beat divisieasthe cadence, which can be heard as
metrically dissonant.
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in a hemiola (layers share a cardinality of six divisions, but one layer groups these divisions into
two beats with three divisions per beat while the other layer groups them into three beats with
two divisions per beat). This type of polymeter has been described by Cairns (following Krebs)
DV 3V Ka&rdndl®/ grouping dissonantéSCGD), as | have noted in Chapter 2.
These four polymetric types are not mutually exclusive, and are often heard in
conjunction with one anothendeed, the main example of polymeter discussed in Clendinning
DQG ODUXHQUXVLFLDQYTV *XLGH WHRb DKNMRYW\ B G 6-REIQI BRIV RAH
exemplifies both grouping and displacement disson&heecordingly, many examples of
categoryFURVVLQJ SRO\PHWHU FDQ EH REVHUY th&ela@ mtféeiDP 7KHELC
easily-classified examples than the ones | analyze in this section (such as triplet drum féls over
prevailing simple quadruple meter, which exemplify mixed-division polyrhjthmGR QW ILQG
them particulatyLQWHUHVWLQJ WKH\ GRQTW GLIfravtHaovdiieWWH '"UHDP
rock EDQGYV DQG WKH\ DUHQTW DV FRPPRQ LpQyMeKitle e G TV P X\
The most common polymetric phenomenon | hear in Dream THesteP XVLF FDQ EH
described as SCGD on the level above the bar, which involves multiple simultaneously-sounding
internal orderings o& given hypermetric span. The most common profile of this izl an
initial state of alignment, as patterns begin on a shared downbeat; 2) metrical dissonance (usually
EHWZHHQ WKH GUXPVY SDWWHUQ D a@ 3\ikfondnéeiregdokitdonUHV W R
either by 3 Q D W pe-dliDrnent or via pattern alteration that leads to a new shared downbeat.
The consequence dhyper-SCGD (which, as | have mentioned earlier in this chapter, can also
be labeled as a cycle, following Horlacher) is necessarily hypermetrical grouping dissonance and
surface-level displacement dissonance. For instarfogothetical 28-cycle divided into seven
bars of quadruple meter in one layer and four bars of septuple meter in another contains
hyperbeats of different lengths, which create instances of downbeat misalignment on the surface-
level.
One example of hype6&*' IURP "UHDP 7KHDWHUYVY FDWDORJ FDQ E
,(QWHUOXGH VHFWLRQ FStehpdMbDh@ MahDri ke@dlymdteRif this
particular excerpt can be thought of as having been generated by a lower-level grouping
GLVVRQDQFH DV WKH N H(tkoRgb tu@/ Hiatdhic) lsibbividiod khythib L S O H
FKDIHV DJDLQVW WKH R WduhktuplegiouWpidd)(ZB+b@aMy § SULP

8 Clendinning and Marvin7 KH OXVLFLDQYV *XLGH W,ROZHWBMRU\ DQG $QDO\VLYV
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to yield a 6:4 grouping dissonance on the level of the tactus (which | have notated as a quarter
QRWH 7KLV VSHFLILF VLWXDWLRQ LV GHVFULEHG E\ %XWOH
Figure 4.27f"

Figure 4.27 Embedded grouping dissonance'ld HDP 7KHDWHU(fV 3)IDWIT1IO 7UDJHC

8 Butler, Unlocking the Groovel58.
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The metrical dissonance in this example eventually resolves, as the patterns align at 4:21
and begin to consistently project sextuple meter. As such, the section can be considered to
possess SCGD on the level above thelBal) 3S R O\ K\ S Had Réll\asktauging
dissonance on the surface level.

In all, | retrospectively perceive four different groupings within the 24-cycle (see Figure
4.28). The first is a 6x4 grouping, which is projected by the keyboard on the level of the
individual measure. | hear this level as that of the subtheme within the keyboard melody, which
| group into a two-bar call-and-response theme. Since the call-and-response pattern is performed
three times in the cycle (the initial riff is presented twice, with each iteration serving as a
bookend to a high-register variation), this engenders the second grouping: a 3x8 configuration on
the hypermetric level. The third grouping, 4x6, is projected by the distorted guitar, bass, and
GUXPVY UK\WKPLF ILdJdevel.HVRII® | heve havkEdth®fiFdtdand third iterations of
this periodicity as being accented in a manner similar to that of the keyboard pattern in Figure
4.28, | do not hear an analogous call-and-response gestural configuration; rather, the third
iteration is accented due to a change in texture, as Portnoy begins accenting the quarter-note
pulse on his bass drum. This texture change divides the guitar/bass/drum layer into two equal
parts, producing the fourth grouping of 2x12.

7R PH WKLV H[DPSOHTTV K\St3:BM PXLEgdlpligsitetihe L WL HV 2
most salient, and they obscure the surface-level metric alignment that takes place after the
twelfth tactus-level puls& Importantly, neither of these accentual patterns is created by a self-
contained rhythmic unit; rather, they are formed by call-and-response gestural boundaries and
texture change, respectively.

Another important aspect of this particular example is its formal function. Though both
the preceding and subsequent subsections are nested within the same Interlude section, the
excerpt does function as a transitfospecifically as a metrical transition between states of
guadruple meter and sextuple meter. This kindPdd W Udovealing LV QRW XQFRPPRQ L
'"UHDP 7KHDWH U | Mefaphvricilly $n@ll&? td_tkle period in which relay runners are
simultaneously holding the baton during an exch&Ag@otner traces this practice directly to

the classic prog era, as he analyzes a similar metrical transitidn@J &ULPVRQTYV 3/DUNVT

8 Indeed, | am only able to hear this alignment with significant teffor
8 A simple visual way of demonstrating this type of transitiaihéscharacter pattern [/ ->E@ ZLWK 3$° DQG
3(" UHSUHVHQWLQJ GLIITHUHQW PHWULFDO VWDWHV
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Tongues in Aspic, Part Two, L Q Z 8QGEK specifically, a 20-cycle involving the
simultaneous presence of a 4x5 pattern and a 5x4 patieused to blur the boundary between

sections in quintuple and quadruple méfer.

Figure 4.28 Shared-cardinality grouping dissonance itliDP 7KHDWHUTfV £1DWDO 7UL
4:21.

Though the example of hyp&g&*' LQ 3)DWDO 7UDJHG\" RQO\ ODVWYV D
the experience of it is quite perplexing. That said, there are examples of extended polymeter in
'"UHDP 7KHDWHUYYV FDWDORJ WKDW SURORQJ PHWULFDO GLVYV
a severe sense of temporal disorientation. One such example is the 68-cycle in the
accompaniment to the keyboard solo from the subsequent tr&teoes From A Memqry
3% H\RQG W WHhich |Havélreproduced in Figure 4.29.

8 This particular song is noted as being influential to Dream Theater, abdrttigecently recorded a cover of it

thatwasrele¥ HG ZLWK WKH VSHF Bladk GtoGdks @hd BilRerRiningCither argues that this specific

type of transition is an example of the musitRUPDOLVP~ WKDW LV WA\SLFDO RI WKH 8 . EDQ(
progressive rock (BowmaRermanent Changd16-120).
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Figure 429 A68-F\FOH LQ '"UHDP 7TKHDWHUfV-8%H\RQG 7KLV /L
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The Interlude of thissongV SURIR X QG O\ 3 Fddatclpblymdirie s\Whgektion
is positioned as the third step in a harmonic cycle of minor thirds outlining a G# fully-diminished
seventh chal throughout the sectidii. The V X E V H Fa¢dnip@niméntal riff constitutes one
of the two primary competing layers in the polymetric texture beginning at 8:26, as its alternating

GLYLVLRQ SDWWHUQ FKDIHV DJDLQVW WKH GUXPVY EDFNE]I

into two similar subthematic units (both sharing eleven initial pitches), its true periodicity is
seventeen divisions (which | have notated as eighth notes). This creates a grating dissonance
against the quadruple-meter backbeat, such that the riff gradually becomes more and more
PLVDOLJQHG ZLWK W Kadd Gound®tunélike B Qv dEv$lbying beat-class
rotation procedure.

The least common multiple of the two patterns in this excerpt is 136 eighths; however, if
WKH EDQG DOORZHG WKH 3Q D Wykld) @nfoR igradudlydd is eohpol-iH VYV D
would probably hind&) WKH VXEVHFWLRQYYVY OLQHDULW\ QRW WR PHQW
WKH VRORLVW 5XGHVV 2QH zD\ 3BRUWQR\ DYRLGV WKLV LV
there is no discernible difference between beats one and three (or beats two and four). This
creates a true periodicity of four eighths in the drums, which seamlessly ends the cycle at its
midpoint and preserves a normative quadruple hypermeter in the guitar/bass layer on the two-bar
level 8®

Another noteworthy aspect of this subsection is the keyboard solo, which features heavy

chromaticism and uses a strange-sounding (and perhaps Frank Zappa-inspired) trumpet synth
patch. For the majority of the solo, Rudess sounds as if he is ignoring the metrically-dissonant
guitar and bass pattern, as his melodic ideas are neatly grouped by the drums into four-beat units.
+RZHYHU DW WKH YHU\ HQG RI WKH F\FOH 5XGHVV DOWHUYV |
unison with the guitar. Thus, while the guitar/bass layer is dissonant with the drums layer
WKURXJKRXW WKH VXEVHFWLRQ 5XGHVVTV VROR FDQ EH LQW
extremes, affording the otherwise-disorienting cycle a degree of continuity.

Metric Modulation. While it is most typical for metric modulation to be employed for
the purposes of concurrent thematic @i WULFDO UHLQWHUSUHWDWLRQ LQ 'U

% The minor-pentatonic guitar riff of the D-centric subsection (whicloisbled an octave lower by the bass) is a
transposed repetition of the same material from the previous B-centrimsestieell, this riff is eventually
reiterated with an F centricity at 8:46.

% | have chosen to notate the drum pattern as eight-and-a-half s béwever, as there is no evidence
contradicting the interpretation of the initial feel as a traditional quadruple-metdydaack
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discussed earlier in this chapter), there are nonetheless examples of the technique that operate
independently of motive. One such example can be heard during the transition between the
,(QWURGXFWLRQ DQG 9HUVH VHFWLRQV RI 37KH 60ODXJKWHU R|
suLWH 3, Q WKH 3UHVHQFH RI (QHPLHV ~

Figure 4.30 Mixed divisions/polyrhythm and metric modulatoniw HDP 7KHDWHU(V
dn the Presence of Enemies Pt. B;16-6:26.

The Introduction begins with a clear compound duple pattern (which | have notated as
6/8 in Figure 4.30), whose weak beats are accentuated in the manner of a backbeat by both the
snare drum and the punctOa XQSLWFKHG 3+H\ " HIFODPDWLRQV RI D JUR.
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IDQV WKDW ZHUH LQYLWHG LQWR WKH VWXGLR WR FKDQW RQ
BUHVHQFH RI (QHRi6HE, tKHNB S| Y R d¥the ¥etitrodulation appears ireth
3 K H D-3bunding distorted guitar and six-string bass parts, which divides the dotted-quarter
tactus into two equal parts; as such, this pulse can be considered to create mixed
divisions/polyrhythm with the drums and fan chdfits.

In the final bar prior to the Verse, Portnoy performs a tom-tom fill that takes up the
polyrhythmic pulse of the guitar and divides it into three equal patdivision that maintains,
yet regroups, the sixteenth note. This faster pulskich LV DOVR DFFHQWHG E\ 0\XQJ"
register D2 sixteenttisbecomes clearly reinterpreted as the tactus in the subsequent bar by
3 R U W Quékbgat, and the clear triple division of this tactus by the guitar and bass (as well as
the bass drum) point to a newly-formed compound quadruple rhe@o#ibletime, ©°

Overall, this metrical modulation is quite deliberate and smooth, as it consists of: 1) an
initial state of metric stability; 2) an introduction of a pivot p#lsghose 2:3 division ratio
shares the duration of the subdivision and is quite common in compound-metered rock music
in only part of the overall texture; 3) a full-textured accentuation of the pivot pulse; and finally,
4) the reinterpretation of the pivot pulse as the new tactus. Further clarity is afforded by the
isochronyonERWK 3VLGHV™ RI WKH RHhe Gk Ofpraniire syBedpatibhOnQhdd V
Verse. Thus, while this example does not possess a direct relationship between motivic and

metrical transformation, it is still imbued with a significant degree of continuity.
Conclusion

The metrical phenomena that | have discussed in this chapter do not represent all of
"UHDP 7K HdnpMax thftiimic techniques, solely those | have perceived most frequently
during my fifteen years of listening experience with the®dhY PXVLF +RZHhMHU , EHOI

these comple® and often long-range and/or motivically-relateohetrical practices differentiate

8" Dream TheateiChaos in ProgresBVD documentary.

8 Another plausible way to notate this section is with separate 2/4 time segmiatthe melodic instruments. Also,
one could maintain 6/8 time signatures in all voices but notate the guitar amtiythsss as duplets. However,

3 HW U X faftdcfied D3slat the end of each beat sound as true subdivisions in 6/Bh#weschosen to notate all
of the parts in the excerpt in 6/8, showing the polyrhythmotedieighths in the guitar and bass parts with duple
beams.

8| have chosen to notate the double-time section in 12/16 rathehthanrmative 12/8, as this time signature
shows the maintenance of the rhythmic values from the preséemti®n more clearly.
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Dream Theater from other groups that are considered to be heavy metal bands, and are
representative of a significant influenitom the progressive rock style. Therefore, | believe
they are paramounttottEDQGTV RYHUDOO VRQLF SURILOH ZKLFK , FRQ

center and a metal periphery.
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CHAPTER 5
COMPLETE MUSICAL EXAMPLES

Traditionally, one of the primary goals of scientific analysis has been to break complex
wholes into their constituent elements for easier examination. In Chapters 3 and 4, | have broken
DSDUW 'UH D mugisaHsyM intt)djsérete stylistic elements and mapped them onto the
parent styles of progressive rock and heavy metal. However, this analytical procedure has not
adequately described the ways in which the band manipulates and synthesizes these elements in
their syncretic style of progressive metal music. Indeed, this procedure represents only one of
(at least) two crucial steps in a good musical analysis, which should also proceed to a
consideration of the ways in which such elements are combined to create wholes. This chapter
represents this second step.

In this chapter, | address the stylistic and structural cohtest perceivét 2 of two
well-known examplé/ TURP "UHDP 7KHDWHU(V F OMhDORtRvariuvv@bdF ULILFHG
3& RQ VWD Q WndRMeEmRLQ Chaos In my analyses, | demonstrate how both songs can
be considered representative wotkR 1 "UH D P 7 K H DavidrbitE\suBge v e 6F
progressive metal as a whole), noting their appropriations and tropes of stylistic elements from
both progressive rock and heavy metal. Additionally, | focus on a few individual formal sections
from each of the songs (hamellye first subsection of the contrasting instrumental B section of
S6DFULILFHG 6RQV ~ D dtiod Hnd Oorizsivv Kddtiond @RURRIBVW D QW ORWLRQ'
each of which contains complex metrical phenomena typical of both twentieth-century concert

music and progressive metal.

S6DFULILFHG 6RQV’

'"UHDP 7TKHDWHU(TV 36DFUL Ih&H genalihi trackomthie R006H Y H Q W
albumOctavarium which, as discussed in Chapter 1, is an overtly prog-inspired release that
JXLWDULVW -RKQ 3HWUXFFL FODLPV WR EH WKH EDQGYV PRV
6RQV" SUHFHGHKtant/3¥SH R RWHHV VLY H ™ Wis ighthy-considddde tb b& the. F K

magnum opus of the album, as it lasts for twenty-founutes and is composed of five
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movements), its duration is almost eleven minutes, which, combined with the weighty subject
material of its lyrics (the attacks of Septembéf,2001), marks the song as &pic.”

Additionally, the song incorporates a sixteen-piece orchestra, which adds to its grandiosity and
specifically marks it as prog-inspired. However, there are distinctive metal traits that emerge
throughout the sod  V m,Rddulting in a stylistically balanced sound that | hear as

representativeR| '"UHDP 7KHDWHUV RY fH¢ bO®R IVFQIFR VILBHIWERIHV ~

outlined in Figure 5.1.

. Overall . Key/Centricity/

Timestamp Eorm Label Specific Form Label Harmony Meter

0:01 A Quotation Collage e Underdetermined
. . Compound Duple
0:57 Introduction e 6/8)
1:16 Verse 1 e 6/8
1:55 Transition [C-D] A& 6/8
2:15 Link 1 e 6/8
2:34 $1 Verse 2-Abbreviated e 6/8
2:54 Chorus 1 [C-D] A& 6/8
3:33 Link 2-Extended e 6/8
géi B Interlude 1 / Keyboard 2 EZ Mixed
5j45 Solo/ Guitar Solo o /Ef
6:24 Unison [b-C-e-D] A& 6/8
7:01 Interlude 2 e Simple Triple (3/4)A6/8
7:50 $T7 Verse 3 e 6/8
8:23 Chorus 2 [C-D] A& 6/8
8:56 Link 3-Extended e 6/8
. . Simple Sextuple (6/4)E

9:29 Conclusion e 6/8 /3/4 /68

Figure5.1 $Q RXWOLQH RI WKH RYHUDOO DQG VSHFLILF IRUP RI

'7KH WHUPV 3RYHUDOO IRUP” DrénGatéd/Isy Emdiindl i hiR didlértaiohHoverall fatm is

G H I L Q th& laily¥-stale organization of a song, usually consisting of a sumatiler of large sections, each of

whichDUH PDGH XS RI VPDOOHU VHFWLR Qah éutlire léfliie Ddivisu@lgdmiallerr IRUP UHIHU
sections that ultimately compriseth VRQJfTV ODUJHU RY Hor @ Sg/ld Withe@lugicoGUPL Q D O

151-152).
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The song begins with a minute-long introductory quotation collage consisting of eight
excerpts from actual news broadcasts covering the attacks of Septeffib&tatic sounds are
heard between each excerpt, providing the listener with an ominous representation of someone
changing television channels only to see the same tragic story on every station. Further adding
WR WKH PXVLFDO LPDJHU\ LV WKH IDLQW VRXQG RI DQ 3H[RW!I
which is perhaps intended to evoke a relationship between the Middle Eastern world and the
attacks. | hear this opening section as atypical of the heavy metal song style, which often
contains short instrumental Introductions (or eschews Introductions completely).

The short section that follows is a more typical instrumental Introduction compoaed of
sparse four-bar piano solo that is repeated with the addition of the drums and bass. The initial
four bars of this section include the first metr@aD PELJXLW\ LQ G2 EIJuie FHG 6RQV
5.2). The piano solo can be heard as accenting a triple meter (which | have notated as 3/4), with
its first articulated pitch sounding on the downbeat; however, the entrance of the bass and drums
FODULILHYV WKH V Boghgduxd 8uplel @eReP widh QhAve notated as 6/8), and
causes the piano pattern to be heard retrospectively as syncopated, and as beginning on a rest.
The section thus serves as a clear examp cfEDU OLQH VKL IWhe tygd bfQWHUSUHW I
pattern that Butler labels aurning the beat around

$V 6SLFHU QRWHV LQ KLV GLVVHUWDWLRQ &Hnot W\SH R
in pop/rock music, and routinely engenders the experience of emergent da@rityHQ WKH JURRY
ultimately doescry DOOL]H LW VRXQ G dutwtasthtd alrhigiomic, mdtRd UJH G
and/or tonal confusior? London has also noted the pR GHUDQFH RI VXFK 3PHWULF
popular music Introductions, and has compiled a list of examples with the help of several other
popular music theorists, including Spicer, Everett, and Covach.

The use of a solo piano Introduction in a song form is atypical in the heavy metal genre,
though it occurs quite frequently in progressive rock. While this forms an admittedly weak
correlationEHWZHHQ 36DFULILFHGHODRPQ YK HIEEMEIH Sh§a®chord

progression that moves from tonic through the predominant to the dominadinfi £V7b9/V

2 Spicer British Pop-Rock Music in the Post-BeatlesEra 6 SLFHU XVHV WKH GHVLJQDWLRQ 3DFF.
formal sectionOHYHO WH[FWEVYDQHBEHIOGA QJ WKH WHUP GNP KOBBKY®OGWR GHQR\
However, he notes that sectibg-section accumulative processes can sometimes be interrupted and span an entire

song, generating a type of large-scale cumulative form.

}/RQGRQ 30HWULF )DNH 2itg/Mivwpeopd @meddutjldidon/Metric Fake Outs.xls

Internet; accessed 5 August 2009.
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+V7) within this section of the song can be considered a compalitgf HUHQFH WR 3FODVVL
music, which in turn creates a stronger parallel with progressive rock, as the use of tonal

progressions is well documented within the style.

Figure 5.2 Bar line shift reinterpretation in thdWURGXFWLRQ RI 86DFULILFH
1:16.
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LaBrie and Petrucci enter at 1:16, initiating the first Verse section, which lasts for sixteen
measures. While all of the band members are playing during this section, the sparse texture
continues, whichiFUHDWHG E\ WKH SLDQRYYVY FKRUGDO DUSHJJLDWLF
DQG WKH EDVVYV ORQJ UK\WKPLF GXUDWLRQV ntha&LWLRQDO
ZLWK W K Hlearxdnw/delayfeffected tone to result in a relative lack of intensity. One
correlation between this section and the progressive rock style is the presence of a vocal melody
with piano accompaniment. While this texture and instrumentation is certainly not exclusive to
prog, it is faiTmore common with that style than with metal. Additionally, the root motion in
fifths between the harmonies at the end of the accompaniment supporting the second and fourth

lines of text (VHI-V-[I]) is far more typical of prog rock than metal (see Figure 5.3).

Figure 5.3 A lead sheetY W\OH UHSUHVHQWDWLRQ RI 36DFULILFHC

The following eight-bar Transitidrsection decreases the intensity of the song to a further

extent, as it includes breathy and falsetto vocals, as well as a harmonic rhythm that is half as fast

* Typically, Transition sections connect Verses to Choruses (hence th@ ¢olld> O @RS, Wiiich is often
applied to these sections by musicians) and feature harmonic instahilitsi(al,Form and Style in the Music of
U2, 152). While this section essentially connects a Verse to another Verses paksess relagiharmonic
instability and motion compared to the primarily static Verse sections.
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as that of the Verse. BHWUXFFLTV S U R Rho@,H@aéciovitl d&icelpedd(cing
sustained sounds similar to bowed string instruments, combines witiXtha\gD U  Vife€tddD YL O\ H
synthesizer-like timbre to create a decidedly prog rock sound in this section.

Prior to Verse 2, an eight-bar Link is heard, which feattleK H VRQJfV PXVLFDO KR
hear this theme as highly intertextual, referencing the 188Q3 3$QWYV bQINelNéW R Q °
Wave band Adam and the Ants, as wellastif@FOXVLRQ WR 7KH % HDWOHVY 3,
6R +HDY\ ~ 11969RIBABbey Road Specifically, it sounds as if Dream Theater
reworkedWKH KRRN IURP 3$QWV , QY D WyRI&ind.iQn a6iHférént ttmpdH G 6 RQV
and meteeWKDW R1 3, :DQW <RX 6KHYV 6R +HDY\ ~Additiadalj. J XU HV
the harmonic emphasis on the submediant and supertonic harmonies, the rhythmic pattern, and
the heavily-effect&s JXLWDU DUSHJIJLDWLRQV LQ WKH KRRNYfV WXUQD
7KH % HDW Ohe\afusioR @ &nd hybridization of these two disparate pop/rock
traditions in the creation of a musical theme is a distinftitggressivé element in this section.
$OVR WKH EDQGYTV XVH RI PHWHU DV D SULPDU\ DJHQW RI GF
Furthermore, Rudess sounds the hook with a portamento synthesizer timbre in this Link section,
which is created by the Continuum Fingerboard instrument that was discussed in Chapter 3; this
BSpacd” WLPEUH LV YHU\ UHPLQLVFHQW R proyrEssivé/rokW K WRQHV W

Figure 54 7TKH PXVLFDO KRRN IURP 36DFULILFHG 6RQV

® Additionally, the harmonies essentially outline the clichédVII-i pop progression in this section, which is

atypical of heavy metal.

® 'initially made the connectionrR 36 KH TV 6 RnysélfXthough the referend® R 3$QWYV ,QYDVLRQ  ZDV R(
understood after reading an online analysis by a fan with theQued? H 3 [WU D2FWID/YD UL XP $QDO\VLV ~
available from http://dt.spatang.com/octavarium.php: Internet; accessed 23 Feb@%ary 20
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Figure 55 ThemXVLFDO KRRN [UR Pby $@av 3hd, QerAhig (188D,

Figure 5.6 The octave-doubled bass line and harmonies to the Conclusiopkét % HDWOHV | 3,
:DQW <RX 6KHfV188R).+HDY\ ~

Up until this point in the formoP6 DFULILFHG 6RQV ~ WKHUH KDYH EHHQ
musical elements that have created correlations to the progressive rock style, and none that have
formed associations with heavy metal. However, in the abbreviated eight-bar second Verse
section, there are changes in texture and timbreHh @JHQGHU D KHDY kddid. RRUH 3PH
particular, the texture thickens via the introduction of a busier, louder drum pattern that includes
more frequent bass drum attacks, as well as a more rhythmically-active bass line. More
importantly, the salient use of a distorted, tremolo-picked wah-wah guitar timbre that doubles
/ D % U L e kheYvihich now possesses an aggressive, growling tone) creates a strong stylistic
parallel to heavy metal. These musical elements create an intensification leading into the first
Chorus, which approp LDWHO\ PLPLFV WKH O\ULF\Y RDHEUW FYIXPEDHP R |

KHURHV GLH’

One significant and atypical feature of the Chorus sedfibR 36 DFUL | WhidltGs6 RQV”~
reproduced in Figure 5.7) is that it repeats the harmonic progression from the Transition.
However, this section can still be considered to conform to the general elements of Chorus

sections in popular songs, as it contains new lyrics, is repeated later in the song with the same
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text, and contains the refraf$ O O SUDLVH W K H L Othéntusidal elerhe6is gapaate
the Chorus from the Transition as well, such as the use of guitar distortion, three-part vocal
harmonies, frequent crash cymbal attacks, and, most saliently, the introduction of an orchestral
backing. All of these elements contribute to a denser musical texture, and the prominent use of

an orchestra creates a stylistic reference to concert music, and thus to progressive rock.

Figure 5.7 A leadsheet representation of thekRUXV WR 36DFULILFHG 6RQV

Following the first Chorus is a developed return of the hook in the second Link section.
Here, the hook is repeated and altered, increasitgQWWHQVLW\ DQG OHDGLQJ LQWR
first instrumental Interlude section. The continued use of the orchestra, which now moves into
the musical foreground, prolongs the prog rock influence here; however, the distorted guitar

timbre (which includes palm-muted power chords), combined with the loud drum pattern (which

"7KH PDMRU DVSHFWV Rl &KRUXV VHFWLRQ\VGHUHQR XYW R Q QLHIG $B\S (HQIEGLL 2P &
dissertation (Endrinakorm and Style in the Music of U250).
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features frequent crash cymbal attacks agmptessive fills), creates a soundscape more
reminiscent of heavy metal. | hear the clear presence of these dual stylistic influences within the
second Link as being accurately representative of the progressive metal subgenre. Other notable
alterations to the hook upon its repetition include the ascent to a major sixth above tonic in the
melody (creating, to my ears, an octatonic sound), and the addition of a power chord built on the
lowered-second scale degree at the very end of the section, which generates a more intense
3GULYH” WR WRQLF

The contrasting B sectioR| 36 DFULILFHG 6RQV’ LV PRRISMHAWHO\ LQV
perceptually parsed into three discrete sections based on thematic content, harmony, meter, and
other domains. The first of thesd KUHH VHFWLRQV ZKLFK , ODEHO 3, QWHUC
metrically complex, and comprises an exposition of two primary riffs followed by a keyboard
solo and a guitar solo over these riffs. Many of the musical elements in the first Interlude point
to the heavy metal style, including the distorted timbre of the bass, the distorted wah-wah guitar
part ZKLFK LQFOXGHYV 3VKUHG JwHawBydE'DW HNFKIDR. R X IRVDQ)GF KGR Y H
two-handed tapping, and bo@ DWXUDO DQG DUWLIL BrdDhe distort€ifgitar K D U P R Q
patch used by the keyboard in the first half of its solo. However, the instang&stiW UL F D O
FRQVWUXFWHGQHVYV" DUH WR PH WKH PRVW VDOLHQW DVSHF\
technique involved using meter as the primary agent of thematic developmierntonsidered a
hallmark of the progressive rock style.

Each of the two prominent riffs from Interlude 1 is shown in Figure 5.8. The two-bar
3 G LV MRfARSNNItially presented twice duringRKQ 0\XQJ TV G4d.3oN/bRyinMmyG EDV
at 4:13, and is repeated four more times with the full ensemble (sans-orchestra) before a
transition into the presentatioR | WK H 3FR P S BHWNI&tGe ingilllirmeter (which,
though it is not unequivocally stated, | have notated as 6/4) is not usurped before the transition to

the second riff, the accentual pattern of the drums reverses four bars after entering, moving from

8 | hear this harmonic progression (BB5 +E5) as a heavy metal trope of the tritone substitution in jazz and early
twentieth-century popular music, in which a dominant-seventh dhghdon the lowered supertordcatritone

away from the dominanit substitutes for V7, sharing the chordal third and seventh as commes ton

? Since this section is entirely instrumental, | consider it to be a thre@etude, rather than a Bridgea term |
reserve for texted contrasting sections, as noted in Chapter 4.
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regular accents on odd-numbered beats to regatants on even-numbered beats, creating a

typical backbeat feéf

Riff A 3G LV M E QdeaVvwith syncopated chromatic descent.

Riff B 3 FR P S U H MAPHEgIan riff with chromatic passing tone and mixed meter.

Figure 5.8 Primary riffs from36 DFU L | L F th@&rléde Q.V ~

A more jarring accentual shift occurs during the transition to Riff B. Here, Riff A
continues beyond its expected four-bar hypermetrical unit, at which point it is forcibly truncated
and mutated until it no longer resembles itself, leaving space for the exposition of Riff B. This
combination of motivic fragmentation, metric contraction, and transitional function generates a
clear example of what | have discussed in Chapters 2 and 4 as metrical liquidation.

transcription of the transition is produced in Figure 5.9.

Figure 5.9 Metrical liquidation during the transition betweérL 11V $ DQG % RI 36DFULIL
Sons, ,QWHUOXGH

9 The metric ambiguity of Riff A is due to both its highly syncopatetodic descent and its twelve-pulse span,
which combines with the initial duple periodicity of the accompanyimgndoattern to allow for several plausible
groupings (including two groups of six beats, six groaftsvo beats, and three groups of four beats). This potential
for reinterpretation is realized by the band throughout the song inltsecuent iterations of the riff, as |
demonstrate in my analysis.
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Another complex metrical phenomenon can be heard during the exposition of Riff B.
After its initial presentation, this theme is repeated seven times, creating a subsection of sixteen
measures within the thematic exposition. However, the riff undergoes development
immediately, with motivic and metric alterations sound@gX UL QJ WKH éwahpditier HQG R
presentatiof that is, the weak hyperbeats on the two-bar level (see Figure 5.10, which
reproduces the entire exposition of Interlude 1). The first alteration (transcription mm. 20-21) is
repeated exactly in mm. 24-25, and involves the addition of a single F#2 passing tone eighth note
to the end of the riff, creating two bars of simple quadruple meter in place of the previous mixed
pattern (which | have notated as 4/4+7/8). This procedure is heard again in the following four
iterations of the theme that serve to close the exposition (mm. 26-35 of the transcription).
However, the procedure heard at the close of the exposition is intensified with metric
expansion-related additions of motivic resididsom Riff A at the end of every fourth bar.
Since the first residue-addition adds a single 3/8 bar to the end of the hypermeasure, and the
second adds two residues, creating a 6/8 bar, an ABAC metrical scheme can be heard in this
subsection on the surface and hyperbeat |€¢e@n the surface level, the metric design is not
consistently additive or subtractive, as the pattern sounds as A (8 eighths), B (7 eighths), A (8
eighths), C (11 eighths), followed by A (8), B (7), A (8), C ({4However, on the 2-bar
hyperbeat level, the pattern is A (15), B (19), A (15), C (22); thus, on this level, the close of the
exposition articulates an ABAC additive metrical process (ABAC-AMP), which, as | have noted

in Chapter 4, lends a quasi-minimalist tinge to the experience of the music.

"6FKRHQEHUJ GHVFULEHV 3UHVLGXHV DV PRW LR HRERHNQr2aWw o RI WKH OL
Musical Composition58-63).

12| have notated the fourth hyperbeat in each hypermeasure here apanats measures (4/4 + 3/8, for example),
as | hear the residue bars as possessing definitive downbeat accents. Hadeeliear them as belonging2and
extendngWKH VDPHXEKESHBW DV WKH EDUV UHVXOWLQJ LH) WMWKHW:? LV
FKDUDFWHULVWLF RI '"UHDP 7KHDWHUYV PXVLF

13 After presenting this research at the Sixth Biennial International ConferemdasimSince 1900 at Keele
University on July 8, 2009, Roger Dean and others called to my attention the possibligaong Riff B as a 6+9
pattern (rather than an 8+7 pattern), based on the accentual profile ofttbarkeyWhile | hear the drum pattern as
grouping the melodic instruments more readily, this alternate hearinig weserve the ABAC-AMP on both one-
and two-bar levels.
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Figure 5.10 The thematic exposition fF6 DFULILFHG 6 RQ&12-5@BYWHUO XGH
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"UHDP 7KH D yY&h@dditivX Medrical process is not the only reference to
minimalism that can be heard during the first Interlddel FW LR Q R 36 D RaweMdt.FHG 6 RQV
Another example isits{ VH RI1 S5HLFK{V U Rd¢d¥gddRrThapkeFA, @hidhxcah be
observed during the next subsecti@ X GHV V 1V N H (bEdgndibkgGn/ B6@Rhe
transcription):* Here, Riff AiV URWDWHG 3E D F Ma&®(r@erfagsH | R UZKOWIG
twenty-three eighth notes), resulting in an emphasis on E3 at the beginning of the theme (see
Figure 5.1).*° This backward rotation is the only instance of its type that occurs in the song;
thus,"UHDP 7KHDW H UdiatioXté¢dHniBue W Ikuta brief, superficial parallel with
minimalism, rather than a structurally-significant process. However, the rotation acts in
conjunction with the ABAC additive metrical pattern to result in a stronger sense of stylistic

allusion in the song.

Figure 5.11 The Reich-like rotation/beat-class transposition of BiffLQ 36 DFULILFHG 6RQ

In addition to being subjected to the rotation technique in the beginning of the keyboard

solo, Riff A also undergoes metrical reinterpretation in this subsection, as its initial 6+6 (or

1 The rotation technique can also be heard at the beginning of the guitéramsoription m.64), as this
presentation of Riff A is repeated.

15 Interestingly, this riff alternates between syncopation and strong-ighisis so frequently that the beat-class
rotation does not result in a drastic or disorienting change of emphasis as bhexpégt from an eighth-note
rotation in a simple meter.
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2+2+2+2+2+2) accentual pattern is internally reorddped E\ WKH Gin&XPVY KDOI
backbeat feel.

This pattern ceases at 5:19, as Rudess begins performing a solo over Riff B, which is
metrically developed to a further extent than previous iterations. Here, the ABAC pattern
becomes pervasive, sounding on the one-, two-, and four-bar 1&v@lsce again, this process
involves the patterned addition of both thel [ WR#DpassingtoneD QG WKH PRWLYLF 3UH\
IURP WKH HDUOLHU OLTXL Glhave_fexQatted iy Kahséiplion M KiQuFew U L1
5.12 to demonstrate these three levels of additive process (which are shown horizontally), while
at the same time clearly showing an ABAC-AMP involving the residues themselves (which is
shown vertically). While thisvertical” pattern shares the same structure asttbazontal
pattern, | hear it as a separate process with a separategpaifically, the reinstatement of the
SGLVMXQFW’™ 5LII' $ ZKLFK PDWHULDOL]HV LPPHGLDWHO\ IROO
DXGLEO\ GLIITHUHQW L DWdéh& vidnroRvid\eahient, KaétehtupRaR,\am O
especially meter, as the residues are presented in compound groupings.

Overall, | consider the simultaneous experience oftKRUL]RQWDO”™ DQG 3YHUWL
progressions within this subsection of Interlude 1 to be an example of what Kramer calls
3P X O WAISWDH F W Hrixhig/dageHthe goals of the hypermetrical downbeat and the
continuation of Riff B are repeatedly evaded every fourth bar (however temporarily), as the Riff
A residues interrupt and additionally project a new dotted-quarter note tactus. These interrupting
residues, however, possess their own linearity, as they accumulate and progress toward the
reestablishment of Riff A at 5:45. As such, the overall sound is metaphorically similar to the
experience of a television viewer who is attempting to track the unfolding plots of two programs

simultaneously by changing channels repeatedly (and in a very consistent pattern).

16 Again, the ABAC-AMP does not sound on the surface level here, unlessarseRiff B as a 6+9 grouping
instead of the 8+7 pattern | have notated in my transcriptidiesce, | have added asterisks to the surfacd-Y HO 3%’
labels in Figure 5.12 below.
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Figure 5.12Multiply-directed time in the guitar/bass accompaniment to the keyboard solo in
3S6DFULILFHG 6 RQM™20-5:@8WHUOXGH

3 HW U Xdgué&alifgymetal-influenced guitar solo over Riffs A and B follows, and while
it includes examples of addition-related metrical expansion andmbeab V V 3 ,UtRegebavd R Q
all been presented earlier in the Interlude; thus, | hear this solo section as regressing with respect
to rhythmic and metric complexity. However, an interesting metrical transition is heard in the
measure leading into the Unison section (see Figure 5.13). Here, there is a conflation of the pitch
and rhythmic material from Theme B and the compound metrical pattern of the following
section. Specifically, four eighth notes are added to the terminal position of the riff, which lead
VPRRWKO\ LQWR WKH IROORZLQJ VHFWLRQYY FHQWULFLW\ RI
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grouping expansion to twelve eighths, which are simultaneously ordered as three groups of four
(by the guitar solo) and four groups of three (by the drums and accompaniment), resulting in an
instance of shared-cardinality grouping dissonahc@/hile the duration of the eighth note

remains constant during the transition, the overall pulse slows down; this creates a more gradual
segue into the even slower 6/8 feel during the Unison, in wih&previous eighth note pulses

are recast as beat subdivisions rather than divisions.

Figure 5.13 The accompaniment to the guitar solo in Interlude 1, including the metrical
transition into the Unison subsection (5:45-6:23).

The eighteenEDU PLGGOH VHFWLRQ RI WKH %whicHHW&aWeRQ WR 36D
labeled as Unison section due to the clear unison melody presented by the guitar and?strings

¥ KDYH QRWDWHG WKH SDVVDJH LQ DV PRHDUQNWHKL&UXHPEYY XDJH HQ W X
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fXQFWLRQV DV D 3WCIQOILERQRUNNINe. WHe simBlificatibituheard
during this section is provided primarily by the return to periodic meter, though the relatively
long duration of the underlying pulse also contributes to a more relaxed experience on behalf of
the listener. Timbral elements also help create a tranquil feel within this section, such as the
clean piano patch, the spacious delay-effected guitar tone, and the return to an orchestral
backing. These tone colors are typical of the progressive rock genre, and thus return the overall
sound away from the intense and powerful metal-inspired sounds of the first Interlude.

Concluding the large, tripartite B sectiohl 36 DFULILFHG 6R Qnt¢fludledy WKH VHF|
whose sonic character returns to heavy metal-inspired intensity. Aiding in this interpretation are
SHWUXFFLTV VT X Brd @ha@hy-ldailred WaRniomes] e palm-muting of Riff C (see
Figure 5.14), and the shrieking string tessitura that accompanies the end of RgEB Figure
5.16 and leads into the third Verse. Prog-inspired metrical phenomena are also featured in this
section, such as the hemiola involving Riff C, wherein the lihfia 2+2+2 grouping of eighth
notes is recast as 3+3.This riff subsequently undergoes metrie@hterpretation at 7:17, as it
is repeated atop a consistent compound quadruple pattern in the drums (I would notate this as
12/8), which reorders the previdysnixed 3/4+3/4+3/4+6/8 pattern.

Many fans additionally hear an intertextual reference during the second Int8rlude.
Specifically, they point to the beginning of Theme C as a metrically-developed reworking of the
FKLOGUHQTV VRQJ 37 hvBich was HiDalWwiitter by QdhR Walter Bratton in
1907. While | fail to hear this convincingly, there are similarities in the domains of pitch and
rhythm. Also, when Theme C is reinterpreted into compound meter at 7:17, the correlation
strengthens considerably.

The developed return of the Verse section at 7:50 places the music fully within the
stylistic sphere of heavy metal. The most salient development within the third Verse is the
addition of loud, palm-muted, off-beat power chords in the guitar part, which additionally
contains squealingcLVWRUWHG KDUPRQLFV $OVR FUHDWLLQJ D PRUH

18 Riff D can be heard as a pitdW UD Q VSR V L W LoRtie mRusitslkébk3aitBelsrig, and thus is reminiscent

ofthe CRQFOXVLRQ RI 7KH %9HDWOHVY 3, :DQW <RX 6KHfV 6R +HDY\ °

19 One such instance of this hemiola can be heard at 7:04.

2 LQLWLDOO\ EHFDPH DZDUH RI WKH UHIHUHQHADB WMGWEK HX YHRW O WNWDLYXHU $§
however, many more fan sites, such as wwww.dreamtheater.com, www.mprabm
http://antipyromaniacs.wetpaint.com/page/Dream+Theater?t=anon have attested toitime allus
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ID%ULHYTV ZDLOLQ JkadsRaaNibrate:-laded giwlRs$ he sings the end of each line

of text.

Figure 514 7TKHPH & IURP 36DFULILFHG 6RQV ~ ,QWHUOX

Figure 515 7KH EHJLQQLQJ RI 37HGG\ %HDUVY 3LFQLF ~ WUD:

Figure 5.16 Riff D IURP 36DFULILFHG 6RQV ~ ,QWHUOXGH

The third Verse is immediately followed by the second Chorus section, which, as is

typical of Chorus sections, sounds like a near-exact repetition of its first presentation. However,
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there are a few notable changes, such ad/theF WihcRgs8#d/tempo, more active drum part,
and louder overall volume.

Thethird LLQN VHFWLRQ FRQWDLQV WKH ILQDO VWDWHPHQW
Sons” ZKLFK LV DJDLQ H[W H QsGhtiGeMomned by WeHEoQinBurmivdX U H
orchestra. However, there are also instances of development here, most audibly the inclusion of
text 3*RG R Q KLIhKarthis section as the climax of the entire form, due to the high-
range, multi-tracked vocal harmoniesN KH H{WUHPHO\ GHQVH WH[WXUH DQG

metal-influenced Phrygiag2-1 descent before the RQFOXVLRQ VHFWLRQ ZKRVH 3F
JUDYLW\” WRZDUG WRQLF LQFUHDVHYV ivedBwhbEaDiNitatiigtReQ R1 DU

subsequent formal section.

The instrumental ConclusioR | 36 D F U L | L fethl® &R dg\klops themes from the
large B section, including Riffs A, C and D. Riff A is presented twice, and is once again
developed metrically. In the first presentation, Portnoy plays in triple meter (thus reordering the
U L | | £Me Wédts into four equal units), which sounds powhd LFDOO\ DJDLQVW WKH W
sextuple (or duple) grouping. In the second presentation, Portnoy plays a half-time quadruple
meter pattern, which reorders the fif/ E idtD &€ equal units of four. While this drum
pattern was already heard during the beginning of the keyboard solo in Interlude 1, it initially
supported theé U R W D W H & Riif A, Whekel<this iteration supports the original%itis
VXFK , KHDU LW DV D 3QHZe.Gnefdl RE 3 sk i@sahtédlinwix diffevémt H P
rhythmic and metricF RQ W H[W V dd@ohs BdeFiglitefs.17).

After Riff A is presented and developed, Rifiis restated multiple times at different
pitch levels atop a bombastic drum solo by Portnoy, eventually leading to the final presentation
of Riff C, which alternates between simple triple and compound duple meters before
satisfactorily concluding the song on a projected downbeat. An interesting harmonic event leads
into this final chord: the guitar plays a power chord on F, while the strings sound octaves on the
leading tone D#. This chromatic enclosure of the goal tonic creates the most intense pull toward
harmonic closure in the entire song, engendering a heightened sensation of finality upon the
arrival of the power chord on E in the next bar. | hear this cadential material as a microcosm of
the entire work, at once representing stylistic elements of progressive rock (in this case, the use

of strings performing a leading-tone that resolves upward to tonic, reminiscent of tonal voice-
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leading) and heavy metal (a heavily-distorted power chord resolving down a semitone to tonic,

evoking the Phrygian sound associated with many heavy metal riffs).

Beats London-style

Formal . Version of = Metric Diagram
Location Timestamp Riff A g%tgﬁx showing Snare Drun

Attacks(S)

Full-textured
entrance at
the 4:20-4:29 | Original | 1/3/5/7/9/11
beginning of
Interlude 1

Third and
fourth
iterations of
Riff Ainthe | 4:29-4:37 | Original | 2/4/6/8/10/12
thematic
exposition of
Interlude 1

Beginning of
keyboard
solo in
Interlude 1

5:04-5:20 | Rotated 3/7/11

Beginning of
guitar solo in| 5:45-6:02 | Rotated | 1/3/5/7/9/11
Interlude 1

First and
second
presentation
of Riff Ain
the
Conclusion

Third and
fourth
presentation
of Riff Ain
the
Conclusion

Figure 5.17 The six rhythmic/metric c @ WH[WV RI 5LI1 $ IURP 36DFULILFHC

9:29-9:37 | Original 1/4/7/10

9:37-9:46 | Original 3/7/11
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2YHUDOO 36DFULILFHG 6RQV" FDQ EH FRQVLGHUHG D ZRL
style, as well as of the subgenre of progressive metal as a whole, for it involves musical elements
that hearken back to both pfogressive rock angt sheavy metal. Importantly, few formal
sections in the song can be heard as exclusively prog- or metal-inflieimekbd, it is
precisely this type of stylistic multiplicity that exemplifies the progressive metal subgenre.
However, there are few instances in the song where the metal and prog elements can be said to
balance one another equally. My analysis has demonstrated the overall trajectory of the piece
from a more clearly prog-influenced sound in the Introduction to a more metal-influenced one

near the Conclusion.

Figure 5.18 7KH VW\OLVWLF WH[WXUDO DQG WHPSRUDO SURILOH
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Additionally, my analysis has highlighted the gradual textural and dynamic increase that
accompanies the varied returns of a numberlR UPDO VHFWLRQV LQ 36DFULILFHG
believe engenders the experience of a high degree of temporal directedness for the listener.
However, | have also focused upon the temporally-complex B section and its Interludes, which
interrupt and deviate from the linear time of the large A sectiqr3. 6 S L F H UtKii¥tewsle P V
betweenthe, QWHUZRYHQ 3B seEtddUMRpY laMd-the divergent temporality of
the B section creates an overarching cumulative form that is both interrupted and non-linear:
there is a big climactic payoff at the end of the piece (in this case, the raucous third Link
section), but it is not led to in a truly consistent manner. Figure 5.18 provides a summary of the
DFFXPXODWLYH DQG FXPXODW L #HvdlRas ®&dépRtioRR8 DIWKH | V RIDA 16/R Q'
overall stylistic trajectory.

O\ DQDO\VLV RI 36DFULILFHG 6RQV" KDV DOVR FEHQWHUHG
salient musical domain within the subgenre of prog ntetal a vehicle for thematic variation,
which is deployed both in the development of original themes and motives and, importantly, in

the recomposition of themes from other sources and musical traditions.

3& RQVWDQW ORWLRQ’

$QRWKHU VRQJ IURP '"UHDP 7KHDWWht@gpecidlip WDORJ WKDW
UHSUHVHQWDWLYH RI WKH EDQGTV VwhicD ba¥§ MddeVa& ¥© G LV &R
first VLQJOH R IISistematidGhaosAs mentioned in Chapter 1, the band shot an
DFFRPSDQ\LQJ PXVLF YLGHR IRU 3&RQVWDQW ORWLRQ ~ ZKLFK
+HDGEDQJHWQI& ZADOQRPLQDWHG IRU WK H?: dditiowallp,th& DO 9L GH
track was made available for download for use on the popular videoRyackeBandn 2008.
7KXV XQOLNH 26DFULILFHG 6RQV “~ 2&RQVWDQW ORWLRQ™ LV C
UHSUHVHQWDWLY HaRdcamiKetciap sBI§ vutsideXi{D@&am Theater fanddém.

Whilethe VRQJ LV TXLWH D GHSDUW XUddns OfRimbregDif &rhddt FH G 6 R

exclusively thrash metahfluenced in this regard), it does feature similar metrical complexities

2Z3ULRU WR WKH *&RQVWDQW ORWLRQ  YLGX\RLF WHBP R K RHB Wiste HEFDGGIRW S L
receQW HIITRUW ZDV LQ VXSSRUW R FallingJMo iRt ORZ <HDUV  IURP

2 :KLOH WKH *&RQVWDQW ORWLRQ  VLQJOH GLG Q RIWOHDEQ VL GO R IR @ WK
ED QG 1V -s¢llingkatbivho date; thus, it is perhap$thPRVW YLVLEOH VRQJ LQ WKH EDQGV KL
OH 8Q G H UlmadeRamd Words
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in its Introduction and Conclusion bookends; these point to the progressive rock style and form
the focus of my analysis7 KH RYHUDOO DQG VSHFLILF IRUP d®®diI&RQVWDC

Figure 5.19

Timestamp | Overall Form Label | Specific Form Label Key/Centricity/ Meter

Harmony -

0:01 A Introduction e Mixed

Simple
0:40 Link 1 e Quadruple

(4/4)
1:01 Verse 1 e/ e 4/4
1:44 Transition 1 f# AHA) 4/4
1:54 Chorus 1 F# AN AB A 4/4
2:15 $1 Link 2 e 4/4
2:26 Verse 2 e/ Ae 4/4
3:08 Transition 2 f# AHA) 4/4
3:19 Chorus 2 F# AA AB A 414
3:40 B Interlude fH# 4/4
4:15 Guitar Solo fH# 414
5:11 Keyboard Solo e 4/4
5:43 $79 Transition 3 f# AHA) 4/4
5:54 Chorus 3-Extended F# A AB /AN 4/4

6:36 Conclusion e Mixed

Figure5.19 $Q RXWOLQH RI WKH RYHUDOO DQG VSHFLILF IRUP RI

While | have intentionally avoided thorough discussions of the lyrical content of Dream
7 K H D Wohgd fBMce, as | have noted in Chapte'WKH EDQG W\A\SLFDOO\ SWDFNV R
SFRPSOHWHG™ PXVLFDO ZRUNV ZLWKRXW P &HrKeredding/ldase3 & RQV W
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/ILNH PDQ\ '"UHDP 7KHDWHU VRQJV 3& RP@givghite G paiRW LR Q™ EHJLC
3.RUPD &KDBHI@QHR WR EH WKH VRQJTV ZRUNLQJ QWaot/idH LQ WK
Progres$, and was eventually renamed upon the addition of lyrics. However, thesé lyrics
which center on the familiar prog theme of madness (in this case, obsessive compulsive disorder,
from which Portnoy claims to suffet)seem to be clearly related to the character of the
instrumental music in the song. Thus, it seems logical that the band composed the instrumental
parts, considered them to be evocative or even suggestive of a lyrical theme, and wrote lyrics to
SDUDOOHO WKH PXVLF LQ WKH P Di@réstinglyRmetetisipfithafwitd WH[W ST
creating the frenzied feelinG LVFXVVHG LQ WKH O\ULFV H J 32XW RI FRQ\
PRWLRQ ~ 22EVHVVLYH 4&bBubnih@3tidiev@ReRBiKgONsanNé random thoughts
RI QHDW GDQBUWKILYV IHHOLQJ LV JHQHUDWHG LPPHGLDWHO\
Introduction section.

The sixteen-bar Introductidnwhich to me sounds as four non-isochronous quadruple
hypermeasures begins with Petrucci playing the initial hypermeasure as a distorted guitar solo,
which is then repeated with the addition of the full ensefibM/hile the centricity of the entire
section is E-natural, there is a shift in pitch-class collection beginning in the third hypermeasure
that divides the Introduction into two eight-bar subsectiainereas the first eight-bar section
outlines E Locriarf! the second is in B Locrian with an E petfal.

As the rhythm and pitch material of the Introduction is relatively static, the most striking
and salient aspect of this section is its metrical pattern, which is ever-changing and can be very
disorienting. The first measure lasts for ten beat divisions (which | have notated as eighth notes
in Figure 5.20), though its motivic character hinta hypothetical primary unit of non-
isochronous triple meter (a 2+2+3 7/8 grouping) that undergoes terminal repetition and metrical
expansion to a non-isochronous quadruple mgte'W K D ugkdeaf a@+#2+3[+3] 10/8

% The full texture remains until the end of the Introduction section.

% The only exceptional pitch class in the E Locrian section is B-naturahwbunds twice. The first time, it
appears as part of a concluding gesture in the fourth bar, which i®sedpf a compound melody outlining a
power chord on F followed by another on E (a Phrygian-sourddidgntial gesture that is commarheavy metal)
The second occurrence of B-natural is in the end of the eightivhiah serves as a segue into the following
subsection in B Locrian.

% The unwieldy designatioA% /RFULDQ ZL WiKufe®todéhbt&theQyéneral transposition of the material
from the first section down a perfect fourth (or simply down agirirpitch on the guitar and bass), though E2
remains the centric pitch. Since this pitch is created by the lowest-sguomn string in standard tuning, a true
WUDQVSRVLWLRQ 3GRZQoRBibewhlalsig-tring BIXa K HEH- QFPWUXPHQW 3HWUXFFL XVH
0 R W L;R@s, E2 remains the centric pitch that begins each measure indhd sebsection and F2 is used as the
second pitch to avoid repetition, though the rest of the pitch material is tsadsplonost exactly.
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grouping). This initial unit, which already includes an instance of internal repetition, becomes
the basis for all subsequeénand more thoroughly repetitivemetrical groupings, which
combine to form an ABAC-AMP that can be heard on the one- and two-bar{&vels.

Figure 5.20 A Wes York-influenced representation of the rhythmic repetition pattern during the
Introduction of 3 & RQVWD Q W:00-R:¥0L. RQ ~

While being decidedly metrical (and thus linear and goal-directed), this temporally-
complex phenomenon strikes me as possessingadBgreBLQLPDOLVPTV SXUSRUWHG

verticality, particularly because my experience éfdéspecially its clearly-related motivic

% pAfter presenting this analysis at the 2008 Music Theory Southeast anntiaigndecelyn Neal noted her slightly

different2 and completely plausibkehearing of the Introduction, in which the internal motivic repetitions d@sn

separate measures (and thus, each phrase is composed of eight measurearéviey dimd the ABAC-AMP is

heard on the two- and four-bar levels). While | do not hear the segtibis way, both hearings preserve the

ABAC structure; inNHDO YV KHDULQJ LW VLPSO\ WDNHYVY SODFH RQ D GLITHUHQW Pl
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repetitione SDUDOOHOV WKDW R 3KLOLS *3 Bue¢h/ fHavélidavided ® GG LW LY
transcription of the Introduction in Figure 5.20, which includes a rhythmic reduction (influenced

E\ :HV <RUN\EBYHRG HDWQD O\VLV RI *& hat Wisvates e sgebifiH V °
nature of the internal repetition(s) of each measure.

Figure 5.21 The multi-leveled ABAC-AMP inthe QWURGXFWLRQ RI *@®QVWDQW
0:40.

$GGLWLRQDOO\ WKH VHFWidR rfam & RigHR botes) id BlggektPe obthe minimalist style.
While progressive metal music frequently involves rhythms ofridisre, the fact that the eighth note is siute
rhythmic value in these sections strengthens the stylistic correlation in ttontex

B:HV <RUN 3)RUP D Q\@rithigshir Glassed. Richard Kostelanetz (New York: Schirmer Books,
1981), 60-80.
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The final measure of the Introduction, whose metrical grouping (2+2+4[+4+4]) totals
sixteen eighth notes (and thus maintains the additive ABAC pattern on the one- and two-bar
levels), can be heard as a conflation of the thematic material from the Introduction and the
metrical material from the subsequent Link section, which is in simple quadruple meter. As
such, this bar functions as a metrically-articulated transition into the next section. Aiding this
analysis is the additiotinat occurs in the measure: for the first time, rhythmic groupings of four
eighth notes are heard, previewing the prevalent quarter note pulse stream in the Link. However,
WKLV 3VPRRWK ™ PHWOMRDOURXYDQVILWLERY L BBAGXMRJORP WKH St
the four-bar levet here,B (49 eighth notes) is larger than C (48 eighth notes). To this listener,
a metrical promise (the articulation of the ABAC-AMP on every possible level of structure) has
JRQH XQIXOILOOHG FUHDWLQJ ZKDW PUh&wmBrkedRIIOOHG D 3SL
deviation with an asterisk in Figure 5.21, which shows the near-completion of a maximally-
articulated ABAC-AMP in the Introduction.

ThisanalysisZRQMTW JR LQWR DV PXFK GHWDLO ZLWK WKH PDLC
has with the Introduction, as the music withirsitelatively straightforward this is, after all, a
song that was purposely crafted to be thexabf V O H D Gowdvé€) Xiaek are a few aspects
that deserve special attentidparticularly within the Link, Verse and Interlude sections.

The first noteworthy element | hear after the Introduction section is the guitar ri€ to th
Link section, which, like many of the riffsitW KH VRQJ LV HHULO\ UHPLQLVFHQW
metal riffs. ThiV LV GXH WR WKH 3Jdx@edtR/Sight JHythrhd, WhitH @&V K
performed at a fast tempoonapaPXWHG RSHQ ORZ ( VWULQJ DQG VRXQG
EHWZHHQ Wrk atcertudt§d/pdvir chorfisThe Link riff is also directly related to the

motivic material from the Introduction, as shown in Figure 5.22.

P ThisLGHD UHIHUV WR &RQHTYV D Q Tdh/diags B/F-iat 3ISQ S F K WINEREUNWGER AV H

No.6 ( 7 & R&Rubért's Promissory Note: AnBEXUFLVH LQ 0XVLFDOthCeREHMUBINIVLFYV ~

(1982): 233241). On first listen, | was not able to count the exact number of beats inmessdure or

K\SHUPHDVXUH RI WKH QWURGXFWLRQ HWVYH ZBH RGN WHMWVWHKR PP EGID QB KK
pulse streams above the division-level; however, | still underst@dd sif WHHQWK EDU ZDV VRPHKRZ 3WF
support the overarching ABAC-AMBRVKDW , KDG EHJXQ WR SURMHFW ,Q UDFPWMWAHWH[SHU I
ZDV RQH RI WKH LQLWLDO PRWLYDWLRQ\BEHKLE G OVKH FORRGREBISLAHIE) G HWILDY $HH:
3KUDVH 6WUXFWXUH LQ 'UHDP 7KH D prdddntBd aé k2008 \AhDu@l\WeBtRY\OWE MuSic” ZK L F K
Theory Southeast in Greensboro, NC. This conference paper, imtivated this dissertation.

%92QH H[DPSOH RI D P XNadGiff #rD eBBRS L DD T W F D W D O Rakres8 WKH 1D RR XW K3H
VRQJ 32QH ~ ZKL Fhke &#18 PR XY W L FBreaiR Uhéda@iChas very audibly recomposed this

exactULIl LQ WKHLU VRQJ 30HWURSROLV 3W 7KH OLUDFOH DQG WKH 60OHHS
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Figure5.22 $ FRPSDULVRQ RI WKH ,QWURGXFWLRQ DQG /LQN Ul

The Link riffisrepeaHG DQG XVHG DV DFFRPSDQLPHQW WR /D%ULI
beginning of the first Verse section. In all, the Verse is composed of three subsections, forming
a sort of rounded binary forfnan odd profile for a Verse in a heavy metal song (see Figure
5.23)3 | hear this short form as being somewhat intertextual with tonal music, in that it tropes
the traditional key scheme of rounded binary formsyo EVW LW XWLQJ 3SPHWDO" PRGD
the E Phrygian-B Phrygian-E Phrygian pattern sounds as a depamtidreturn in the same
manner (and with the same centricities) as a ttmimstable/dominarti-tonic structure, but in
the absence of true tonality.
The most salient timbral aspects of the Verse/d&% U L H T V vddalRi&li@eH @nd
vowel distortions, which undoubtedlyand to me, comicall¥ allude to 0 H W D ©&vOdaksD
James Hetfield. Indeed, mostdH UHYLHZV R 3& Rv@tielbp Qitiés arri\dhsk Q °
that | have read cité D % U L H 1 \prilwaRy@¥Hddhté of the Metallica influence that is so
clearly evident throughout the song.

31| hear a rounded binary profile more than a ternary profile irs#ion because the initial A section is repeated
DQG JLYHQ PRUH WH[W WKDQ WKH % D QW LKRIQ VIHF W/ IKRHQ VHtld S&E GMIRYN RE\D QVAQ\D |
than being capable of standing on its own.
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Figure 5.23 The rounded binary form of theLUVW 9HUVH Rl 3&RQVWDQW OR

Swaying far more toward the formal prototype of a traditional metal single are the
subsequent Transition and Chorus sections, which, given the relative complexity of the
Introduction and Verse sections, are a bit underwhelming. | have provided a transcription of
both of these thematically-related sections in Figure 5.24. Particularly striking is the move to
major-quality harmonies during the Chorus, which deviates from the minor/Phrygian/Locrian
modePRUH W\SLFDO 3P HVWDhe rest BIEhe sV Adrliovidlly, the overtly pop-
influenced textures of the ChortlEQFOXGLQJ /D% ULH arfid@spehsewWeQura §itV FD OO
thH VHFWLRQTV E H Jth€®Qds€nienDMultzga®vOcdd harmonies, which serve to
reinforcetheGHFODPDWLRQ R Wiitat¥ Riled gNort tdcothpds&)eh accessible
&KRUXV ZRUW K\ RWhile thislrathér ®liBn@dJsectiorkcDIHV DJDLQVW WKH VRQ
prevailing affective profile,its LQGLFDWLYH Rl '"UHDP 7KHDWHWWMtV UHFHQW
regard to ChorusesVKH EDQG WHQGV WR SEUHDN VWULGH™ ZLWK WKH!
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favoring simplistic, pop-influenced hooks over more logical stylistic transitions (other examples
LQFOXGH 37KH 'DUN (WHUQDO 1LJKW  IURP W Ré¢lavauR)F¥ DO E X P

Figure 5.24 Therelated7 UDQVLWLRQ DQG &KRUXV VHFWLRQV IURP

After another short Link section, the second Verse begins, featuring the same quasi-
rounded binary scheme as in the first iteration of the section. However, the Link riff is further
developed into two new variatior LW KLQ WKH $ Dse&Figure8.89).Whek Q V
contrasting subsect@ 1V dJdevéldped as well, though its syncopéteahd difficult to
perform2 5+4+7 division grouping obscures the connection to the initial presentation (despite
the fact that the riff still outlines the B Phrygian collection and emphasizes the span from B2 to
F#2) $GGLQJ WR WKH KHLJKWHQHG VHQVH RI UK\WKPLF FRPSC

ANIAY

Middle Eastern-tinge3-4-3-"§ melody, which is sung in a contrasting division rhythm

%2 Additionally, WK H E D Q G YV Black @oDds Xl Silver Linindsatures two songs*$ 1LJKWPDUH WR
S5HPHPEHU DQG 3$ 5LWH RI 3DVVDJH =~ WhaHndlude \6WertiwpoRintiehDee IChoretssQ W KH D
sections which jarringly deviate from the stylistic profile of therfally-adjacent material.
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(2+3+3+3+3+2) that can be considered a rotation of the traditional diatonic 3+3+3+3+4 (or 2+2)

pattern.

Figure 5.25 The varied return of the rounded binary-foB/HUVH VHFWLRQ LQ 3&RQVWI

Verse 2 is followed by the second Transition and Chorus sections, which are almost
completely unchanged from their initial presentations. The only (somewhat) significant
difference lies in Transition 2, which does not include the strange synthesizer effects that

decorated Transition 1.
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The ensuing and contrasting instrumentaVBHI FW LR Q RI 3 & RQVWDQW ORWLRQ
S6DFULILFHG 6RQV ’ tbbea largk Rter@deliiatHs hblésto be perceptually
divided into three units. In this case, the units are (in chronological order): a texturally-thin
Interlude with a bass feature, a guitar solo, and a keyboard BdpOLNH WKH 36DFULILFHG
section, however, the harmonic structure of the B sedti@h 3&RQVWDQW ORWLRQ ™ FRQI
this texture- and thematic design-based tripartite division, and instead suggests a two-part form
the initial bass feature shares an F# centricaynd an implication of F# Phrygian, with its
semitone root motion to &with the guitar solo, whereas the keyboard solo features a move
back to the prevailing E centricity. Another way of hearing the form in this B section focuses on
the Link riff, which is ¥ecycled” as the accompaniment to the keyboard solo, as it had been
during the Verse sections. This thematic reinstatement is suggestive of a kind of formal
conflation, as one could easily hear the keyboard solo as a substitute for what would be the third
texted Versé thus, in this hearing, the tail end of the instrumental B section is integrated into
WKH WH[WHG UHWXUQ Rdel\&vi thaOHisUalrhial &fhfigVityl Erddte RiQerest
within the large Interlude, which would otherwise be a rather simplistet prog-influenced
bass/guitar/keyboard solo exchange.

Another noteworthy elemerRl WKH % VHFWLRQ Ris thatRk @aiuded @t ORWLF
another variation of the Introduction riff during the second half of the bass-centric Interlude,
which sounds as a single-line melody in the higher register of the palm-muted guitar that is
transposed to F# Locrian (and altered to project simple quadruple meter). A third remarkable
aspect of the B section is the accompanying material to the guitar solo, which features an over-
the-bar line diatonic rhythm (3+3+3+3£3}s well as a fuller realization of the stereotypically
30 L G&a&3tdrn feel that was hinted at during the second subsection of Verse 2 (see Figure
5.26). This Midde-Eastern tinge is created by the fifth-mode harmonic minor scale outlined by

the guitar and bass riff, as well as the high-tom-centric drum pattern played by Portnoy.

3 This rhythmic pattern, like the rotated 2+3+3+3+3+2 grouping disciessédr in the Verse 2 analysis, can only
be considered to be diatonic if it is heard as a subdivision pattern avottat level; this is because it is not a
maximally even division pattern.
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Figure 5.26 Diatonic rhythm in the accompaniment to the guitRrGR Rl & RQVWDQW ORYV

The third and final Transition and Chorus sectthRPSRVH WKH ODUJH $Y1 VHF
remain mostly unchanged. Transition 3 reinstates the synthesizer effects that were heard in the
background of the initial Transitiphowever, this time, Rudess performs with what sounds like
a siren patch, which is appropriate considering the frenzied lyrical theme. As is the tradition in
pop/rock music, the final ChoruR | 3 & R Q VW D @ \akténhRed Lidr€petition, and includes
new lines of text* While the death metal-inspired growled yelling of the final line of text by
SRUWQR\ 3 QWR WK Mhi@Hhwas wurpisidlyasentupQnlthe extension of the
section SXQFWXDWHYV 2&RQVWDQW ORWLRQ™ TXLWH QLFHO\ DQG
end to the song, there remains a bit of unfinished busit¥ss H S SURPLVVRU\ PHWHU"  1U
Introduction.

Dream Theater duly addresses this matter in the eight-bar Conclusion section, which
sounds as a full-textured restatement of the first two phrases of the Introduction that replaces the
final measure with a 20/8 bar featuring the pattern (2+2+3[+2+3+2+3+3]). This conclusive
measure introduces the longest internal repetition yet, and can be heard as the fulfillment of the
metrical promisé a continuation of the maximally-articulated ABAC-AMP that was hinted at

approximately six minutes earlier in the Introduction (see Figures 5.27 and 5.28).

¥nChorus3 WKH OLQH *&DQTW VWRS WKH ZKHHO3RURPHUPRQHQ I QM/RL W K H UY
E O LV WtHHe biidipated end of the sectioD QG 3<RX JHW \RXUV DQG , JRW PGQHRXWKEVWL)
RI PLQG  GXULQJ WKH 3H[WUD’ UHSHDW Rl WKH VHFWLRQ
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Figure 5.27 A Wes York-influenced representation of the rhythmic repetition pattern during the
&RQFOXVLRQ RI 3&RBQ6/6BRQW ORWLRQ °

Figure 5.28 The continuation of the multi-leveled ABAC-AMP from the Introduction during the
Conclusion, 6:36-6:55.

My experience of the Conclusion section is at once satisfying and confounding. On one

hand, the section is very fitting and rewarding, as it is conclusive with regard to both local and
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long-range metrical patterns. TEERQFOXVLR Q TV D O O Xcdrhpet@dwWiRedleveFRU U HF W
ABAC-AMP 2 a metrical phenomenon that is at once logically structured and experientially
mystifying? is also mimetically related to both thé RQlyreyY LW FDQ EH XQGHUVWRRG
G LV R U G t&JunifyinQ éncept behind the album as a whole (it soudd$ ©\ DV 3VA\VWHPDW
F K D RtMUs, it seems like a perfectly apt finale on many levels. One the other hand, the newly-
completed ABAC-AMP retroactively problematizes the majority of the §ovig G X UKV L R Q

despite the clear thematic connections between the Introduction riff and those of the various

other sections of the song which | have described in my analysis, | cannot help but hear the
SSURSHU™ $3%$71397 | RU& &én@eq digléssian avaXim the process-oriented

formal bookends. ThURYHUDOO WKH WHPSRUDO FRPSOH[LW\ RI 3&RQ"
there are surprising surface-level rhythmic and metrical phenomena which deviate from the
predominantly linear experience of time throughout the form and hint at a degree of temporal
verticality; and 2y special kind of temporal non-linearity exists on the level of the overall form,
asalarge, localyOLQHDU VHFWLRQ WKH 3SURSHU” IRUP VHUYHV DV
ABAC-AMP of the Introduction and Conclusion).

Conclusion

'"'UHDP 7KHDWHUfV VRQJV 36DFULILFHG 6RQV™ DQG 2&RQV\V
most notably, in duration, instrumentation, lyrical theme, and overall style(8&R QVW D QW
ORWLRQ LV I|DuflirReedthieudNéd i duration). However, both feature prog-
inspired displays of virtuosity and intertextuality, as well as metal-inspired timbres (especially
JURZOHG YRFDOV DQG GLVWRUWHG JXLWDUV AS®RéghHU FKRUG\
both songs typify the subgenre of progressive metal to a significant degree. Additionally, my
DQDO\WHV RI WKHVH WZR VRQJV KDYH IRefikal¢to@p8RQ 'UHDP 7
(more accurately, numerous metrical complexities), which, as | have noted throughout this
dissertation, | consider to be titeRVW VDOLHQW P DovexbH $dbuRd (A& WeH akeD Q G TV
key identifier of the progressive metal style). | have given much attention to the salient and
surprising long-range ABAC-AMPs present within both songs, which to me sound indebted to
the process-driven works of the early minimalists by way of connections in temporal experience

(and are, by proxy, intertextual with classic-era progressive rock music, which freely and openly
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borrows from Western concert music practice). These ABAC-AMPs also demonstrate Dream
7TKHDWHUTY SURFOLYLW\ IRU XV LRQativke dnd tHesnafichabiat®dh LP D U\ Y HK
which is a technique that is especially characteristic of progressive metal music.
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CHAPTER 6
POSTLUDE AND CONCLUSIONS

Postlude

It has beentwentyHDUV VLQFH WKH UH O HiBbdt-hlbRimMidh DfetaK HD W H U
And Day Uniteand the banfiV LQIOXHQFH F oM withinLiii® Quligéhre ldfO W 2
progressive metal (over which it still reigns as the best-known act) and throughout the world of
popular music; indeed, its music is probably more relevant today than ever before. One example
of its continuing influence is the albufime String Quartet Tribute to Dream Theatehich was
released by Vitamin Records in 2007.have also come across other examples pointing to the
E D Qdadping visibility in popular culture, such as the San Antodi® X ahd flinnesota
7L PEHUZ&O its\iisic during warm-ups for NBA games, as well as the presence of its
songs on the extremely successful video gagetar Hero: World Tour( Pull Me Under),
Rock Band onstant Motiori), andRock Band Z Panic Attack). Perhaps the clearest sign of
"UHDP 7K KukwkaHdde$&nce, however, is the extraordinary commercial success of its most
recent albumBlack Clouds and Silver Lining€EclipsingSystematic Chao8lack Cloudshas
quickly become the highesK D UW L QJ D O E Xhistdry aid ikhE filstDA @Y beak into
the top ten on the Billboard chart, as it debuted at the sixth poSifitre album was also ranked
first on the Billboard European Albums chart, peaking within the top five positions of the charts
from Italy, Hungary, Finland, Sweden, Germany, and the Netherfakidsile it has only been a
KDQGIXO RI PRQWKY VLQFH WKH DOEXPTVY UHOHDVH DQG WK
HIWHQW RI DQ\ LQFUHDVH LQ WKH EDQGYV FXOWXUDO UHOHY

! VitaminhasUHOHDVHG 39L W D P hlQuresithet ir@ldddd X DIDV@BHPHQWYV RI SRSXODU EDQGYV
including tributes to the music of Bob Dylan, The Beatles, Nirvanapard. Bowman notes in his dissertation

that this type of homagein which an artist or group of artists is either 1) asked to perforonmtsmusic with a live

orchestral arrangement, or 2) asked for permission to create an orchestramermingithout the band actually

performing (as is the case with the Dream Theater triButi@tes to the late 1960s and eaf@s (he gives the

example of Procol Harum), but it also enjoyed something of a revivad ilaté 1990s and early 2000s (Bowman,

Permanent Change8).

2 Billboard, 3$ B¥Chart HistoryUHDP 7KHDWHU °~ 3RUWQR\ HI[SUHVVHG XAPHXWWEGU GL
DQ LQWHUYLHZ SXEOLVKHG E\ "UHDP 7K HDH\H &tiuvh Witk Elr doapgy olktHFRU G ODEH
twelve minutes in the U.S.R S " +HOO PXVW YH IUR]JHQ RYHU %ODEEHUPRXWK QHW

% Ibid. Blabbermouth.net also reported tBésck Clouds and Silver Liningseaked at the fifth position in Canada.

Additionally, the album made it inside the top twenty-five in the U.K. (jmgpét twenty-third), making it just the

second Dream Theater album to ever accomplish such a feat (as memtiGhegter 1 Systematic Chagseaked

at twenty-fifth in 2007).
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WKH EDQGTV IDQ EDVH ZLuuee Didhivi XieaterlalQurbs, @IDoPvihidtul 160k |
forward to hearing as both a fan and analyst.

As | am sure is the case with any music scholar involved in a study of an active musician
or group of musiciansD *PRYLQJ WDUJHW’ ™ RI V RreeW\repidatibhippd LHQFHG |
learning that the subject of my scholarship was to release a new musical work during the writing
process. Would the band move in a completely different direction with regard to style? Would
the music be less metrically complex than the music on all of the previous albums? Would some
of my conclusions be rendered baseless (or at least substantially weakened)? Fortunately for me
(and, apparently, for the band), my anxiety was unjustified, as the album sounds very similar to
its recent counterpar§ystematic Chagsvhich enjoyed comparable commercial succéss).
While | have not yet had the time to learn and transcribe much of the album, | do hear in it many
of the quintessential Dream Theater metrical complexities that | have outlined in Chapter 4,
LQFOXGLQJ VHYHUDO H[DPSOHV RI PHWULFDO UHLI@&WHUSUHW
to the TwelveVWHS 6 XLWH 37KH 6KDWWHUHG )RUWUHVY ~ ZKLFK FR
movements and thematically and metrically develops themes from all of the earlier moyements
as well as a few ABAC-AMPSWKHUH DUH WZR LQ WKH DOEXPYTV ILQDO WL
the second of which unfolds on three metrical levels for over forty seconds). The only
significant deviation from the classic Dream Theater sound that | have helac&rClouds
during my initial experiences with the music regards formal delinedtierband seems to have
abandoned the metrically-articulated transition that characterized much of its earlier material.
JRU LQVWDQFH RQ WUDFNV OLNH % 1LJKWPDUH WR 5HPHPEH
released asthe BIXP V OHDG VL Qdiftetnt ni@tddavd/¢tyliSi Gtaras are presented
consecutively and without reconciliation; to me, this leads to a jarringly fragmented experience
Rl1 ZKDW .UDPHU HEDeD ohichiferdeati@\Wf the temporality that is typically
attributed to postmodern concert music. | look forward to analyzing these experiences in future

analytic endeavors.

* Indeed, upon first listen, | would position the album adjaceSygtematic Chads Figure 1.2. The album, while
at times overtly progt QIOXHQFHG GRHV LQFOXGH D QDIEX O\GKUFEBH JediutdsBiD Y\~ WLPE
most authentic blast beat ever recorded by the band dWikgH & R Q F @ XlighifRaPe 8 Rémember
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Conclusions

O\ DQDO\VHV RI '"UHDP 7KHDWHUYfV PXVLF LQ VXSSRUW RI
number of broad conclusions. First,the b§ind VLIQDWXUH VRXQG LV EHVW FKDL
possessing a progressive rock center and a heavy metal pefigssgntially, | hear the music
asSURJ LQ PHWDS&®&tondFmdeanw g 3ULPDULO\ DVVHUWY LWV 3SURJ
through the musical domain of meter. Despite the large number of progressive rock traits |
identify as audible (or otherwise perceivabl®) i WKH EDQGTV PXVLF LQ &KDSWHU
metrical complexitys the most salient marker of a prog rock influence in its sound. This
salience is engendered through repetition: the sheer frequency of metrical complexities that can
be experiencedin DHD P 7 KH D Whrdrkisfitheniras \¢haFacterizing elements. Third, the
band typically writes music in four-bar phrases, yet creates non-isochronous quadruple
hypermeasures by altering the fourth hyperbeat (either through metrical contraction, or more
commonly, metrical expansion). This hypermetric profile leads to a surprising, yet still primarily
OLQHDU H[SHULHQFH RI WHP SR Udioplitatiohsard\ticatedEieQ G TV P XVL
repetition in the beginning of phrases, and are ultimately subverted near their ends. As | have
QRWHG LQ &KDSWHU WKH UHVXOWDQW VXEYHUWHG LPSOLF
involve direct relationships between motivic transformation and metrical expansion/contraction;
this creates a sustained sense of continuity amid such disruptive changes in meter. Fourth,

Dream TheateR IWH Q F R P E L QA vafiations with Bubghrases in mixed meter (or
alternatively, it recursively varies the ends of repeated hypermeasures), which creates ABAC
metrical schemesk DW WR PH DUH HYRFDWLYH RI WKH 3 YHUWLFDO"™ H]|
typically attributed to minimalist compositions. A fifth conclusion regards the formal design of
"UHDP 7KHD W Haddt¥ theiRa@raplexity with regard to specific form, they tend to follow
DQ RYHUDOO IRUPDO SODQ WKDW LV EHVW GHVFULEHG DV FR
section is itself composed of multiple sections. The contrasting B sections of these composite
forms are often entirely instrumental (and thus are best described as multi-part Interludes), and
typically feature the highest degrees of both virtuosity and metrical complexity within a given
song.

The central aim of this analytical study has b8/ R GHVFULEH '"UHDP 7KHDWHU

style, focusing on what? and many other fans and critgonsider to be the most
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FKDUDFWHULVWLF HO HmMe@dal cBrplakikyH HOWeReB the peripbetalG
extensions outward from this metaphorical center of purpose are, to me, more significant to the
subfield of popular music analysis, and, hopefully, to the overall field of music theory. The first
of these has been my aim to more aptly describe the perceptual phenomenon of meter through
the reconsideration dfand in some cases, the redefinitior? gome problematic terminology
(e.g. terms related to ideas of hypermeter, metrical reinterpretation, and polymeter). This has
also led to the introduction of new terms and concepts, which has been done in order to explain
phenomena that either NaH Q W E H étl@t &lGérthalel dhly been discussed in passing (e.g.
metrical liquidation). A second peripheral purpose of this study has been to serve as a model for
the music-theoretical analysis of popular music that is both technically rigorous and grounded in
thework. 7R PH WKH DQDO\WLFDO 3VLWXDWLRQ™ WKDW EHVW DS
particularly in a project involving non-notated musis one that begins with the esthesic level
of listener perception and proceeds toward the neutral and poietic levels. Thus, | have tried to
H[SOLFLWO\ LQVHUW P\VHOI LQWR WKH IRUHJURXQG RI P\ DQI
LQVWHDG RI tW#ahrinudicatenhiis @dpprdach. However, | have also attempted to
demonstrate the multiplicity of musical domains that have led to my personal hearings and
segmentations with thorough descriptions and transcriptions, to ensure that my analyses, while
embracing subjectivity, do not come across as arbitrary. A third tangential goal of this project
has been to appeal to both music theorists and lovers of popular music, which | have tried to
accomplish by using language that is both precise and accessible (or at least moderately so). The
final 2 and to me, most importahtperipheral goal has been to simply have fun, which is directly
related to my bothmFKRLFH Rl '"UHDP 7KHDWHUfV PXandfmyDV P\ DQDO\\
transcription-centered methodology. As everyone in music academia knows, one has to be very
intimately involved with his or her analytical subject to produce a worthwhile dissertation. Thus,
my approach of engaging HD P 7 KH D W HWhEchR isieh 68 pleasure, regardless of
whether or not | am involved with it in a music-analgticontext? primarily through listening
and performance ensured thatZ R XO G QRW VXIIHU SEXUQRXW™ DQG ZRXOG
music throughout the years of research and writing.

My hope is that this project will benefit others in the field by serving as a point of
departure for the analysis of recent progressive rock and heavy metal music. Though I intend to
FRQWLQXH ZLWK P\ LQYHVWLJDWLRQV RI '"UHdotRe AKisssDWHUTV P

170



and bands whose work is equally deserving of scholarly attention (particularly King Crimson,
whose still-expanding oeuvre is frequently touched upon but has yet to be treated with a full-
length contribution). Also, while | outline many of the primary musical traits of the progressive
rock and heavy metal styles in Chapter 3, there is much more work to be lootiein

describing these traits with more detail, and, importantly, in discussing how these traits have
changed over the past three decades. More broadly, | hope that this dissertation will aid scholars
who are interested in analyzing rhythmically complex music by providing terminology that will
enable them to investigate music that is traditionally described (or dismissed) as quasi-metric or
ametric with more precision. Most of all, though, it is my sincere hope that this contribution will
inspire future scholars to simply study the music they foregardless of whether or not the

music has been previously examined.
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&$7$/2* 2) 0(75,&$/ 3+(120(1$ ,1 '5($0 7+($7(516 086,&

Independent M(ﬁ;gﬁ}lg- Independent M?te'}/;?:gy- Additive or Metrical
Album Title Song Title Timestamp Metrical ’ Metrical h Subtractive Reinter- Comments
- Metrical . Metrical .
Expansion - Contraction ) Process pretation
Expansion Contraction
When Dream ) )
and Day 0:01-0:30 X
Unite _ Chorus is a good
1:40 X example of
Status Seeker hypermetrial
2:30 X variation and
development
3:42 X Hypermetrical elision
0:22-0:51, Contraction ever
1:46-2:09 X fourth bar g
5:21-5:32
1:24-1:46 X Polymeter: 4+3+2+3
over 3/4
2:09 X Addition
The Ytse Jam
2:20, 5:32 X
Great example of
gradual additive
. . metrical process:
2:47-3:45 x X 4+4+4+4 becomes
4+4+4+5 then
4+4+4+6
The Killing . Addition of extra
Hand 4:56 x beats
. . . Addition of an extra
Afterlife 0:36, 2:46 X beat
. Addition of extra
The Ones 3:40 X beats
Who Help to —
Set the Sun 5:28. 8:00 X Addition of an extra
' beat
Only a Matter 0:05-0:55 N Augmentation every

of Time

other bar
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3:17

Text-related

Images and
Words

Pljjrl:d'\g? 2:01 X Hypermetrical elision
0:33
Take the Time
2:27
Surrounded 2:15, 3:10 X
2:17 Augmentation
2:43 X
Metropolis Pt.
I: The Miracle . .
and the 4:19-5:02
Sleeper
7:01
20 7- Maximally even
7:38-7:46 variation pattern
2:43
Under a Glass|
Moon
3:57
. . Motivic and metrical
ggéggé variation throughout
Wait for Slee 2:03-2:21 with addltlo_n and
P subtraction
0:53-1:10 Addition
0:06-0:25 Polymeter
0:38-0:46
Lear_ning to 257
Live
3:10-4:02
8:00-8:12
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9DULDWLRQ

8:12-8:41 IRU 60HH
10:16
10:16
Awake Metrical re-
6:00 0:39 interpretation and bar
line shift
. Addition of an extra
131 beat
Gradual metrical
additive process:
Caughtin a 2:44-3:13 4+4+4+4 becomes
Web 4+4+4+6 and
4+4+5+6
ABAC additive
3:13-3:33 metrical process as
the climax:
5+6+5+[4+4+4+4+4]
1:36 X
Innocence _
Faded Contraction of
2:46-2:53 X previously contract®
material
g?&géé Subtraction-related
. o metrical contraction
1:41-1:58, throughout theme
5:45-6:00 9
Metrical liquidation
0:30, 1:02, . !
6:06 hypermet_rlcal
expansion
. }122164017 Internal subtraction
Erotomania B A
2:31
. . Metrical re-
414-4:23 interpretation
Addition, expansion
4:30 of previously _
contracted material
(1:14)
5:22 Diminution

174



Includes long-range
polyrhythm:
10+9+9+4 sixteenths
over 4/4. Also

5:30-5:44 includes
hypermetrical
expansion and
motivic/metrical
contraction
Voices 3:03, 4:13,
9:06
. . Metrical re-
Mirror O'Og_’;;'lﬂ" X interpretation, bar ling
: shifts throughout
3:30 X
Metrical transition
Lie 3:42-4:02 following addition:
8+9+8+9, 8+9+8+8
4:02
. ABAC metrical
Lifting additive process on
Si;adD(r)(\;vasmOff 3:34-3:57 the 2-bar level:
8+12+8+13
2:43,2:51
Scarred Addit - "
. ition of an extra
9:58 beat
A Change of | A Change of
Seasons [EP] Seasons
I: The 1:42 Augmentation
Crimson
Sunrise
A Change of . . Contraction occurs af
Seasons ‘éi:;%%i the end of the phrase|
Il: Innocence ) ) 6+9+6+9+6+9+6+8
A Change of
Seasons
VII: The 21:08 Subtraction
Crimson
Sunset
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Falling into
Infinity

New
Millennium

0:29-1:22

Very organic

6:42-7:12

ABAC additive
metrical pattern on
the hyperbeat level:
8+7, 9+8, 8+7, 9+10

Burning my
Soul

3:33-3:57

ABAC additive
metrical pattern:
6+7+6+8

+HOOT
Kitchen

1:20-1:55

Very organic
throughout the song;
subtraction every
fourth measure in thig

section

2:19

Contraction of
previously contracted
material

2:42, 2:47

Contraction of
previously contracted
material

2:48

Expansion of
previously contracted
material

3:18-3:40,
3:52-4:10

]

Diminution and
augmentation-related
AABC metrical
pattern:12+10+12+10
12+8+12+12; with
first four bars
repeated at 3:52-4:1(

Lines in the
Sand

4:05

Just Let Me
Breathe

2:00, 2:50

3:40

Trial of Tears

3:25-3:53

Expansion at the end
of the section
contraction of the first
Verse
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Metropolis Pt.
II: Scenes
From a
Memory

Addition of an extra

2:00 beat
Additive process:
Overture 1928 2:45-3:00 X 4+3, 4+4, 4+6 at
phrase end
3:06 X
0'56 Addition of extra
beats
1:53 %)
Strange Déja
Vu
2:02, 4:02 X Text-related
2:53 Addition of extra
beats
1:06 Addition of an extra
beat
Diminution-related
metrical contraction
1:57, 3:37 creating a vanec_j
return of the refrain
4/4 becomes 3/4 at
Fatal Tragedy Il:57’ 6/.8 a/t 3:37_
4:12-4:22 Polymeter: 4/4 agains|
6/4
Hypermetrical
additive/subtractive
2o - process [8-7-5-3-1-5-
4:32:5:55 X 3-5-7-8], with the
final measure in 2/4
instead of 4/4.
0:30, 1:30 X
2:18 X Addition
. 4:01 X Addition
Beyond This
Life
4:24 X Text-related
6:10 X Addition
8:26-8:46 Polymeter
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Home 11:44-12:53 Repetition and
subtraction
Diminution
0:31-0:44
A s throughout phrases:
4:34-4:43 8-7-6
Addition and
0:58-1:05, subtraction, in a
1:19-1:27 different pattern each
iteration
1:37 X _ Metrical _
reinterpretation
1:44 Subtraction
2:00 X _ Metrical _
reinterpretation
The Dance of Ao Metrical liquidation:
Eternity 4:13-4:19 8-7-6 at end of phrasgq
4:23-4:30 Maximally even
(5:28-5:3Q variation pattern from
5:44-5:56) Metropolis Pt. |
4:43-5:13 Addition
Multiple ABAC
metrical patterns
5:13-5:27, ) (none are consistently
5:31-5:44 additive or
subtractive), metrical
reinterpretation
6:00 Addition
One Last 1:52-2:20 Addition of an extra
Time beat
1:41, 2:51 Addition of an extra
beat
2:16 Addition of extra
beats
; . . Metrical liquidation:
Finally Free 5:38-5:53 4+4, 3+3+2, 3+3
7:18 Addition of extra
beats
9:00 Polymeter
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Six Degrees 2:12-2:51,
of Inner 3:57-4:37
Turbulence . Addition of extra
4:37 X
beats
593 . Addition of extra
beats
7:15, 9:06
The Glass 8:04-8:19 ) Bar line shift
Prison
Motivic and metrical
8:34-8:51 expansion of previoug
material
9:38 X
12:97 X Add|t|ort1) g;tan extra
12:48 X Addition of an extra
measure and a beat
2:58, 4:32, X Addition of extra
8:50 beats
Tighter motivic
4:56 repetitions relate to
metrical contraction
5:00-5:13 ABAC subtractive
7.'32—7.'55 metrical pattern:
’ ' 8+6+8+5
i . 5+5+4+5+5+6 pattern
Blind Faith 5:41-5:56 performed twice
Addition-related
ERA- expansion of previous
556-6:05 material: 5+5+5+5,
5+5+5+4
Alternation between
previous patterns of
6:05-7:32 the theme with
expansion at the end
of phrases: 5+5+6+6
1:49, 3:35, . Addition of an extra
5:46 beat
Misunderstood 3:32 X
5:00, 6:57, X Addition of an extra
7:23

beat
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7:00, 7:27 X Diminution
Great example of
metrical variation
throughout an entire
2:43-2:52 X song +very organic.
Initial riff: 2+2+3,
2+3+2; truncated herg
as 2+2+3, 2+3
. . Addition: 2+2+3,
ziig%% 2+2+3+2 (creates
) ) shadow meter of 4/4),
Expansion of
The Great 4:18-4:46 previously contracted
Debate material: 3+3+3+2+2
Expansion of
4:58-5:33, previously expanded
5:45-5:56 material:
3+3+3+3+2+2
. Metrical
8:50 reinterpretation
. Addition of extra
10:54 beats
11:05-11:20 X ABAC additive
metrical pattern
Addition of an extra
0:20, 2:44, beat in the third
. 5:50 measure of a four
Disappear measure phrase
4:27 Addition
Six Degrees of 2:20 Addition of an extra
Inner ) beat
Turbulence .
I: Overture 4:51-4:59 Short additive proces
0:12 %)
Expansion of
Six Degrees of 0:34, 1:17 previously c_ontracted
Inner material
Turbulence . . Addition of extra
1I: About to 1:43,3:04 beats; text-related
Crash 147 Addition of extra
’ beats; text-related
3:07 Expansion of an

expansion
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Subtraction, text-

3:25 related
4:47 Addition
. 0:01 Subtraction within the|
Six IIDegrees of ) main riff of the song
Turgﬂﬁernce 1.03, 110, L
) 1:15, 2:10, Text-related addition
IV: The Test 515 2:19
That Stumped e
Them All 3:01-3:17
Six Degrees of
Inner
Turbulence 4:38
V: Goodnight
Kiss
3:52-4:24, Lo
5:20 Diminution
Addition of an extra
Six Degrees of division (not
Inner 4:25 motivically related)
Turbulence creates a metrical
VI: Solitary transition
Shell 5:28, 5:34 Addition
5:41 Augmentation
Addition of an extra
0:33 division; not
motivically related
Expansion of materia
. from mvt. Il +
Six Degrees of Augmentation
Inner ;
oA creating a constant
Tl.eruIence 1131?):531% 4/4 which eliminates
VII: About to e added beats to
Crash (reprise) measures yet create
hypermetrical
expansion
1:48 Expansion of material
from mvt. Il
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Train of
Thought

ABAC additive

4o metrical pattern on
23:;13 ii‘é X the 4-bar level:
1006-4! 4+4+4+3, 4+5+4+4,
4+4+4+3, 4+5+4+6
250 4:32 The Chorus features
' 6"27- ' multiple instances of
’ expansion
2:58-3:10, Expansion of
4:40-4:53, previously expanded
As | Am 6:35-6:47 material
3:10, 4:53, ’
522, 6:47 Subtraction of a beat
3:38 Subtraction
6:34 Addition
ABAC additive and
0:27-0:40, . .
2:29-4-42 X X subtractive metrical
pattern
1:27, 1:43 Addltlork;g;teln extra
. Addition of extra
3:40 beats
ABABAC metrical
This Dying 3:41-4:.07 X X %Zt]fgrrg k()i?Tv‘iathas
Soul . -
internal repetition)
ABAC metrical
5:43-5:59 x) pattern: 5+5+6+4,
5+5+6+6
Development of
previous section:
ABABAC metrical
6:00-6:31 X pattern with the final

four bars 5+5+6+8

creating an ABAC-

AMP on the 4-bar
level
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Metrical

6:38, 6:57 . .
reinterpretation
7:20, 7:26, .
7:34. 7:40 x) Text-driven
Addition of extra
beats creating ABAC
additive metrical
pattern: 8+9+8+11.
] ] Also, one bar is adde
8.05-8:35 X after the first section,
and two after the
second, furthering the
additive nature of the
formal section.
Addition of an extra
9:43-10:25 beat every fou_rth
measure, metrical
reinterpretation
ABAC additive
0:01-1:42, X X metrical pattern on
2:50-3:41 the 2-bar level: 4+4,
4+6, 4+4, 4+7
1:53-2:07, N Addition of a beat,
3:41-4:06 addition of a measure
Endless
Sacrifice
. . Additive rhythmic
5:43-5:55 (X) grouping
10:55-11:00 Addition of measures
Metrical
0:13, 8:04 reinterpretation,
polymeter
1:27-1:47,
Honor Thy 1:58-2:17, .
Father 3-19-3:39, X Addition
3:50-4:09
2:22,2:32,
4:14, 4:24, X Augmentation
8:49, 8:54, 9
8:59
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ABAC additive

. metrical pattern: 4+2,
4:50 ) () 4+4, 4+2, 4+multiple
measures
6+5+6+6 pattern
6:32-7:55 X X gradually obscured
and reinterpreted
The final four bars of
. . the long section are
7:55-8:05 X allin 6, furthering the
metrical development
9:00 Addition of extra
beats
0:01-1:17, Diminution of the
1:44-2:03, X theme from the
7:32-8:10, previous song,
10:20-10:35 SODFDQW’
1:17-1:38, X Addition every first
8:10-8:30 and third measure
1:38-1:44, X Addition every
8:31-10:20 measure
3:52-4:11, .
4:08-4:48 X Addition
Stream of
Consciousnesy
411, 4:49 Addition of an extra
measure
5:48-5:57, X Subtraction every
6:38-6:47 other bar
5:57, 6:47 Addition of an extra
beat
. . Addition of an extra
9:51, 10:17 measure
10:35 Addition of an extra

beat
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E1.A- BRUWQR\TV
5:51-6:07 Morse Code rhythm
In the Name Addition of measures
of God 7:14-7:19 and techno
SEUHDNEH
Additive metrical
8:08-8:36 (x) pattern: 5+5+5+(5x3)
becomes 5+6+5+5
Octavarium 1:10-1:45, Subtraction every
2:37-3:21, X fourth measure; not
4:44-5:07 motivically related
1:45-2:04 Expansion of
3:21-3:37 X previously contracted
5:07-5:23 materia) polymeter
These Walls
4:15, 4:29 Subtraction
Addition, expansion
4:22 X of previously
contracted material
0:40, 0:50 X Addition
1:26 Addition of extra
beats
) Metrical
Panic Attack 4:46-457, reinterpretation and
5-09-5:20 contraction
y N 3+3+3+3+2+2 rhythm
5:33-5:43 .
in 4/4 becomes
3+3+3+3in 12/8
Metrical
4:57-5:09, reinterpretation: 12/8
5:20-5:32 becomes 4/4 with
grouping dissonance
Metrical
0:57-1:16 reinterpretation: bar
Sacrificed line shift
Sons Metrical liquidation,
4:38-4:42 X hypermetrical
expansion
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4:43-4:52,

Addition every other

Octavarium

6:02-6:22 measure
4:52-5:04 ABAC metrical
additive process
5:04-5:21, S5HLFKYV UR
5:46-6:02 technique
Multi-level ABAC
5:21-5:46 metrical additive
process
6:22 Adc_htlon, metr_lcal
reinterpretation
6:32 X
Expansion of
7:53 previously contracted
material
13:35, 13:40
13:41-13:49 Met_rlcalﬂ Iqu|dat|0n
with diminution
14:08-14:28, Subtraction every
14:49-15:19 fourth measure
Addition and
et S
15:19-15:40 5+6+6+7 (text-
related)
15:51, 16:18 Addition
Hypermetrical
15:59, 16:27 contraction with

motive repetition
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6:00-16:08

ABAC metrical
additive and
subtractive pattern:
7+6+7+8

16:28-16:36

ABAC additive and
subtractive metrical
pattern with ABAC-
AMP on the 2-bar
level; a continuation
of the previous
material with an
expansion in the final
bar: 7+6+7+8,
7+6+7+12

16:58-17:31

Addition of an extra
beat every other
measure

17:36

17:39-17:50

ABAC additive
metrical pattern on
the 2-bar level: 5+6,
5+5, 5+6, 5+12+12

with metrical
reinterpretation in the
final two bars

17:56-18:09

7+6+7+7, 7+6+7 with
elision into 4/4
section

19:08

Addition

21:24

Systematic
Chaos

In the
Presence of
Enemies Pt. 1

0:01-0:04,
2:05-2:10

0:29, 0:45
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ABAC additive
metrical process on

0:46-1:27 multiple levels:
9+10+9+11,
9+10+12+14
4:24-4:51 Polymeter
More metrically
5:04-5:32, X determined 7+6 with
6:18-6:45 beat subtraction tma
in the Introduction
Subtraction of
previous material (6/8
. . to 5/8) followed by
7:48-8:02 addition in the final
bar of the section
back to 6/8
0:10
Clear, simple
Forsaken 1:07 examples of addition
at the end of phrases
2:18
0:01-0:41 ABAC metrical
Constant -
. additive process on
Motion .
6:36-6:55 multiple levels
0:27, 6:53
0:32, 0:42, Addition creating
1:34, 1:45, ABABAC additive
2:36, 2:42, metrical process
2:47, 2:53 during the Transition
1:50, 2:20 Text-related addition
of an extra beat
The Dark 230 Addition of extra
Eternal Night : beats
. . ABAC metrical
§30 oL additive and
) ' subtractive process
ABAC metrical
4:02-4:20 additive process on
multiple levels
4:38-4:49, Expansion of previous
4:59-5:10 material
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5:20-5:40 Internal addition
Addition of an extra
Repentance éi%%]é% beat at the end of eag
) ) phrase
1:26, 1:55,
2:20, 3:45,
4:11, 4:36,
The Ministry | 5:45,11:17,
of Lost Souls | 12:30, 13:28,
14:14
10:07
2:36-3:21 Diminution in the‘first
4'_ 17- 4'_ 40' Verse, subtraction
) ) second Verse
Contraction of
4:40-5:01 previously contracted
material
6:16-6:23,
i
9:17
6:27-6:30,
gggggs Text-related
7:37.7-44. X subtraction of a
7:51_7:57: measure: 4+4+2, 4+2
8:04-8:10
In the
Presence of 8:51-9:10 Diminution
Enemies Pt. 2 -
Expansion of
previously contracted
9:11-9:17 material with
augmentation and
extension
ABAC pattern with
9:35-10:17 polymeter in the last
iteration
ABAC additive
10:35-10:58 metrical process ever
other phrase
11:19-11:47 Ad%ft.c metrical
; N additive process;
12:02-12:29 same as Pt. 1 at 0:44
13:08-13:13 Same as Pt. 1 at 0:0]
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