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Edexcel GCSE music: AoS2 – Vocal Music

by Simon Rushby

INTRODUCTION

This article provides some teaching ideas and suggestions for Area of Study 2 of the Appraising component 

of the new Edexcel GCSE music course, which we will be starting with our Year 10s this term. In a previous 

Music Teacher resource (September 2016), I offered some ideas for how to approach the teaching of this 

component, which is the only non-coursework component of the GCSE and is examined by a listening paper 

in the summer of Year 11.

The content is divided into four Areas of Study, the second of which is given the broad title of Vocal Music. 

Edexcel have set two songs as set works for this Area of Study:

 � Purcell’s ‘Music for a While’

 � Queen’s ‘Killer Queen’

Additionally, students will be expected to answer questions on unfamiliar music related to these set works, and 

the specification suggests examples such as arias by Bach and Handel, and songs by the Beach Boys and 

Alicia Keys.

Listening skills

In the previous Music Teacher resource, I also emphasised the importance of teaching the skills of aural 

analysis, given that students will be faced with unfamiliar music in the exam.

In the legacy GCSE there was every chance that a certain amount of rote-learning of the important 

characteristics of each set work would allow students to answer a lot of the questions, but this is not the case 

any more. Therefore, I think it is essential to study unfamiliar music alongside the set works, and establish a 

common approach when faced with any music.

Early in the course it would be a good idea to explore a variety of very short pieces, just to get into the practice 

of approaching music this way. So, presented with a minute-long extract of music (ideally something complete, 

or maybe a verse and chorus of a song) I would get my students to work in small groups, each group tasked 

with investigating the use of one of the MHRTIF elements.

Before starting such an exercise, however, it is important to establish with students what these elements 

actually mean, and this can be done by identifying the key features associated with each element, and using 

the correct musical vocabulary to describe them. This is important: all too often, GCSE students bark up the 

My approach is to use the acronym MHRTIF, which stands for:

 � Melody (including pitch, range, etc)

 � Harmony and Tonality

 � Rhythm (including metre and tempo)

 � Texture

 � Instrumentation (including playing techniques and dynamics)

 � Form
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wrong tree by, for example, writing about imitation (a texture word) when asked about melody, or they forget to 

mention crucial characteristics, such as metre when writing about rhythm.

Here is a non-exhaustive selection of the most likely key features, in the form of questions that students need 

to learn to ask when exploring their extract of music. Throughout the rest of this article I’ve highlighted the key 

musical vocabulary in colour to help students associate it with the correct element.

MELODY

 � Are pitches high, low or a mixture?

 � Is the melody stepwise (conjunct) or does it leap (disjunct)?

 � Do melodies ascend or descend, or both?

 � How long (in bars) are the phrases? Are they balanced? Is there question and answer/call and 
response/periodic phrasing?

 � Is the melody major, minor, modal, pentatonic or chromatic?

 � Are there any devices such as sequence, ostinato/riff, repetition?

 � Is there any ornamentation or decoration? If so, what kind?

HARMONY AND TONALITY

 � How many chords are used? Are the chord progressions simple and repetitive?

 � Are there cadences? If so, what kind?

 � Does the key change? If so, where does it modulate to?

 � Is the tonality major, minor, modal or atonal? Does it change?

 � Are there any devices such as pedals, cycles of 5ths, drones or ground bass?

 � Is the harmony consonant or dissonant? Diatonic or chromatic?

RHYTHM

 � How fast is the piece? Does the tempo change?

 � What kind of metre (simple or compound) is it? Does it change? Is there a regular pulse?

 � Are there any devices such as syncopation or hemiola?

 � What key rhythmic features are there, such as dotted rhythms, swing rhythms or triplets? Is it 
mainly minim, crotchet, quaver or semiquaver movement, or a mixture?

TEXTURE

 � How many layers or parts are there? Does this change?

 � Is there any example of unison or octave texture?

 � Is the texture monophonic, homophonic, melody-dominated homophony, polyphonic or 
heterophonic? Does it change? What effect does this have?

 � Is there any imitation or fugal writing? Any antiphony?
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UNFAMILIAR LISTENING – DAVID BOWIE’S 
‘STARMAN’

Let’s look at how this can be applied to the introduction, first verse and chorus of an ‘unfamiliar’ song from just 

a couple of years before Queen’s ‘Killer Queen’ – David Bowie’s iconic ‘Starman’. You can find the song on 

YouTube here.

The students tasked with looking at melody might come up with some of the following answers to their questions:

 � In the introduction, there are two very short, falling, disjunct phrases sung to nonsense words (or vocalised).

 � The verse is divided into three phrases in the form AAB, which is repeated.

 � The A phrases remain on the same note for much of the time, and then fall at the end. The second A phrase 

is slightly lower in pitch than the first (a kind of sequence).

 � The B phrases mainly ascend.

 � Melodies use the major scale.

 � In the chorus the melody is characterised by the rising octave ‘star-man’ followed by three short falling 

answering phrases. This happens twice – the second time with vocal harmonies.

 � The last part of the chorus is a repeat of a phrase that begins with the words ‘let the children….’ at different 

pitches.

 � Phrases are mainly balanced.

As far as harmony and tonality is concerned, some of the key features are:

 � The song is in a major key but the verse begins with a minor chord.

 � The introduction consists of two chords (IV and I) with some dissonance added to the IV chord.

 � The verse has a chord progression that repeats. The second time it ends differently to link into the chorus, 

and a high (inverted) pedal note can be heard.

 � The chorus harmony has a new chord progression, again played twice and ending differently.

 � There are a lot of chords in the song, giving the harmony a very rich, colourful character.

The rhythm group may find some of the following characteristics:

 � The song is in simple quadruple metre.

 � Much of the rhythmic ‘feel’ of the song is dictated by the strummed acoustic guitar and the drums.

 � The verse is more rhythmically complex than the chorus which feels more rhythmically ‘laid-back’.

 � The melody makes a lot of use of syncopation, especially at the ends of phrases.

 � A key feature is the syncopated electric guitar rhythm which is used to link the verse into the chorus.

INSTRUMENTATION

 � What instruments are used, and which feature most prominently?

 � What combinations of instruments are used and how do they vary?

 � What articulation (legato, staccato, etc) is used?

 � What instrumental or vocal techniques are used? Examples could be tremolo, vibrato, glissando.

 � If there are voices, what type of voices are they?

 � What type of electronic or studio effects are used?

 � What other features of music technology can be heard?

 � How are dynamics used and contrasted?

FORM

 � What form or structure does the piece have?

 � How is repetition used in the piece? Is there a recurring section?

 � How is contrast used? Is there a section that comes back in different ways?

https://www.youtube.com/watch?v=sI66hcu9fIs
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 � There is a contrast between the busy rhythms of the guitars and drums and the slow rhythms of the string 

parts.

Texture features can include:

 � A simple, acoustic guitar texture in the introduction, with voice added, moves into a fuller guitar and drums 

texture for the verse.

 � The texture fills out more for the chorus with the addition of lead guitar parts and strings.

 � A second vocal harmonises the repeat of the chorus.

 � The overall texture is melody-dominated homophony.

 � The strummed guitars create quite a full, perhaps slightly muddy texture.

Instrumentation characteristics of the song will include:

 � A very guitar-heavy sound, with a lot of strumming of acoustic guitar.

 � A noticeable electric guitar picked feature that links verse and chorus.

 � The drums and bass drive the music forward.

 � Strings are used to fill out the texture in the chorus with sustained notes; an electric piano can be heard as 

well.

 � It is a male vocal with a second male backing vocal part in the chorus.

For Form, responses might include:

 � We are only looking at the introduction, verse and chorus, but clearly this song follows a conventional 

strophic (verse-chorus) form.

 � The melodic phrases are repeated, often in sequence, and both the verse and chorus have repeated 

sections that have altered endings.

 � The introduction appears in a fuller form after the chorus, in the form of a short instrumental which links back 

to the verse.

AREA OF STUDY 2: WHAT SHOULD WE STUDY?

The two set works, by Purcell and Queen, bookend a 300-year period of development in writing for voice, but 

they have many similarities, not least in that they are both essentially songs for solo voice with accompaniment. 

Edexcel suggests (but does not prescribe) which other works students should study as part of this area of 

study, and it does not matter which are chosen, since it is the skill of being able to appraise unfamiliar music 

that needs to be taught, rather than any kind of content beyond the set works themselves.

However, it would be good to select pieces that give students an overview of the different types of solo songs 

that characterise this broad genre, and I offer some suggestions below of the types of song that could be 

included, and some examples of each.
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An aria from a Baroque opera, oratorio or cantata:

 � Handel: ‘Lascia ch’io pianga’ from Rinaldo

 � Vivaldi: ‘Laudamus te’ from Gloria

An aria from a Classical opera or oratorio:

 � Mozart: ‘Voi che sapete’ or ‘Non più andrai’ from The Marriage of Figaro

 � Mozart: Recordare from Requiem

An aria from a Romantic opera or oratorio:

 � Rossini: ‘Largo al factotum’ from The Barber of Seville

 � Mendelssohn: ‘He, watching over Israel’ from Elijah

 � Verdi: ‘La donna è mobile’ from Rigoletto

 � Puccini: ‘Che gelida manina’ from La bohème

A 19th- or 20th-century art song (or Lied):

 � Schubert: ‘An die Musik’

 � Schubert: ‘Gretchen am Spinnrade’

 � Schumann: ‘Im wunderschönen monat Mei’ from Dichterliebe

 � Fauré: ‘Après un rêve’

 � Britten: ‘Now the leaves are falling fast’ from On This Island

 � Vaughan Williams: ‘The Vagabond’ from Songs of Travel

A jazz or swing song:

 � Billie Holiday: ‘Fine and Mellow’

 � Gershwin: ‘Someone to Watch Over Me’

 � Cahn/Van Heusen: ‘Come Fly With Me’

 � Ellington/Russell: ‘Don’t Get Around Much Anymore’

A 1960s song:

 � The Beach Boys: ‘God Only Knows’

 � The Beatles: ‘Yesterday’ or ‘All My Loving’

 � The Monkees: ‘I’m a Believer’

A 1970s song:

 � David Bowie: ‘Starman’

 � Elton John: ‘Your Song’

 � Queen: ‘You’re My Best Friend’

 � Deep Purple: ‘Smoke on the Water’

 � Simon and Garfunkel: ‘The Sound of Silence’

A post-1980 song:

 � Dire Straits: ‘Romeo and Juliet’

 � Depeche Mode: ‘I Just Can’t Get Enough’

 � Oasis: ‘Wonderwall’

 � Alicia Keys: ‘Fallin’’

 � Taylor Swift: ‘Shake It Off’

 � Bruno Mars: ‘Grenade’
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Unfamiliar listening – Schubert’s ‘Gretchen am Spinnrade’

We have already looked at a portion of David Bowie’s ‘Starman’. Now let’s apply a similar approach to 

Schubert’s Lied ‘Gretchen am Spinnrade’, which you can find on YouTube here.

In the following brief commentary I have highlighted key vocabulary in bold. A good task for students would be 

to find these examples in the music and colour code the vocabulary by element like we have done in ‘Starman’.

‘Gretchen at the Spinning-wheel’ is one of Schubert’s earliest songs, with words by the great German poet 

Goethe, and it was written in 1814. The words tell of Gretchen’s infatuation with Faust as she sits, spinning at 

her wheel, which is clearly portrayed in the piano part. However, the rise and fall of the piano semiquavers 

and gentle rhythm of the left-hand part move through various pitches and keys as if to indicate Gretchen’s 

frequently changing state of mind.

The song is arranged in a rondo structure with differing episodes coming between each return of the A section 

or refrain, making an overall ABACADA form. The right hand of the piano imitates the spinning wheel with 

virtually unrelenting semiquavers – they only stop at the highest point of Gretchen’s impassioned singing as 

if she pauses her spinning at this point, only to slowly start the wheel again. The left hand uses a constant 

compound rhythm and pedal notes – appropriately – to imitate the foot on the pedal of the spinning wheel.

One of the most striking features of the song is the ever-changing tonality. The opening A section moves from 

D minor to C major almost straight away, creating an unsettled mood. The B section begins in a similar way to 

the A section, but moves quickly into A minor and then E minor. Meanwhile, Gretchen’s initially calm melody 

becomes quickly agitated as she moves higher in pitch.

The B section ends in F major and the A section or refrain returns, back in the original key of D minor – 

Schubert tends not to mess about with drawn-out modulations and moves quickly from key to key. The 

C section also begins with the first notes of the refrain but quickly moves to A minor and then F major, as 

Gretchen again becomes agitated. Schubert uses the cycle of 5ths to move to B flat major and his harmony 

becomes more chromatic with a number of diminished chords appearing. Gretchen reaches her highest 

note as she sings of Faust’s kiss, and stops spinning as she is lost in the moment!

As the wheel starts to move again, Gretchen sings the refrain back in the tonic key of D minor. We move into 

the final episode (the D section) and the key moves around the cycle of 5ths once again, as the dynamics 

increase. Another climactic phrase sees Gretchen sing a top A to form a cadence in D minor, and the wheel 

begins to slow as the final refrain returns.

Let’s now turn to the two set works for Area of Study 2 themselves.

Students could be given a number of tasks based around this excellent example of Romantic song. 
For example:

 � Ask them to work in groups to identify the main sections of the rondo structure, and the main 
keys through which the music passes.

 � Give them a translation of the words and ask them to consider how the music brings these words 
to life, using melody, dynamics, harmony, texture and – particularly – the use of the piano.

 � Get them to compare the song to Purcell’s ‘Music for a While’, Bowie’s ‘Starman’ or Queen’s 
‘Killer Queen’ (if they have already looked at any of these). What similarities in terms of the use 
of melody, harmony, rhythm, texture, instrumentation or form can they find? For example, do 
any of these other songs paint the words so vividly? Are key changes as important in the other 
songs as they are in the Schubert? How are the melodies constructed? Do the songs have similar 
forms and similar use of repetition and contrast?

https://www.youtube.com/watch?v=MY0eeotSDi8
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PURCELL: ‘MUSIC FOR A WHILE’

Context

Start perhaps by setting your students a group task based on two questions. If students take the lead in 

discovering the context they will understand (and remember) it far better than if it is spoon-fed to them. You 

could think about getting them to work together, point them in the direction of some reliable sources, and 

maybe get them to present their ideas to the group or hold a discussion.

Analysis of ‘Music for a While’

Once you get into studying the music of this song, apply the same approach that was used for the unfamiliar 

music, and get the students to lead on the investigative work. Additionally, since this is vocal music, the setting 

of the text is a critical aspect and it would be a good idea to look at it first. The suggested questions and lines 

of enquiry below require the learning of quite a lot of new musical language (colour-coded as before), so it is 

important to do this work in small, bite-sized chunks.

A great way to start would be to recall the unfamiliar music you have studied and ask the students to compare 

what they find in the Purcell, making links back to examples they have already encountered of – for example – 

word-painting, use of instruments or tonality.

When looking at Purcell’s setting of the text, the most noticeable thing is his use of word-painting – the specific 

use of musical ideas and idioms to enhance the meaning of the text and, in turn, the dramatic qualities of the 

song. For example, see if your students can identify and describe what happens in the music at the following 

points:

 � The word ‘pains’ in bar 12 and, consequently, the word ‘eas’d’ in bar 13.

 � The word ‘drop’ in bars 23-25 (there’s a lot to say about the music here).

 � The word ‘eternal’ in bar 20.

Additionally, you could look at the mostly syllabic setting of the words, the use of minor key to enhance the 

mood, and the setting of brighter phrases like ‘wond’ring’ (bar 10) and ‘free the dead’ (bar 16-17). You could 

also remind the students of ‘Gretchen am Spinnrade’, if you studied it, and get them to make links.

Remember that the more you are able to encourage them to compare a set work with an unfamiliar piece, the 

better prepared they will be when they have to do it in the exam. Keep asking the same question when they 

discover a feature of the music – can they remember discovering the same feature in other music that they 

have studied?

1. Who was Henry Purcell?

 � Why was he considered one of the most influential English composers there has been?

 � Investigate his career at Westminster Abbey and Chapel Royal.

 � How did he get into writing vocal music?

2. How did ‘Music for a While’ come about?

 � What can you find out about Dryden’s play Oedipus?

 � What other pieces of music Purcell did write for Oedipus?

 � What can you find out about Dryden and Purcell’s working relationship?

 � What can you find out about the character Alecto who is mentioned in the song?
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When it comes to melody, get the students to find and note examples of the following and answer the 

associated questions:

 � Conjunct melodic writing – a feature of this song. Do you know of other songs that have predominantly 

stepwise melodies?

 � The use of ornaments – can you find examples in this song of mordents, grace notes, trills and appoggiaturas?

 � Examples of sequences (such as the one used for the word ‘eternal’).

 � The use of passing notes. There are very few leaps in this song, but when they do occur, how are they 

treated?

 � Thinking about the singer, how hard is this piece to sing? Does it cover a big range? How does it compare 

with other music you have studied?

When looking at harmony and tonality, maybe ask the following questions:

 � What key is the music in at the start and end?

 � What keys does it modulate to, and where? How are these keys related to the tonic? Are there any similarities 

with other vocal music you have studied, in terms of key relationships?

 � Purcell cements these modulations with perfect cadences, meaning that the harmony is functional. Where 

are these perfect cadences?

 � What examples are these in the bass line of chromatic notes? What effect do these have on the harmony? 

Are there examples of chromatic harmony in other music you have encountered?

 � What examples of dissonance can you find? Where, for example, are there suspensions or false relations? 

What effect do they have on the music?

Questions about rhythm and metre can include:

 � What is the metre of the song? How fast do you think it should be performed? Why didn’t Purcell specify 

the tempo?

 � What are the main types of rhythms or rhythmic features found in the music? Does this song have anything 

in common rhythmically with other music you have looked at?

 � Are there examples of dotted rhythms or syncopation?

 � What rhythmic features does the ground bass have?

Texture and Instrumentation questions might be:

 � What type of voice sings the song?

 � What is a continuo and what instruments comprise it? What can you find out about these instruments? Can 

you find any other songs that use these instruments?

 � What is the main texture of this song? Is there much variety to the texture? If so, how is this achieved?

 � What roles does the keyboard instrument play in relation to the singer?

 � How does the other instrument add to the texture?

 � What role, if any, do dynamics play in this song? Can you hear dynamic changes in the performance that are 

not written in the music? How are these effective?

Finally, there is quite a lot to find out about the form. Guide the students’ investigations by setting tasks like:

 � Identify the ground bass and mark each repetition of it in the score. Have you encountered any other music 

that uses ground bass or a repeating bass line?

 � How many bars long is the ground bass? What are its key melodic and rhythmic features?

 � Do the chords and melody line always fit with the ground bass, or do they change over it? What effect does 

this have when you are listening to the song?

 � Apart from the ground bass, what other examples of repetition can you find in the song?
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LISTENING QUESTIONS

Here are some examples of listening questions that could be asked about ‘Music for a While’. All these 
questions are on the first section of the music, from bar 1 to the first beat of bar 10 (the word ‘beguile’). 
You can use these to generate other, similar questions about other parts of the music. After each 
question I have suggested one or two answers that might be considered acceptable.

1. What is the key at the beginning of the extract? A minor.

2. What name is given to the three-bar repetitive bass part in this section? Ground bass.

3. Name three musical features of the bass part from bar 1 to the first beat of bar 4. Features include: 
the combination of disjunct and conjunct notes; the bass part rises overall; there are a number of 
chromatic notes/semitones; the rhythm is all quavers; it ends with a IV-V-I perfect cadence.

4. What type of voice is singing? Soprano – though in some other recordings this piece is sung by a tenor.

5. Show as precisely as possible where there is an example of:

 � A sequence. Bars 1-2 – the ground bass consists of a four-note sequence; bars 7-8 in the vocal 
part; bars 7-8 in the right hand of the keyboard part.

 � A mordent. Bar 1, beat 1

 � An appoggiatura. Bar 2 beat 3; bar 5 beat 3; also there are a number of written-out appoggiaturas 
in the vocal part.
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QUEEN: KILLER QUEEN

Context

It’s not essential to study the two vocal music set works back to back, or even in the same term of your scheme 

of work. I know of a number of colleagues who have mixed up the set works and unfamiliar listening, perhaps 

for the sake of variety but also so that students get better at finding links between all the music they study. 

Splitting up the set works also allows you to revise the Area of Study later in the course when you come back 

to it. However, this is really a matter of choice – there are plenty of arguments to support delivering the whole 

Area of Study in one go.

As with the Purcell, a good way of discovering the context behind ‘Killer Queen’ is to set some research questions 

for your students to do in pairs or larger groups. Here are some suggestions of main and supplementary 

questions they could explore:

Queen were considered one of the best live bands of their time, so it would be a really interesting activity to 

watch a live performance of ‘Killer Queen’ and compare it with the studio recording. Ask your students what 

differences they can find. How did Queen reproduce their unique studio sound live on stage, without the need 

of backing tracks or synthesisers? Part of the answer to this question is that they did not try – their live versions 

were re-arranged specifically for the stage. This Youtube video is a good example of a live performance of 

‘Killer Queen’ from 1977 – and will probably start a discussion about Freddie Mercury’s legendary stage attire!

Analysis of ‘Killer Queen’

Again, it would be really good to apply the same approach that was used for the unfamiliar music, and for the 

Purcell, and get the students to lead on the investigative work. As before, key musical vocabulary is colour-

coded, and the questions suggested below, while not exhaustive, should point the way for students as they 

discover the key features of this unique song.

Additionally, since this was recorded in a studio rather than performed live, there are features of music 

technology to explore as well as instrumentation, so let’s start with that:

 � What type of voice does Freddie Mercury have, and how wide is his range? Does he change the way he 

sings at all? What vocal effects are used on his voice?

1. Who were Queen?

 � How did Freddie Mercury come to join with Brian May and Roger Taylor, who were already 
in a band? How did John Deacon join?

 � What were the four band-members’ backgrounds? None of them were ‘first-study’ musicians 
– how did they get into music?

2. How did the song come about?

 � What other songs had Freddie Mercury written around this time?

 � What were his musical interests, which fed into his writing style?

3. How did Queen come to be so successful?

 � This was one of their first big hits – what other songs were big hits at the time (both by 
Queen and other artists)?

 � Why were Queen considered unique or original? What was their appeal?

 � What can you find out about Sheer Heart Attack – the album that ‘Killer Queen’ is on – and 
A Night At The Opera, which came next?

 � In what ways do you think ‘Killer Queen’ paved the way for Queen’s monster hit, ‘Bohemian 
Rhapsody’, which was released the following year?

https://www.youtube.com/watch?v=D9PHG6y76ko
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 � How are the backing vocals arranged, and what do they add to the song? What examples of call and 

response can you find? What studio effects are used on the backing vocals?

 � How would you describe the sound of the piano?

 � What are the unique features of Brian May’s guitar parts? How many guitar parts are there, and how does 

he manage to play all of them? What guitar effects does he use? When does the guitar play chords, and 

when does it play melodies or counter melodies? What other guitar playing styles and techniques can you 

identify on the track?

 � What features of the bass guitar and drums are significant on the track? When John Deacon isn’t playing 

simple root notes, what else does he do with the bass part? How does Roger Taylor add colour and interest 

with drums and percussion?

 � What is panning and how/where is it used in ‘Killer Queen’? What other effects are used, and where?

 � What is overdubbing or multi-tracking, and how important is it in this song?

The form will be quite a big part of the study. Consider the following questions:

 � Where do the verses and choruses start?

 � Do the guitar solos follow the verse or chorus chord progressions? Or both?

 � How would you describe the introduction?

 � How does Queen link back into the verse from the chorus?

 � How is verse 3 different from the other verses? How is chorus 3 different?

 � What is unusual about the ending or outro?

Melody questions might include:

 � What features of the word setting are particularly interesting? How does this compare to other vocal music 

you have looked at? Is there any word painting?

 � What is the role of the backing vocals? How would you describe the words they sing?

 � Are there any sequences? Are melodies mainly conjunct or disjunct?

 � How does Freddie Mercury use repetition and contrast in the main melody?

 � What similarities and differences are there between the vocal melody and the guitar melody?

 � Are the phrase lengths even and balanced or are they varied and irregular?

Harmony and Tonality considerations might be:

 � What key does the song start in? What key does it change to half way through the verse?

 � Queen are known for their complicated key changes. What examples can you find in this song?

 � Find examples of chromatic or dissonant chords, 7th chords, extended chords and cycle of 5ths progressions. 

Can you find an example of a pedal note?

 � How are the various guitar parts harmonised? What about the backing vocals?

Finally, some questions about rhythm and texture:

 � How would you describe the metre and rhythm? What is the overall rhythmic ‘feel’ of this song? Is the metre 

varied at all?

 � Can you find examples of interesting rhythmic features such as syncopation and triplets?

 � The main texture is melody-dominated homophony, but what examples of varied texture can be found?

 � Where can you find examples of imitation, layering, panning and antiphonal texture?

 � What can you say about the texture during the guitar solos?


