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CHAPTER VII 

CONCLUSION 

 

The goal of this document is to introduce Western trombonists to Arabic music 

both in terms of its challenges and its beauty. This document is also intended to show 

Arabic musicians the possibilities of incorporating trombones into their own musical 

compositions.  While this document is an introduction to the possible relationship 

between the trombone and Arabic music, there are still many avenues of research that 

have yet to be explored. For example, although this document introduces several 

māqāmat that are widely used in the Palestinian region, including Jordan, Syria, and 

Lebanon, other regions in the Arab world such as North Africa, the Persian Gulf, Persia, 

and Turkey also have regional māqāmat, and these could be incorporated into 

pedagogical materials for western musicians, as well. Furthermore, there are many 

obscure or “old fashioned” māqāmat that are rarely used by modern Arabic musicians. 

Through further study, these additional māqāmat can be adapted for the trombone. There 

are also several opportunities for scholarship that are not addressed in this document, 

such as the study of Arabic improvisation techniques and its fusion with Western jazz 

improvisation.  

 One Western instrument that can easily incorporate Arabic musical traditions is 

the flute. The Arabic flute, or nay, is a common instrument in traditional Arabic 
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ensembles. It utilizes quarter tones as well as other breath techniques that are not used on 

the Western flute. 
61

 

 Arabic music has a rich tradition dating back well before Islam. Its melodic 

tradition and complex rhythmic structure offer unique challenges for the Western 

trombonist. It is my hope that, by utilizing this document, trombonists will not only gain 

a greater knowledge of Arabic music but also will develop a better sense of pitch through 

the study of the quarter tone. In addition, I also hope that these trombonists will gain a 

better understanding of the Arabic people and their culture through the study of Arabic 

music. 

 

 

 

 

 

 

 

 

 

                                                             
61 One exception is Jordanian flute player Ala’a Takrouri, who incorporates traditional nay technique into 

her solo flute playing. 
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APPENDIX A 

RECOMMENDED RECORDINGS 

 

Abraham, Bustan, Hamsa, Nada B0007EB74. 

Alaoui, Amina, Siwan, ECM Records B001PSOEKW. 

Alhaj, Rahim, The Second Baghdad, Magnetic Fields B0000CC4TD. 

Arabandi, East Meets West, CDBY B000094HQK. 

Bashir, Munir, Mesopotamia, Le Chant du Monde B000CC61Z. 

________, The Art of the Oūd, Ocora France B0005KCLI. 

Brahem, Anouar, Barzakh, ECM Records B000025XP1. 

________, Le Pas Du Chat Noir, ECM Records B0006EXHT. 

Fairuz, Ana Ou Sehrani, Voix d’Orient B00004U61W. 

________, Immortal Songs, Voix d’Orient B0004U61I. 

________, Kifak Inta, EMI Arabia B00004TAOV. 

________, Legend, the Best of Fairuz, EMI Arabia B000E1KKI2. 
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________, Wala Kif, EMI Arabia B0006485R.  

Ghazal, As Night Falls on the Silk Road, Shanachie B00000AFQ3 

Hafez, Abdel Halim, Kariat Al Fenga, Phantom Sound B00000IPR8. 

Hussain, Shaukat, Madar, ECM Records B000024CH5. 

Kalhor, Kayhan, Scattering Stars Like Dust, Traditional Crossroads B000006OIH. 

Khalife, Marcel, Jadal, Nagam B000000J9FB. 

Qaddouri, Furat, A New Vision, Music Box B006J8EA4E. 

Racy, Ali Jihad, Taqasim: The Art of Improvisation Lyrichord B00000229V. 

Shaheen, Simon, Music of Waheeb, Mango B00008FC7U. 

Umm Kulthum, Enta Omri, Voice for Music Production B0005OSWV. 

________, Ifrah Ya Qalbi, Sony B00005RSDA. 

________, Mother of the Arabs, EMI Import B0006AAME. 
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APPENDIX B 

 BIOGRAPHY OF TAREQ JUNDI 

 

A native of Amman, Jordan, Tareq Al Jundi began playing oūd in 1994 at the age 

of 11. Jundi has had the opportunity to study with some of the finest oūd in the world 

such as Nasser Abedo, Abdul Razzaq Toubasi, Ahmed Al Khatib, Omar Abbad, Elia 

Khoury, Sakher Hattar, Charbel Rouhana, Omar Bashir, and Alfred Jamil. Tareq received 

his Bachelor’s degree in Chemical Engineering from the Jordan University School of 

Science and Technology in 2007. Additionally, he was awarded a scholarship from the 

Greater Amman Municipality to complete his Bachelor Degree in music performance in 

cello from the National Music Conservatory of Jordan. He then subsequently joined the 

Amman Symphony Orchestra in 2009 as a cellist. 

           As an oūd performer, Tareq has received many awards including a second place 

finish in the International Oūd Competition in 2009. Additionally, he was a founding 

member of the widely acclaimed traditional Arabic ensemble Sharq. He has collaborated 

with Dozan Wa Awtar, Rum Band, Tareq Al Nasser, Shu Hal Ayam Band, Al 

Hannouneh, the  Jordan Academy for Music, and Moroccan composer Dr. Nabil 

Benabduljalil.  

           As a soloist, Tareq has participated in international festivals in: Syria, Lebanon, 

Bahrain, Morocco, Turkey, China, Croatia, Scotland, Italy and Sweden. In 2011, he 



87 
 

 
 

joined the Jordan Academy for Music as an adjunct professor of oūd as well as Western 

and Arabic music theory.  
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APPENDIX C 

GLOSSARY OF ARABIC TERMS 

 

Ajnas:  (singular form: jins) Tetrachords used as the building blocks for the māqāmat. 

Doumbek:  Arabic hand drum named after the sound it produces. A low sound called 

a“doum,” and a high sound called a “bek.” 

Māqām:  (plural form: māqāmat) Arabic scales, or modes, comprised of two ajnas. 

Nay:  Arabic end-blown wooden flute. The nay is a fixed tonal instrument, meaning there 

is a separate instrument for each māqāmat.  

Oūd:  Arabic stringed instrument similar to the lute. The oūd is the basis for all Arabic  

music theory. 

Qahnar:  Female entertainers from the first century that were the first performers of   

Arabic music. The qahnar would entertain their clients with songs while 

accompanying themselves with hand drums. 

Qanoun:  Arabic instrument similar to a harp. Performers place the qanoun on their lap, 

or on a table, and pluck the strings using picks attached to the fingers. 

Rabāb: Arabic stringed instrument with only one string. It is played standing upright on 

the performer’s lap and bowed. It is considered one of the oldest Arabic 

instruments. 

Riq: Arabic hand drum similar to a tambourine.  

Sama’i: Traditional Arabic musical form similar to a rondo.  
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