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Music Archiving & Research, CD.  

Racy, Jihad Ali. Musical Change and Commercial Recordings in Egypt, 1904-1932. PhD 

dissertation, University of Illinois, 1977.   

---. “Music in Nineteenth-Century Egypt: An Historical Sketch,” Selected Reports in 

Ethnomusicology, vol. 4, 1983, pp. 157-179.  

---. “The Waslah: A Compound-Form Principle in Egyptian Music.” Arab Studies Quarterly, 

vol. 5, No. 4, 1983, pp. 396-403. JSTOR, jstor.org/stable/41857697. Accessed 11 September 

2021.    

---. “Sound and Society: The Takht Music of Early-Twentieth Century Cairo.” Selected 

Reports in Ethnomusicology, vol. 7, 1988, pp. 139-170.  

https://doi.org/10.2307/767493
https://doi.org/10.2307/429576
https://www.jstor.org/stable/41857697


 193 

---. “Historical Worldviews of Early Ethnomusicologists: An East-West Encounter in Cairo, 

1932.” Ethnomusicology and Modern Music Mistory, edited by Stephen Blum, Philip Bohlman 

and Daniel Neuman, 1991, pp.68-95.  

---. ‘The Many Faces of Improvisation: The Arab Taqāsīm as a Musical Symbol.’ 
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Table 12: fawāṣil and sections in al-Sunbāṭī’s taqsīm rāst  ...................................................................... 140 
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Table 14: fawāṣil and sections in the composition Rāst  .......................................................................... 152 
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Figure 14: maqām rāst scale including its alternative secondary jins......................................................... 42 
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Figure 63: al-Qaṣabjī’s taqsīm nahāwand, modal colors in phrases 1 and 2 .............................................. 80 
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Figure 84: al-Qaṣabjī’s taqsīm rāst on Odeon, fāṣilah 1 [00:05-00:25] ..................................................... 97 
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Figure 124: nakrīz F4 ................................................................................................................................ 132 
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Figure 132: Figure 132: modality in taqsīm nahāwand/Ashwāq [07:38-08:31] ....................................... 139 
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Figure 141:  Rāst, exposition [00:02-01:21] ............................................................................................. 161 
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Figure 152: Bayātī, development 1 [01:03-01:58] .................................................................................... 170 
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Figure 157: phrase 3 in al-Sunbāṭī’s taqsīm nahāwand  ........................................................................... 175 
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