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Abstract 

Traditional Palestinian embroidery (tatreez) played an important role as a form of indigenous 

language in Palestinian culture before the Nakba, the 1948 mass displacement of Palestinians 

from their homeland. After the exile of the Palestinian population and through the subsequent 

conflicts and occupation in the decades since the Nakba, tatreez has become a symbol of 

Palestinian resistance, represented in art and dress as a way to demonstrate the history of the 

Palestinian people, their attachment to the land of Palestine, and their continued struggle for 

justice. Existing research on Palestinian tatreez examines the use of embroidery during 

various time periods, either the historical development of motifs and regional patterns or post-

1948 changes, for example its rise as an economic tool in the mid-20th century within 

Palestinian refugee camps and its development as a political emblem inside Palestine during 

the First Intifada in the 1980s. Separately, there is research on the importance of online 

platforms for Palestinians both within the Palestinian territory and the diaspora. This thesis 

bridges existing research on the role of tatreez for Palestinians and the online diaspora 

dimension to discuss the impact of new technologies on the practice of tatreez. The thesis 

argues that sharing tatreez via online platforms allows for an expansion of the traditional 

usage of tatreez as a form of collective and individual expression and continues the post-1948 

practice of presenting political and artistic visions via embroidery.  
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Introduction 

This thesis examines contemporary practitioners of tatreez, traditional Palestinian embroidery, 

and their usage of online platforms for sharing, selling, and building community across the 

Palestinian diaspora. Whether selling embroidered objects through online shops, setting up 

virtual stitching circles, or sharing political pieces to raise awareness of the problems faced by 

Palestinians at home and in exile, I argue that practitioners have taken their work onto social 

media platforms for diverse reasons, that reflect a continuation of post-1948 developments in 

Palestinian culture and resistance.   

 

Background on Palestine and Tatreez   

Developments in the usage and meaning of tatreez over the past century are closely 

intertwined with upheavals and changes in Palestine itself.  Tatreez1 is the word for 

‘embroidery’ in Arabic, but here it refers specifically to Palestinian embroidery, a textile 

handicraft traditionally done by women in Palestinian villages and that has long been 

especially visible as part of Palestinian traditional dress.  

Traditionally, a girl began to learn stitching early in her childhood, generally around the age 

of six or seven. “As soon as she could wield a needle…she was given a few piastres’ worth of 

silk thread and was taught cross-stitch and the simpler motifs of her village by older girls or 

women” (Weir 2009: 101). Embroidery was frequently done communally, with women 

“gathering outside their 

doorways to sit and talk and 

work on their embroidery and 

help the small girls with their 

first stitches” (Rajab 1989: 

18). 

  

 
1 Note that tatreez has been exempted from standard transcription (see transliteration guidelines in appendix B) as this 

is the most commonly used transliteration of the word زیرطت  (taṭrīz).  

Figure 1: Women embroidering together, 1920s or earlier (Weir 
2009: 102). 
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The historical development of Palestinian embroidery is not 

completely clear, due to limited material from before 19th 

century as “fabrics are unfortunately perishable, and little 

professional care has been taken to preserve old Palestinian 

costumes” (Kawar and Nasir 1980: 120). Skinner (2018) 

finds early references to embroidered pieces from the 

region by travelers from the 17th century, describing “a 

Greek monk…officiating at the altar in his embroidered 

sacerdotal robe” (56), but detailed accounts of Palestinian 

women’s clothing, beyond the fabric and colors, do not 

begin to appear until the late 18th century. For women, the 

most common traditional costume is a long robe called a 

thobe2, which features intricately embroidered panels on the 

chest, sleeves, and, depending on the woman’s village of 

origin and her marital status, below the waist.  

 

Palestinian embroidery traditionally employed multiple 

kinds of stitches, which enabled women to sew their thobe before the advent of sewing 

machines and decorate them with intricate designs. Each region of historical Palestine 

developed its own designs and unique practices over time. Different cities and regions 

distinguished themselves through the use of different colors and symbols, with some 

becoming particularly famous for the design and quality of their products. Some examples are 

the coastal town of Majdal (destroyed and abandoned in the aftermath of the 1948 conflict, it 

was located in what is now the city of Ashkelon), which was well-known for its weaving, and 

Bethlehem, famous as a center for design and distinctive in its use of couch stitching (ġurzat 

at-taḥrīrī3 in Arabic).  

 

The most widespread kind of decorative stitch used in Palestinian embroidery is cross-stitch, 

known as quṭba fallāḥī in Arabic (‘peasant stitch’). Apart from indicating regional origin, the 

thobe and its embroidered details visually depicted women’s marital status by the color and 
 

2 Note that this word ( بوث ) has been exempted from the transcription guidelines, reflecting common usage of the 
transliteration ‘thobe’ in reference to this garment in English. 

3 ‘Taḥrīrī’ in this usage is solely the name of the stitch.  

Figure 2: Linen thobe from Ramallah 
region, featuring characteristic wine-
red embroidery (Saca and Saca 
2006: 24) 
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pattern selection, while the choice of materials also indicated a person’s class status and 

wealth. Embroidery thus served as a kind of social ‘dictionary’ in Palestinian society. Patterns 

were also impacted by historical occurrences and new objects that came into the daily life of 

women. Cultural exchange influenced patterns, with traditional motifs “being supplemented 

by curvilinear and representational motifs introduced by European missionaries and 

educationalists after the 1930s” (Allenby 2002: 102). A continually developing art form, 

“embroidery acted as a symbol of evolving Palestinian identity by historically recording 

individual interpretations of the political and cultural events that touched the lives of 

Palestinian village women” (102).  

 

Motifs and patterns “are the hallmark of Palestinian embroidery. Motifs were of utmost 

importance, for the way a woman mixed colors and designs made a statement about her 

identity and skill” (Saca and Saca 2006: 17). The motifs came from a variety of different 

roots, reflecting the various empires that have passed through the region. Skinner (2018), in 

her text tracing the development of Palestinian motifs, “come[s] to the conclusion that the 

16th century was the time when the globalization of the folklore cross stitch began” (10), with 

patterns from Persia, Mesopotamia and the Levant making their way to Europe via Venice. 

The earliest pattern books were also published at that time for use by wealthy European 

women, as “embroidery was also part of their education along with spinning, music and 

languages” (13). These pattern books, especially 

those published by the French textile company 

Dollfus-Mieg et Compagnie (globally known by 

its initials, DMC), eventually entered Palestine, 

influencing local embroidery in turn.  

 

The Nakba (‘catastrophe’), the mass displacement 

of Palestinians from their homeland following the 

War of 1948 and the establishment of the state of 

Israel on the territory of the British Mandate for 

Palestine, marked a dramatic change in the 

practice and the meaning of tatreez. In the 

resulting upheavals, “at least 80 percent of the 
Figure 3: Palestine under British Mandate 
(1918-1948) and after 1948 (Weir 2009:18). 
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Palestinians who lived in the major part of Palestine upon which Israel was established—more 

than 77 percent of Palestine’s territory—became refugees” (Sa’di and Abu-Lughod 2007: 3). 

Those Palestinians that remained, “anywhere from 60.000 to 156.000…became nominal 

citizens of the newly established Jewish state, subject to a separate system of military 

administration by a government that also confiscated the bulk of their lands” (3), while those 

exiled from the territory were divided under the control of different governments. Those who 

escaped to the West Bank to the then-recently established Kingdom of Jordan came under 

Hashemite control, while “those residing in the Gaza Strip, bordering Egypt, came under an 

uncaring Egyptian administration” (3). Another mass displacement of Palestinians from their 

indigenous territory took place after the Six-Day War in 1967, which saw Egypt, Syria, and 

Jordan defeated by Israeli forces and the West Bank and Gaza fall under Israeli occupation. 

Approximately 300.000 Palestinians fled as a result of the conflict. The occupation of the 

West Bank continues to the present day. For the most part, their status, according to 

international law, remains that of ‘occupied territories’ in which the Israeli military assumes 

legislative, executive and judicial powers (Weizman 2007: 18). Today, there are 

approximately 13 million Palestinians globally, with about 6.5 million living in the territory 

of historical Palestine, another 5.85 million residing in Arab countries, and approximately 

717.000 Palestinians living outside of the region altogether (Middle East Monitor 2019).  

 

The Nakba and the mass exile of the Palestinian population had immediate repercussions for 

traditional practices like tatreez. In the chaos of displacement caused by the Nakba and the 

expulsion of Palestinians to neighboring countries and further abroad, the more intricate 

practices of tatreez were abandoned, as “Palestinian women no longer had the time nor the 

finances to embroider luxury garments for themselves” (Allenby 2002: 103). Nonetheless, 

women in refugee camps “mainly in Jordan and Lebanon, continued to embroider in the 

manner of their original villages in an attempt to maintain their displaced identity” (Saca 

2006: 15). Over time, however, the motifs and practices of different regions began to blend 

together and “a new homogeneity emerged; a shared memory of loss. What was more 

important was solidarity and the collective forging of a united national identity” (Hunter 

2020: 145).  

 

A revival of the art began in the 1960s as Palestinian women found their skills in embroidery 

a useful way to earn money. New designs emerged, such as the ‘six-branch’ dress that 
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developed in the late 1960s and 1970s, “based on a pre 

1948 style found in the Ramallah region and named 

after the six vertical bands of embroidery that ran from 

waist to hem” (Allenby 2002: 103). This new design 

was driven by the economic scarcity of the times, as 

“the design structure allowed one to embroider the 

‘branches’ to reflect one’s own economic necessities: 

very thin if times were hard, broadening if a little more 

money was available for small luxuries” (104). The 

six-branch style was among the first styles of 

Palestinian embroidery to develop outside of regional 

designations. 

  

In the following decades, the practice of tatreez itself 

became a symbol of Palestinian history and the 

continued existence of the people, despite the 

conditions of exile, occupation, and repression foisted 

upon them. As Farah (2013) notes in her work on Palestinian refugees’ tatreez in Lebanon, 

“while it may seem on the surface problematic to use traditionally female activities such as 

embroidery as the focus of the survival of history and/or identity, it is consistently at the heart 

of their narratives and viewed by these Palestinian women as a transgressive act” (Farah 

2013: 241). Embroidered costume and décor have continued to be a material form of 

resistance and visibility of Palestinian existence. A notable example of the sustained 

importance of traditional costume to Palestinians was the swearing in of Palestinian-American 

United States Congresswoman Rashida Tlaib in early 2019. Choosing to wear a handmade 

embroidered thobe at her ceremony, she specifically noted the symbolic and economic power 

of embroidery by recalling her childhood: “As a young girl, I watched my mother hand stitch 

thobes while sitting on the floor with a lamp at her side.... She only went up to 8th grade and 

then dropped out to go work in a tailor shop that made dresses and different embroidered 

designs to make money for her family” (NPR, 2019). Tlaib’s explanation weaves together two 

roles of tatreez: its importance to Palestinian identity; and its usefulness to Palestinian women 

as a tool of economic survival.  

 

Figure 4: A Palestinian woman in 
Syria wearing a six-branch dress. 
(Paine 2008: 51). 



 
 

10 

Tlaib’s choice of dress for the ceremony also triggered an online response. She initially 

revealed her ceremonial thobe on an Instagram post in late 2018, receiving both backlash and 

support. The mixed response inspired Palestinian-Americans to educate the public about 

tatreez and Palestinian culture, with one supporter launching a campaign under the online 

hashtag #tweetyourthobe. The campaign received considerable media attention, with 

publications such as the New York Times interviewing women who participated in the online 

campaign. One Palestinian-American woman, quoted in the NYT, said “the virtual celebration 

on Thursday — with Palestinian-American women she knew, and with others she had never 

met in person — was a ‘beautiful festival atmosphere.’ “Women are often invisible in 

history,” she said. “This is a really powerful way of making women’s lives visible, especially 

Palestinian women who are often charged with keeping the culture alive, and they do it in the 

face of immense suffering” (New York Times). 

 

Research Question 

Studies of traditional Palestinian embroidery have investigated its importance to Palestinian 

culture (Weir 2009); as an emblem of Palestinian political resistance (Sherwell 1996; 

Salamon 2016); and its development as an instrument for economic survival among displaced 

Palestinians (Berg 2008). Earlier research demonstrated that tatreez was important for 

Palestinian women’s identity and for developing a sense of “national and social 

consciousness” (Allenby 2002: 104). Separately, there is research on the importance of online 

platforms for Palestinians both within the Palestinian territory and the diaspora, which 

“show[s] the importance of the internet in the struggle for self-determination and for exiled 

diaspora communities in general” (Aouragh 2011a: 230) This thesis will bridge existing 

research on the role of tatreez for Palestinians and the online diaspora dimension to discuss 

the impact of new technologies on the practice of tatreez. How do online platforms affect or 

change tatreez practices? Are practitioners’ motivations for sharing on virtual platforms in 

line with existing work on tatreez or have the dynamics changed? What is the impact of 

global economics on diaspora tatreez practitioners? These are broad questions. The  

methodological frame of this thesis, limited to the study of a relatively small group of on-line 

practitioners, indicates the direction these answers might take and provides case studies of 

some of the new directions online tatreez is taking. 
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Previous Research and Background 

Published research about Palestinian embroidery focuses on the cultural importance and 

utilization of traditional embroidery by Palestinians (Ra’ad 2010), including its relation to the 

reconstitution of Palestinian identity in the period after the 1948 Nakba, the mass 

displacement of Palestinians that resulted from the establishment of the state of Israel on the 

territory of the British Mandate for Palestine (Sherwell 1996; Saca and Saca 2006). 

Palestinian embroidery is strongly connected to the deployment of an idealized ‘peasant’ 

(fallāḥī) tradition in Palestinians’ own representations of Palestine. After the Nakba and 

subsequent conflicts, including the 1967 Arab-Israeli War (An-Naksa), “at the very moment 

that the livelihood of a large number of Palestine peasants was taken away… this peasantry 

became a central signifier in Palestinian nationalism” (Moors 2000: 873-4). Images of rural 

Palestinian life and its rootedness in the land from which many Palestinians found themselves 

dispossessed took on a powerful meaning. As Seng and Wass (1995) find in their work on 

Palestinian wedding dresses and their use among Palestinian diaspora women, “revival in the 

use of village dress…has taken on political meaning” for many Palestinians (227). One of 

their diaspora interlocutors makes the connection between the land and the costume explicit, 

explaining her use of a traditional thobe by pointing out that “the fellaha worked the land and 

we are fighting for that land” (243). 

 

The practice of 

embroidery, as a 

tradition passed down 

through the generations 

in many Palestinian 

villages, is part of this 

past. As an artform, it is 

used to create and showcase novel idealized fallāḥī images and narratives. An example is the 

embroidered panel known as the ‘Palestinian Wedding’, which first emerged in the 1980s. It 

“shows several different parts of the celebrations, thus presenting the purchaser (whether a 

foreign buyer or a Palestinian from the international diaspora) with an evocative series of re-

imaged scenes from village life” (Allenby 2002: 109). The appearance of this type of 

embroidered panel, of unclear origin but claimed by several different refugee-led embroidery 

projects, was “the first in a series of embroidered narratives that years later would culminate 

Figure 5: 'Palestinian Wedding' embroidery 
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in a series of embroidered panels designed in response to the intifada” (109), specifically the 

First Intifada, a Palestinian uprising against Israeli occupation of the West Bank that began in 

1987 and concluded in 1993 with the signing of the Oslo Accords. The uprising led to motifs 

related to resistance, land, and Palestinian nationalism being embroidered into clothing, a 

material form of resistance at a time when public displays of Palestinian symbols, including 

the flag, were forbidden. The embroidery and its prominence on women’s clothing served as 

“evidence that the women who made them actively participated in the uprising, using the 

space of their bodies to communicate their national aspirations, with great risks to 

themselves” (Sherwell 1996: 302).  

 

Salamon (2016) finds that embroidered maps of Palestine are similarly politically charged. 

Salamon’s interlocutors, based in East Jerusalem and the West Bank, display their self-

embroidered maps in central locations of their homes, “indicating that the open display is an 

expression of the direct political statement evoked by the map” (19). The central display of 

the map, which depicts the territory with solely Palestinian place names and frequently 

adorned with Palestinian flags and other emblems, is tied to the concept of ṣumūd 

(steadfastness), a central concept within the Palestinian political struggle within Palestine. As 

an artform overwhelmingly practiced by women, “the political praxis of embroidering the 

map is a feminine-specific contribution to the Palestinian memorialization and struggle” (11).  

 

Saad (2019) finds a similar dynamic in her investigation of material memory among 

Palestinians in diaspora. The exiled Palestinians interviewed place inherited items in the most 

visible corners of their homes, burdened with a “duty to compensate for the lack of 

institutional infrastructure by creating personal museums where official ones have not yet 

been expansively established” (64). One interlocutor, who converted inherited embroidered 

gowns (thobe) into furniture upholstery, explains her thought process: ‘The thobes simply 

cannot remain in my closet. They must be placed at the forefront, for all to see.’ Upholstered, 

framed, burdened with the responsibility to never disappear” (62). These items, including 

embroidered household items, letters, and clothing, become the bearers of the pre-

displacement past.  

 

For the Palestinian embroiderers of maps, the labor they put into the embroidery was seen as a 

significant part of the value of the item and they refrained from selling these items, preferring 

to give them as gifts to relatives or friends whom they deemed sufficiently committed to the 
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Palestinian cause to value the maps as much as the woman herself did. Several interlocutors 

had embroidered multiple maps, as “part of the sense of mission the women are committed to 

in circulating the maps, and also to the double prestige— female and national—that accrues to 

the embroiderer” (Salamon 2016: 8). 

 

The link between embroidery and representations of Palestinian culture is also partly due to 

external imposition of the practice via humanitarian agencies, as well as the blending of 

Palestinians due to displacement, which led to Palestinians with roots in different areas 

residing within the same refugee camp or nearby in diaspora. Already in the 1950s, the UN 

Relief and Works Agency for Palestine Refugees (UNRWA) began funding embroidery 

workshops and centers as a way of helping refugee women attain some level of economic 

independence. These workshops were entirely aimed at women, while the “activities offered 

to the males tended to be more outward looking, focusing on leisure activities and 

employment” (Berg 2008: 160). It was taken for granted that Palestinian women knew how to 

embroider, but in reality “refugee women who came from coastal villages had historically 

been mostly involved in agriculture and were considered by the women from the inland to be 

‘embroidery illiterates’” (Berg: 162-63). UNRWA’s intervention established domestic work 

as women’s realm, undermining the agricultural roles filled by women in pre-Nakba 

Palestinian society. Embroidery thus took a preeminent role in Palestinian refugee women’s 

economic and social development regardless of their origin. The increase in the number of 

embroidery-centered refugee camp economic development projects, along with use of the 

artform for women’s political activism throughout the 1980s, brought forth a revival in the 

artform, while further cementing the link between embroidery, women’s economic 

opportunities, and Palestinian identity.  

New Dimensions to Tatreez  

A new mechanism for developing connections between embroidery, economic development, 

and Palestinian culture is through the internet. Online platforms can be of particular utility for 

diaspora communities in general. In the case of Palestinians, many Palestinians are unable to 

visit Palestine at all, and the group is fragmented by divisions in legal status and 

documentation. As Aouragh (2011a) notes, “In the general discourse ‘diaspora’ may assume a 

certain voluntarism, though this does not apply to almost all exiled Palestinians who are not 

allowed to return to Palestine, not even for a visit. Only a small privileged minority… were 
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able to return” (43). Therefore, “Palestinians’ online motivation is shaped by experiences of 

exclusion, isolation and oppression – the need to connect online lies in their desire to meet 

offline. This is especially important for refugees who seek out others with similar experiences, 

interests and shared commitments: in this way, the Palestinian online community can evoke 

transnational unity” (47).  

 

Part of this community-building is through sharing information about cultural practices and 

art. In her investigation of virtual mobility among Palestinians in Palestine, Lebanon and 

Jordan, Aouragh (2011b) finds that websites are used by Palestinians specifically to learn 

about aspects of Palestinian culture such as embroidery and traditional costume. A young 

woman from a refugee camp in Lebanon remarks on the importance of such sites for her 

understanding of life in Palestine by sharing that when she is able to get online, “I surf the 

websites about Palestine. It helps me understand more about Palestinian culture, music, 

etc.…. I also want to know which traditional costumes and dresses belonged to which city – 

from Ramallah or Nablus? I didn’t even know where that city was located in Palestine. It’s 

remarkable; there are photos and explanations about what the costumes represent and where 

they originate” (2011b: 387).  

 

This thesis brings together the aspects discussed in earlier research on tatreez—its 

development as an aspect of Palestinian culture, its political meaning, and the change of 

tatreez after the 1948 displacement—with the expansion of tatreez from a personal craft to a 

tool for economic support, information sharing and community building through social media 

platforms. The study found that online practitioners of tatreez continue to develop their 

practice as a source of personal and collective expression and make political and economic 

claims through their work. Tatreez itself is viewed as a way to bridge gaps across the 

diaspora, which online platforms facilitate and expand. 
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Methodology  

The data was collected through structured interviews, held online via three different 

videoconference platforms (one interview was held on Skype; another via WhatsApp; all 

others through Zoom). Using online interviews as the primary method is useful as it allows 

for people spread out globally to be interviewed more easily, an aspect that is particularly 

important as the research is focused on a far-flung diaspora. Conducting research online was 

additionally essential at the time of writing, given global travel limitations due to the 2020 

COVID-19 crisis. The focus on online spaces and usage is in line with Hine’s (2017) 

observation that “ethnography of online spaces is particularly significant because these 

domains have incontrovertibly emerged as central sites of experience in many aspects of 

everyday life” (Hine 2017: 403). For diaspora communities specifically, online spaces can be 

a key mechanism for “transcend[ing] space by linking people from geographically separate 

territories… The internet ‘glue’ has become even stickier as interactive tools have further 

eased usage at the grassroots” (Aouragh 2011a: 86). The centrality of the online aspect 

“should not be taken to undermine mobile people’s sustained emotive and 

embodied…relationships to bounded territories, the importance of which the experience of 

living within transnational social spaces, whether in the ‘home’ or ‘host’ nation, seems to 

accentuate” (Alinejad 2011: 59), but to observe how the internet as a whole functions “as 

another space negotiated among the diaspora” and a “space that various actors, including the 

subjects themselves, actively shape and adapt” (Alinejad 2011: 49).  

 

In total, nine women were interviewed during June 2020. The limited number of respondents 

does not allow the study to make correlations or posit causality, but it does give insight into 

how that social media has affected the way some women interact with the old tradition of 

tatreez in new ways, and why. Eight of the respondents are Palestinian, while one practitioner 

is Lebanese. The first interlocutors contacted were found via an online tatreez circle in which 

I participated in May 2020. Additional interlocutors were then contacted via a mixture of 

snowball method (asking interviewees who they would suggest as good contacts for the 

research) and ‘cold contacting’ by direct messaging on Instagram. Interviewees were selected 

based on their posting history on Instagram, specifically through searching for posts of tatreez 

work, usage of related hashtags, and linking and interaction from tatreez-centered pages. 

Instagram was chosen as the main platform for finding interviewees for its visual focus, as 

“unlike Twitter and Facebook, text-only contents cannot be created on Instagram. This ‘image 
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first, text second’ rule of Instagram creates strong visual-oriented culture” (Lee et al 2015: 

552). Because the focus of the study is on active tatreez practitioners, I avoided contacting 

pages that are not run by an individual, for example stores that sell embroidered products but 

do not have a single individual representative. I reached out primarily to Palestinian women, 

although I did not disregard non-Palestinian practitioners if their posts were relevant to the 

study. The one non-Palestinian practitioner interviewed (Jumana) actively shares information 

about tatreez online and is an active participant in tatreez circles.  

 

Limitations with this method of outreach were that I was limited to public accounts (accounts 

whose posts are fully visible without requesting access from the account holder), as it would 

otherwise be impossible to determine the relevance of the individual’s posting history to the 

study. All the names are anonymized throughout the thesis, with the exception of the section 

‘Storytelling through Tatreez’ in chapter two, where three artworks are presented. The three 

artists are credited by name, with their consent. In all other areas of the text, these three 

women retain their anonymity.  

 

Table 1: Participant Information 

Name Location Relevant Platform Usage 

Soraya US IG, Facebook 

Haya Australia IG 

Sara US IG, Facebook, own website 

Lubna Jordan IG 

Jumana US IG, Facebook 

Sawsan UAE IG, own site 

Nafisa US IG, Etsy, YouTube 

Mariam Canada IG, own website 

Amal US IG, YouTube 

  

The interviews were structured around a set of questions (full interview guide found in 

appendix A). All the interviews were recorded after obtaining permission from the 

interviewees. The interviews ranged from 45 minutes to 105 minutes, and altogether make up 

approximately 11 hours of recorded data. Interviews were then transcribed and analyzed to 

identify similar themes and patterns.  



 
 

17 

 

The questions were roughly divided into four sections, beginning with questions to learn 

about the interviewee’s general background, for example, how she learned stitching and at 

what age she began to practice. The next section was related to patternmaking and motif and 

object selection, in order to learn more about where practitioners get their inspiration and 

what aspects of tatreez they prioritize and emphasize. The third set of questions were related 

to online platforms and asked the interlocutor to explain how she choose what to post, where 

to post it, and what her intentions are with what she shares online. Finally, the interview 

concluded with additional questions related to the practitioner’s tatreez practice and its 

meaning to the interviewee. 

  



 
 

18 

Disposition  

This thesis is comprised of three chapters, addressing the experiences of contemporary tatreez 

practitioners.  

 

Chapter one will discuss tatreez-centered processes of knowledge-sharing and community-

building and how online platforms affect tatreez practices.   

 

Chapter two discusses the political aspects of tatreez and its use as a collective storytelling 

method, with examples of contemporary pieces, and how this remains in line with post-1948 

developments of the practice.  

 

Chapter three discusses individualized practices of tatreez, focusing on the impact of global 

economics on tatreez and how tatreez continues to be used as an individual outlet for 

creativity and self-expression.  

 

The thesis concludes with a discussion of the contemporary practice of tatreez, as mediated 

and expressed online.    
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Chapter 1: The Importance and Preservation of Tatreez, Mediated Virtually  

This chapter will discuss the importance of tatreez, as explained through the perspective of the 

interlocutors, and how present-day diaspora practitioners address the challenges to 

preservation and continuity of the practice through online platforms.  

1.1 The Continued Importance of Tatreez 

Tatreez is something that they couldn’t occupy, because when we ran away, when we 
became refugees and ended up all over the world, we took our food and we took our 
tatreez. And the kūfiyya. This is something that they couldn’t keep for themselves. 

                Haya  

 

Sherwell (1996) and Moors (2000) emphasized the importance of tatreez to Palestinian 

culture. As a traditional art of the Palestinian people, tatreez took on additional significance 

after the 1948 Nakba as a symbol of Palestinian presence and culture, when “those cultural 

artifacts that acquired privileged status by virtue of coming from a time that pre-dated Israeli 

occupation were invested with new importance” (Sherwell 1996: 297).  

 

All of the Palestinians interviewed had grown up with embroidered objects in their homes. As 

Amal put it, “I don’t think I’ve ever been to a Palestinian household that didn’t have some 

sort of tatreez, whether it was a wall hanging, or a pillow.” Responses varied, however, about 

whether these items were purchased or made by their own families, reflecting internal 

differences within the Palestinian population and the practice. Traditionally, tatreez has been 

primarily associated with Palestinian villages, with urban Palestinians being less likely to 

embroider and some regions of historical Palestine not practicing tatreez nearly at all.  The 

respondents’ backgrounds showed how some of these differences remain. Haya and Soraya’s 

Palestinian families, for example, come from areas in the north of Palestine that did not 

traditionally decorate clothing with embroidery. Mariam and Sawsan are from urban families 

that did not embroider, although both grew up surrounded by embroidered objects that their 

families had purchased during visits to Palestine or from Palestinian refugees or other 

economic projects abroad. Others, like Sara, Nafisa and Lubna, were taught as children by 

their older relatives.        
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In the aftermath of the Nakba and the accompanying “suppression of all manifestations of 

Palestinian identity” (Swedenburg 1990: 20), Palestinians began utilizing symbols of the 

peasant life, those individuals seen as most connected to the land of Palestine, in their 

literature and other cultural expressions. Palestinian poets “confected an array of symbols – 

the fallah, the keffiyeh (Palestinian headcovering), the embroidered dress” that were 

“connected with a rural way of life” (20). Taking up these symbols that are intimately tied to 

the land occurred in direct response to Zionist appropriation not only of the land of Palestine, 

but the cultural markers and history of the people, as “in contrast to the imperialistic 

adventures of previous centuries, when colonial powers imposed their language, religion, 

values, clothing, or lifestyle on the colonized, Israel attempts to take everything from the 

native population and systemically to degrade their environment…The intent is to wash away 

any trace of the Palestinian people as the most ancient inhabitants of the land” (Ra’ad 2010: 

157). Tatreez itself is has been subject to appropriation and erasure by Israelis, as noted by the 

Lebanon-based embroiderers studied by Farah (2013). One of her interlocutors emphasizes 

why she works closely with Palestinian cultural centers, stating, “It’s important to work here 

to show that this embroidery is ours, and from our culture. Many times, the Israelis put our 

clothes on and say it is theirs…” (Farah 2013: 244).     

 

All of the interviewees linked tatreez and in particular its motifs to Palestine and saw it as a 

symbol of Palestinian continuity and history. Haya, whose quote opens this section, draws a 

parallel between her personal DNA on the pieces she creates and tatreez as an innately 

Palestinian practice. She relates a recent visit to a friend, who she gifted with a new piece. 

The friend joked that she would re-gift the piece as her own, to which Haya replied, “We were 

just joking about it… but you have to be careful, because every time that I cross-stitch, my 

hair falls onto the piece. I never remove it. This is my proof that my DNA is in the piece. 

Even if my hair would not fall, the DNA is there, you know? My finger, my tissues, are all 

over the piece.” She linked the inevitable personal marks on the piece to her own frustration 

with Israeli appropriation of tatreez, continuing, “No matter how much they try to occupy, to 

manipulate, to ignore, to steal - they can't take my piece, it’s mine. Tatreez is Palestinian, no 

matter how much they try to manipulate the truth.”  

 

Amal similarly sees tatreez as an important and distinctly Palestinian practice, stating it is 

important to learn and pass on as “it’s a way for us to connect with our history. And obviously 

with everything that’s going on in Palestine, so much of our culture is being stolen, and 
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tatreez is a way that we can resist against that and say, this is our history, this is something 

we’ve created.”  

 

Despite the continued importance given to tatreez and its presence in Palestinian homes, the 

practice is endangered by multiple factors, including the separation between generations and 

families caused by exile and the present-day economic burdens that limit the time available 

for embroidery.  

1.2 Preservation and Its Challenges 

My grandmother never taught me, because she lived in a different country than me. 
And my mom never taught me, because she was busy working. She had six kids to 
take care of, she wasn’t focused on teaching her daughters tatreez. And I think it's like 
that for a lot of people, we just have to teach ourselves. 

            Amal 

 

Palestinian-American Amal’s story is illustrative of the issues for continuity of the practice of 

embroidery. Although both her grandmother and mother both embroider, the dual difficulties 

of diaspora and economic survival meant that she could not learn from either of these close 

relatives. Amal herself is a self-taught seamstress and embroiderer.   

 

The threat of diaspora to indigenous practices has been noted by authors like Ghnaim (2018). 

In her book documenting tatreez motifs and practices from her own family, Ghnaim notes that 

after being dispersed into diaspora, “the number of women who are experts and who are very 

experienced in embroidery began to decrease”, leading to it being considered “an endangered 

art. Our diaspora history is over 60 years old. Before this time, everyone could embroider, but 

now, almost three generations since; almost all of them do not know how to embroider. If we 

don’t continue to help the new generations do this, it will fade” (Ghnaim 2018: 23).  

 

Although Mariam personally prefers to work alone, she nonetheless mentions the lack of 

other Palestinians in her area as a factor that stops her from considering working with others: 

“There’s not a lot of people here…that embroider.” Amal finds herself in a similar position, 

saying, “I would like to [embroider with others] but I don’t personally know a lot of people 

who do tatreez, or anybody, I think… If I find out that someone in my area does tatreez, I 
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would.” Distance from a Palestinian community, potentially with other tatreez practitioners, is 

a common experience for the diasporic interviewees. 

 

Other factors are economic responsibilities and burdens associated with modern life. In 

Amal’s case, her family was busy with the responsibilities of child-rearing and economic 

survival and could not prioritize creative pursuits like tatreez. Amal sees similar patterns 

among her peers, reflecting, “[In] our generation…everyone is just focused on surviving, just 

making money and doing their thing. And I don’t think a lot of people are really thinking 

about tradition and tatreez. I know a lot of people still try to connect with their culture, but I 

just feel like it’s harder because a lot of people are not being creative.”  

 

At the same time, the economic challenges that reduced Palestinians’ ability to continue their 

traditional embroidery after the initial exile of 1948 continue to endanger the practice closer 

to its homeland. Sara, a second-generation Palestinian-American, married a Palestinian man 

who was raised in a refugee camp in Jordan. Although his mother embroidered, Sara’s sisters-

in-law did not learn how to tatreez when they were growing up, and she had actually taught 

them even though she is younger, a reversal from the usual generational passing down of the 

skill. Teaching her in-laws caused her to reflect on the comparatively privileged exile she and 

her family have had, where they have been able to maintain the practice despite the trauma 

and hardships experienced. “It was really a check on my own privilege, because I have the 

time. It’s not a big deal for me to buy thread. And for a lot of people, after ‘48 and ‘67, it 

was. They couldn’t do tatreez,” she says. “It’s a reflection of the fact that they grew up raising 

other kids…Everyone had responsibilities, because when you’re growing up in a camp and 

you have literally had all the structures of your life ripped away from you, as a refugee, this, 

tatreez, it doesn't take priority.”  

 

The challenges of preservation motivated the women interviewed to figure out their own ways 

of preserving and passing on the practice. Their efforts reflect how “digital technologies offer 

a new medium not only for conversation and contact, but also for the construction of viable, 

continuous ‘memory communities’ that creatively reassemble fragments from a shared past 

into a dynamic, reflective expression of contemporary identity” (Silberman and Purser 2012: 

16). 
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1.3 Preservation Mediated Digitally  

Whoever asks me a question, I answer them. I’m generous with my information. I 
don’t keep things for myself…because my whole point is to spread the culture, the 
knowledge, the heritage.  

             Jumana 

 

This section will examine different ways that tatreez practitioners work to preserve the 

practice, as mediated by the online platforms on which they share and display their work.   

 

1.3.1 Teaching 

One way to preserve tatreez is teaching and learning the skill itself, both in person but also 

through online platforms. One of the interviewees, Nafisa, has taught exclusively through 

online channels; one, Sara, has taught both online and in person; and two, Sawsan and Haya, 

have taught in person but not online.  

 

Nafisa’s teaching in particular has a fully online dimension. She has had an Arabic-language 

YouTube channel dedicated to tatreez and crafts for several years, although she recently 

paused her video production for personal reasons. Nafisa’s motivation for starting her channel 

was driven by a search for a personal outlet after moving from Palestine to the United States 

and experiencing significant changes in her life. She recalls, “I had just moved to the US and I 

had been here for a year. I used to work when I was in Palestine, but when I moved here I just 

kind of stayed at home, and then I had my daughter. I needed something to do for myself, but 

at the time I didn't know what I wanted to do.”  

 

Nafisa comes from a tatreez-practicing household, learning the basics of tatreez at an early 

age from her mother and continuing to embroider ever since. She had been posting her pieces, 

both tatreez and other handicrafts, on her personal social media channels and found that she 

received questions regarding the Palestinian embroidery from people that she knew as well as 

other people who found her work through different hashtags and links. Having a background 

in computer science, she found making videos and uploading them to be a straightforward 

outlet for sharing her personal interests and helping others. Her channel was initially “a mix 

of do-it-yourself projects and embroidery, but I would always get lots of questions about 

Palestinian embroidery and how to do it, so I started a series of teaching Palestinian tatreez 
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from scratch, for anyone who doesn’t know…from fabrics, threads, stitches, etc.” Nafisa’s 

full-length instructional YouTube videos are supplemented by shorter or more improvised 

videos on other platforms, primarily Instagram. She explains her thought process as “if it’s a 

picture, I’ll post on Instagram. If it’s a short video I’ll go with Instagram too. If it’s a long 

[video], I usually go with YouTube. The topic usually doesn’t matter. It’s always 

tatreez.” She has video series dedicated to teaching how to create and embroider various 

commonly embroidered objects, including pillows, scent satchels, and shawls.  

 

Nafisa’s online audience includes Palestinians who are searching for tatreez, either to start 

their practice or to get ideas, as well as other hobbyists who may or not be Palestinian. Her 

videos are in Arabic, although she has subtitled several in English. She explains that the 

language choice was due to her own personal comfort level with the language: “When I 

started my YouTube channel, I had just moved to the US and I didn’t have much confidence 

in speaking English. I mean I could carry on a conversation with someone, but I don’t think 

that I felt so comfortable making videos speaking in English.” Nonetheless, the language 

barrier has not stopped interested non-Arabs from following her: “Believe it or not, I actually 

had people who don’t speak Arabic and still watch the video. And sometimes they’d send me 

a message like, ‘We don’t understand what you’re saying, but we watch you do it, and we are 

learning!’” Nafisa believes that for the Palestinians who watch her videos, it helps connect 

them to their heritage “because they grew up watching their mom or at least their grandma 

wearing and doing this form of art themselves.”  

 

Nafisa has been most impressed by feedback from Palestinians who have picked up tatreez 

through her videos, sometimes to the delight and surprise of their own families. “One time, I 

got a message from a lady who learned from my videos and surprised her grandmother with a 

piece she made,” she recalls. “She said that her grandmother cried, because she always 

wanted to teach them, but they weren’t interested when they were younger… Her 

grandmother was so emotional and started crying when she saw that her granddaughter finally 

learned [tatreez] and is making her own pieces.” Her viewers are spread out around the 

diaspora. Referring to the situation after the exile, “now that we [Palestinians] are 

everywhere, you can find Palestinian women in literally every country, and they all do tatreez. 

I have women contacting me from Kuwait and Saudi Arabia, Algeria, or from the West, and 

they all like to do embroidery. It’s just a good reminder—wherever you go, you carry your 

heritage with you.” 
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1.3.2 Technique and Motifs  

Cross-stitch as practiced by Palestinians has a unique technique, with an emphasis on the 

neatness of the back of the embroidered fabric. This emphasis on the tidiness of the back of an 

embroidered piece is very different from the Western style of cross-stitch, which emphasizes 

neatness of the front of a piece and uniformity in the direction of the stitches. Videos and 

images shared online can highlight the differences and the uniqueness of the Palestinian 

stitching tradition. Jumana, a Lebanese practitioner of many types of textile arts, including 

tatreez, recalls realizing the difference after being exposed to other tatreez practitioners 

showing their process on Instagram: “I could not find a lot of information about how to do 

it. Until I saw…some of these ‘Instagrammers’ showing the process and I thought, wait, the 

way they are stitching is different from the way I stitch. I mean, yes, the face of the 

embroidery is the same, but the process is not the same.” Posts and information from 

Palestinian practitioners helped Jumana discover that “there’s a different way of doing 

it…Western cross-stitch is different from Palestinian cross-stitch.”  

 

There are several reasons for the difference between techniques, one being that when wearing 

a thobe, “the back [of the embroidery] will touch the body. If it is not neat, it has too many 

knots and threads on the back that will scratch the body and might get caught or tangled in 

your necklace or hair. If it is neat…the threads will not scratch or get caught on anything” 

(Ghnaim 2018: 147). Palestinian techniques are also efficient in terms of saving thread and 

time, especially considering the considerable amount of embroidery found on the traditional 

costume of most Palestinian regions. As Jumana explains, “if you think of the Western 

embroidery, it’s just a little design here or there, but they don’t embroider a whole dress. It’s 

part of the design of the dress, not an entirely embroidered dress. You don’t find that a lot. 

But because the entire dress has to be embroidered, timewise, it has to be conservative, and it 

has to be light, not very heavy.” Ghnaim (2018) also notes that tatreez techniques save on 

thread, something also expressed by Jumana, who exclaims, “I feel it’s a brilliant, efficient 

method of using thread with the least amount of waste and with the most amount of ‘wow.’ 

It’s brilliant. If you study the difference between cross-stitching the Western way and the 

Palestinian way, I’m blown away.” 

 

Although Palestinian cross-stitch has a unique technique, one of the strongest recurring 

themes throughout the interviews is the centrality of the traditional motifs. The motifs were at 
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the core of the Palestinian interviewees’ understanding of the roots and meaning of tatreez. 

Some of the practitioners, especially those who did not learn tatreez until adulthood, recalled 

the process of learning the ‘language’ of tatreez and the mistakes they made in their early 

pieces when they did not realize the depth of the motifs beyond the aesthetic. Amal recalled, 

“When I first started doing tatreez, I didn’t even think about how these motifs have meaning, I 

just put whatever together. But as I started learning more, I learned that a thobe has a theme, 

and the motifs tell a story. If you just put random motifs together…it can tell a conflicting 

story, or a story that doesn’t make sense.”   

 

Sawsan, a UAE-based Palestinian-American, has managed an Instagram platform for a couple 

of years that focuses on tatreez and its motifs. Her platform began “when a friend of mine 

called me. She has a young daughter, and she was concerned about her daughter’s generation 

not having this appreciation for the embroidery.” Sawsan describes herself as “completely 

obsessed” with tatreez, and at the time that she created her tatreez-focused account she was 

also beginning to teach workshops in the art. With her interest in tatreez, and her in-person 

workshops starting up, she found an online platform to be a natural extension of her passion 

for traditional embroidery. “[My platform] is completely just about promoting embroidery. 

Promoting and preserving the embroidery and creating a platform for people to share it,” she 

states.   

 

Sawsan wanted her page to be “an online resource where you can see motifs…where you can 

access information about the books that I get the motifs from, or old photographs of the 

embroidery…different people who are selling embroidery, or embroidery-related items.” 

Having learned tatreez as an adult, Sawsan placed a strong emphasis on the motifs, which 

continues to drive her page and the art that she creates: “I started learning all about the 

history, the historical context of the embroidery, and that’s what really brought it to life. I 

understood embroidery in a completely different way. I understood it as a language. When 

these women, before 1948, were embroidering on their dresses, they were using it as a 

language to tell their own personal story, and this is something I found really fascinating.” 

She posts about motifs on a weekly basis, sharing the background of a particular motif and 

images of embroideries utilizing the motif.  

 

Sawsan was surprised by the amount of feedback and interest her page received after she 

established it. The attention her page received came not only from other tatreez practitioners, 
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but people with interests that intersected with tatreez because of artistic curiosity or political 

sympathy: “A lot of people interested in the Palestinian cause started following [it], as well as 

different artists who weren’t necessarily interested in the embroidery but were interested in 

the aesthetic that came with it.” She believes people find her page through different channels, 

with a strong subsection of her audience being “people who are already usually interested in 

pattern-making and sewing and embroidery…So if it comes up in their [Instagram] feed or in 

their ‘explore’ [app-generated feed], they see embroidery and they’re attracted to it 

immediately.”  

 

1.3.3 Accessibility  

Others use their online platforms to share knowledge and render the practice of embroidery 

more accessible. Sara has recently created an online tatreez site, where she aims to share 

information and reflections about tatreez with other interested women. Her aim is to “make 

[tatreez], which could feel like an inaccessible art, feel more sha‘bī, more common”, by 

making information about the practice more widely accessible, for example, details about 

basic supplies and the fundamental techniques of the practice.  

 

Other interviewees similarly share an aim that their posts will show tatreez as an accessible 

handicraft. Amal views her posting and sharing of tatreez as a way to encourage other 

Palestinians to pick up the practice, noting that it can seem out of reach for younger 

generations of Palestinians who did not grow up practicing embroidery. She hopes sharing her 

art will help demystify the practice for others who feel it is too challenging to pick up: “I want 

other people who are interested in tatreez, but maybe they think it’s something foreign and 

they can’t learn it, to show them that it’s very accessible and really easy to do, and it’s fun. 

You don’t need to have your whole life dedicated to doing it, you can just spend a couple of 

hours a week on it, and it’s a good way to connect with our history.”  

 

Soraya, a Palestinian-Panamanian-American, shares a similar motivation. She mentions that 

she has been approached online about her tatreez by friends of hers after sharing her 

embroidery. Soraya has been able to cross-stitch since childhood, but only began doing tatreez 

specifically after attending a tatreez workshop within the past year. She reports that one of the 

most common questions she receives from friends and online acquaintances is about where 

she learned and where others could learn the artform. She notes that she provides suggestions 
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about where to learn and basic information, but that questions don’t necessarily result in 

follow-up by the asker: “I have a few friends who all say that they would like to learn, but 

they never actually try. It’s not the hardest artform. It’s literally just a little bit of counting and 

then some knots, that’s pretty much it.” She acknowledges that she was taught cross-stitch as 

a child by her Panamanian mother, and thus has had lifelong exposure to the actual practice, 

reflecting that “maybe for some people it’s hard, if they’ve never been exposed to it at all.” 

Posting about the practice and sharing the basics about techniques and supplies can help ease 

those initial challenges.   

 

This section discussed three approaches used by the practitioners interviewed to preserve and 

spread the practice of traditional embroidery, namely teaching; providing information about 

the motifs and the techniques; and sharing information about supplies and the accessibility of 

the practice to inspire and encourage others to learn and preserve the tradition. Social media 

platforms facilitate the exchange of information and provide a space for others to learn and 

pick up the handicraft. This exchange of information can develop into communities.    

1.4 Community-Building Online 

For me, when I do tatreez, I’m part of a community, a global community, a feminine 
community. I’m part of history…I’m doing a pattern that ladies did for hundreds of 
years, and I feel so proud of being able to continue their journey of creation. 

Haya 

 

Sharing and posting about tatreez on social media platforms, whether it is organized 

information about materials and stitches or simply sharing one’s one work, leads to online 

communities being formed, as “these sites weave alliances and relationships. Virtual crafting 

is an exchange of information, skills, and even products” (Bratich and Brush 2011: 242).   

 

Sara has set up online tatreez circles as part of her tatreez-centered platform. Her motivation 

for starting such a platform is multifaceted, with part of it coming from a personal need to do 

tatreez socially while living in an area that lacks a Palestinian community. She explains, “I 

just felt like I didn’t want to waste any more time not being connected to tatreez artists, to 

other women who do tatreez. It’s so inspiring, the stories that come out, and the healing nature 

of doing this practice in community is just a really beautiful thing.” The importance of 

women’s social collectives in the production of tatreez is remarked on by Sherwell (1996), 
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who notes that after 1948, Palestinian women “were predominantly wearing Western clothes 

since they no longer had the time, wealth or female support network to produce the traditional 

costume” (Sherwell 1996: 300). 

 

Sara is further motivated by her belief that tatreez, as a visual art, can bridge the divisions 

created among Palestinians by diaspora and exile. “We might be hiding out in different cities, 

because na‘īš fī aš-šitāt 4 - scattered around the world as Palestinians, which is not our 

choice,” she states. “We are using this artform to build connections to other Palestinians 

across languages, across borders, across countries, continents. Because the Zionist project is 

not just to ethnically cleanse Palestinians of their homeland, but also to rip away our culture, 

appropriate it, rip away our language.” Ultimately, although the connections are online, 

interviewees like Sara try to bridge real-life divisions among Palestinians in exile, as “the 

virtual conveys the real…Palestinians found a tool with which to talk back and forth, 

altogether validating the birth of a Palestinian virtual community. Far from the ‘dis-

embedded’ national identities and the construction of a nationless-hybrid-spaceless identity, 

the technologies comprising the internet revive national sentiments” (Aouragh 2011b: 384) 

 

This perspective is shared by Haya, a Palestinian woman who grew up in Nazareth, a city 

which falls within the territory captured in 1948 that is now Israel but remains a 

predominantly Arab city. She recently led a project, funded by a small grant from the 

Australian government, to teach other Palestinian women living in her adoptive town in 

western Australia how to embroider. She notes that language barriers and significant diversity 

of experiences were visible even within this small Palestinian community: “There was one 

lady who cannot speak Arabic, because her parents came to Australia in the 1960s and no one 

encouraged the parents to teach the kids Arabic, so they didn’t teach their kids. So language 

was also an issue, but tatreez was our language, our common language.” She herself has the 

experience of being alienated from her own language, as “having lived in occupied Palestine, 

I speak Arabic perfectly…but I also speak Hebrew perfectly. If I want to express myself, I 

would use Hebrew, which is weird! Because I’m not supposed to speak Hebrew better than 

my mother language, but I do! This is the price of colonialism. Occupation does not take only 

your land. It takes your language as well.” But through tatreez, she believes, the ruptured 

threads can be stitched back together: “When I give you a piece of tatreez, you will learn that 

 
4 “We live in diaspora.”  
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language. This is the language that connects us. This is who we are.” Haya’s experience of 

tatreez as a way to reconnect with an ancestral form of expression shows how “one means to 

recapture identity is through affirmation of the native language and its natural connections” 

(Ra’ad 2010: 156).  

  

Virtual connections can become real-life exchanges and contacts. Jumana, a Lebanese textile 

artist who also practices tatreez, uses Instagram both to share her own extensive knowledge of 

Middle Eastern and Western embroidery and to learn more about textile arts from other 

practitioners. She remarks that for her, it’s very important to build a relationship with the 

person posting before asking for help or information. When she sees something on Instagram 

that catches her attention, she’ll slowly open up communication with the poster: “I always 

start with something nice about a piece. If I want to ask a question, I don’t just go ask the 

question…Little by little I establish communication with that person, and then I ask the 

question.” Jumana’s virtual communications have become a source of real-life exchanges and 

support. She shares how a virtual inquiry, initiated by her, became a real-life transaction: “I 

met this English lady online who does Palestinian couching [taḥrīrī]. It’s amazing, she 

actually mailed me a book! I paid her for the book and the postage, but she actually physically 

did a favor for me and mailed me a book from England to here. And I would do the same for 

her.” For her, the connections she has made online “go beyond virtual friendship. I feel like I 

know these people.”    

 

Sara and Haya have had similar experiences. Through the online embroidery circles, Sara 

“already feels like I have made friends for life.” Haya was initially reluctant to share her work 

at all. “I work on a lot of different material, but I was always too embarrassed to post any 

[pieces], because, oh they’re silly, they’re dumb, no one’s going to like any of them,” she 

recalls. The potential for anonymity online encouraged her to go ahead and share: “That’s one 

of the positive things about social media, is no one really knows who you are. You can choose 

not to post any of your photos…I came to a conclusion that no one’s going to know how I am, 

so if they don’t like them, no one will follow me.” Her initial posts, shared on a separate page 

from her own personal page, have developed into friendships and sources of inspiration: “I 

start[ed] feeling like, ok, I’m getting to know another girl and another girl. And all of a 

sudden I'm creating these beautiful friendships…Someone will post something, and she’ll say, 

let’s work on this together, so I’ll participate, and I’ll put my own twist…From there, I have 

friends and I'm getting to know people.”  
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This section delved into the community-building that takes place around the practice of 

tatreez, shared online. In line with Aouragh’s observation that “communities are imagined and 

experienced as virtual but are often still actualized in interpersonal relationships” (2011a: 32), 

the interviewees’ online connections with other practitioners become real-life relationships. 

Some practitioners try to recreate the traditional communal embroidery through virtual 

stitching circles, while others, without joining formal communal circles, nonetheless become 

part of a broader Palestinian community through sharing and engaging with tatreez and its 

online dimension.  
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Chapter 2: Collective Politics of Tatreez 

This chapter will discuss how interviewees use tatreez and its motifs for political statements 

and awareness-raising. The use of tatreez as a political statement is well-documented 

(Sherwell 1996; Moors 2000). Taking tatreez online shows how “craft-work’s communal 

quality…also provides a rich tapestry for rethinking media and the activism it promotes” 

(Bratich and Brush 2011: 255).  

2.1 Wearing Politics  

In discussing tatreez, a recurring theme among the interviewees is its value as an ancestral 

language. As Hunter explains, “Palestinian embroidery and dress provided an intricate code of 

social signaling…Needlework was a form of detailed genealogy – each motif and stitch had a 

specific name, each detail an ascribed locality. It encapsulated human diversity in an internal 

system of personal and intercommunity communication” (Hunter 2020: 143-44). In the 

decades since the Nakba, tatreez has changed from a regional form of expression to part of a 

larger political project, especially after the 1980s when “a younger generation began to 

include patriotic symbols within regional variations: the Dome of the Rock in Jerusalem, the 

Palestinian flag, the word Palestinian stitched out in letters. It indicated a changing sensibility, 

a strengthening of a national consciousness” (Hunter 2020: 145).  

 

The use of tatreez as a form of political 

communication pre-dates the Nakba, with motifs 

developing in direct response to occurrences 

confronting Palestinian women. Skinner (2018) and 

Allenby (2002) identify two motifs that were 

created to reflect political presences in Palestine: 

the Pasha’s Tent, which “first appeared at the time 

when the region was ruled from the Ottoman 

Court” (Allenby 2002: 102) and the Officer’s 

Badge or Pips motif, which was “was adopted 

during the British Mandate, imitating British 

military symbols of rank” (102). Ghnaim (2018) 

discusses the Missiles motif, which can appear to 

Figure 6: Pasha's Tent motif on a dress 
from Beit Dajan (Rajab 1989: 79) 
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be a standard floral design to the unfamiliar eye. However, “the 

design reflects the experience of Palestinians during the British 

Mandate period, or Palestine Mandatory, in 1920-1948…reflect[ing] 

the reactions of village women at the time, to newly introduced 

missiles and twentieth century warfare into Palestine” (109). The 

traditional trees at the sides of the design are upside down, as “with 

the missiles coming down on them, the trees point downward to 

indicate…the destruction that this missile caused to the area in which 

it landed” (113).  

2.2 Awareness-Raising: In Person and Online 

Sara describes herself as a “tatreez artist.” She was exposed to tatreez 

from an early age, with the memory of her grandmother’s 

embroidered pieces being a particularly prominent memory: “[My 

grandmother] made these beautiful tablecloths for my parents when they got 

married…They’re a very unique pattern that she created herself from the colors of the 

Palestinian flag.” Those pieces provoked her interest in tatreez specifically. She recalls, “I 

thought they were the most gorgeous things ever… That is my memory of what is beautiful. 

And it’s still ingrained in my mind.” Whether it’s the embroidered jewelry pieces she creates, 

or on the thobe that she wears regularly to work, Sara utilizes tatreez to create opportunities to 

speak about Palestine:  

 

Tatreez for me is a medium to communicate a message…I try to wear tatreez every 
day, because I know that somebody’s going to ask me about it, and it’s an opportunity 
to use tatreez to speak about Palestine. To tell them about Palestine the way that I 
think about Palestine, the way I view Palestine, and what I want for Palestine as a 
Palestinian.  

 

Haya similarly finds her pieces to be a powerful way of opening up conversations about 

Palestine and her individual complex experience of being Palestinian. “All of the pieces that I 

make, I give away to people,” she says. “It’s my chance to talk about the conflict situation. 

It’s my chance to talk about my culture, my Palestine, apartheid, about why I don’t speak 

Arabic the same way that a Jordanian woman my age would speak Arabic…”   

 

Figure 7: 'Missiles' 
motif. (Anani and 
Mansour 2010: 212). 
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Posting and sharing of tatreez online then works as an extension of its meaning and usage in 

the non-virtual world. For Haya, posting is driven partially by her desire to raise awareness of 

Palestinian culture and the existence of the Palestinian diaspora in her country of residence, 

Australia. “I’d like more people to see [my tatreez], because I think this culture is worthy of 

being recognized and seen by a lot of people,” she states. Part of her process is to use relevant 

hashtags to drive in viewers who do not specifically search for tatreez or Palestinian hashtags. 

“I try to use hashtags like #australiamade, #madeinaustralia [...] so that the people of Australia 

can understand that there is a Palestinian community living among them and we’re not just 

random people. No, we have a history, we have beauty. Everything is politics.” Amal 

similarly would like non-Palestinians to see tatreez and learn about its importance to 

Palestinians, explaining, “It’s not as simple as it’s a pretty thing that we like to do. It has a lot 

of history behind it and it’s a political act as well. It’s nice to be able to show that to people.”   

 

For Jumana, tatreez and other forms of cultural expression are important for their power to 

humanize people and raise awareness of Middle Eastern heritage among people who are not 

familiar with the art of the region. She frequently takes courses at a textile arts academy near 

her city of residence in the US, even in practices she is familiar with, in order to get a chance 

to discuss stitching, textiles, and embroidery with others who share her passion. In these 

classes, she notes, “usually I’m the youngest. They’re all like old, white women. And I take 

this opportunity, of course. When you go into a class you get to introduce yourself and tell a 

little bit about why you’re interested in embroidery, and of course I take the opportunity to 

talk about Palestinian embroidery, about embroidery in the Middle East in general.” When she 

finds a good book regarding any related Middle Eastern embroidery, she purchases an extra 

copy for the purpose of donation: “I always have a book to donate to that library, just to infuse 

more books about Middle Eastern embroidery and art. I want to make sure that the 

embroiderers are exposed, because…one way to humanize people is through art, I believe.”   

 

Jumana is motivated by her own interest in art, but also by her political beliefs and concern 

for her region: “Arab art and heritage are important, and to take time to do things like that, it’s 

not a waste of time. It’s something important and necessary to do. To discover your own 

heritage, to learn about it, and of course, especially tatreez, to humanize people, to put in the 

forefront the identity of Palestinian people, the conversation about Palestine. To let them 

think, ok, if Palestinian art exists, then Palestinian people exist.” Jumana links part of her 

interest in tatreez specifically to feelings of solidarity with Palestinians, due to her own 
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background and shared experience of violence: “There’s a political side to it, because I grew 

up - I’m from Lebanon, but from the south part of Lebanon. I witnessed occupation, I’ve seen 

it, I lived it, I lived war. We have a common aggressor, so I’m much more attached to 

Palestine than other Lebanese people.” 

 

The practice of tatreez continues to be used to raise awareness of Palestinian culture and 

Middle Eastern culture and art more generally. Practitioners use traditional embroidery to 

raise awareness both online and offline.  

2.3 Authenticity and Innovation  

Palestinian embroidery has undergone changes throughout the years of dispersal of the 

Palestinian people, “evolv[ing] in the mixed environment of the refugee camp and village, 

settling into homogenized forms, characterized by innovation in colour and motif” (Palestine 

Museum 2018: 13).  The territorial divisions in patterns and styles from before 1948 faded 

with the proximity of Palestinians from different areas within refugee camps and abroad and 

in contemporary tatreez, “one can also notice some outside influences from other areas 

infiltrating the traditional patterns” as an “inevitable outcome of intermarriage, visiting, or 

travel from one location to another” (Kawar and Nasir 1980: 125).   

 

The boundary between ‘traditional’ and non-traditional was debated by the interviewees, with 

most stating that there is nothing completely out of bounds within tatreez, as long as the basic 

motifs are kept. Lubna grounds her thought process about tatreez in the very history of the 

motifs in historical Palestine, when there were variations by region: “You have plenty of 

patterns that have many variations, so I think it’s difficult to say a pattern is inauthentic,	when 

you have one symbol that looks different in Jerusalem versus in Gaza, or even in the different 

cities around Jerusalem…I think there should be some freedom to adapt patterns, and I don't 

think it necessarily makes it inauthentic. At the end of the day, tatreez is very personal too.” 

For Soraya, as long as the motifs are recognizable, it is acceptable to innovate, as she is “sure 

the motifs are not exactly as they were in 1900 to now. They’ve evolved depending on who’s 

made them and influences from people who were visiting or influences from different villages 

you’ve been exposed to.” Because of these evolutions and adaptations, “I don’t know if 

there’s anything inauthentic. That’s the beautiful thing. It’s an art form, so there’s not really a 

right or wrong way to do it.” Soraya sees the ‘authenticity’ of the work more in the technique 
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used, and in the handmade aspect of the embroidery: “For me the authenticity piece lies more 

in how it’s done. Is it done by hand or by a machine?” The handmade aspect was brought up 

by other interviewees, like Amal, who noted, “There’s nothing wrong with machine-made 

tatreez or anything like that. I understand why it’s there; I understand why these things are 

produced, but you can tell the difference between a machine-stitched thobe and a hand-

stitched one. At the end of the day, the handmade thobe is always going to mean a lot more to 

me, whether I made it or not.”  

 

Because motifs function as a form of traditional language, altering them significantly can 

render them ‘illegible.’ “I feel like if I’m going to distort it too much, it becomes something 

else,” Sawsan reflected. “It’s almost like taking a letter and distorting it. The letter ‘A’, for 

example, if I took it and I distorted it until it looks like something else, then it becomes that 

something else, in a way.” Ensuring that the motifs used are historically related to Palestine is 

also important, especially when showing a piece publicly or claiming it as a ‘Palestinian’ 

piece. Mariam reflects, “I don’t alter them in a way that alters the ‘Palestinian-ness’ of 

it…Why reference something from a specific time and place, when you’re going to change 

it?” Interviewees emphasized that although they keep the motifs and practices ‘legible’, they 

play around with the colors, as well as the textiles, clothing and objects the motifs are 

embroidered onto, adjustments that do not affect fundamental aspects of the appearance of the 

motif. Fundamentally, what makes these pieces still ‘authentic’ is “the adaptation and 

juxtaposition of culturally traditional textile forms with contemporary thematic narratives and 

complex political symbolism. Behind each of these textiles lies a story of traditional life, 

lands and villages, homes and families, lost or threatened. Each woman has responded to her 

circumstances…investing her textile creations with new meaning specific to national 

discourse” (Allenby 2004: 172).  

2.4 Storytelling through Tatreez  

This section discusses a selection of art from the interviewees that depicts contemporary 

usage of the traditional motifs for political and cultural storytelling. This focus on individual 

practitioners and their pieces “allows us to see the agency behind this abstraction we call 

‘tradition’” and “reveals how tradition, though popularly understood as continuity with the 

past, is emergent rather than static, its elements consciously selected and uniquely performed 

by the actors who embody it and keep it alive” (Erickson 2015: 5). These pieces demonstrate 
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innovation within tatreez and artistic ‘alteration’ of the motifs, while still working within the 

traditional language of tatreez. The artists discussed in this section have been identified by 

name with their permission.  

 

Joanna works with the motifs regularly in 

her art, either incorporating them onto her 

paintings (using waste canvas to create a 

stitching surface on the completed painting) 

or working fully in textile. Driven by her 

interest in the storytelling aspects of tatreez, 

she uses the motifs to tell a story, for 

example in her piece The Water Spring5. 

The central motif is a spring of water, 

which she has deliberately left empty to 

symbolize “climate change and the water 

shortages in Palestine currently, and how 

it’s going to be even worse in the future.” 

The spring is framed by a barbed wire motif, while the corners have a cauliflower motif that 

represents agriculture. “The agriculture of course is impacted by the restrictions on water,” 

Joanna explains. “It’s not just the personal use of water and the inconvenience of that, but the 

agriculture. What happens to all the farmland and the farmers and the villagers when they 

don’t have water?” Joanna’s piece literally tells a story, using the traditional motifs to raise 

awareness of the modern-day situation.  

 

Joanna’s aims go beyond present-day awareness-raising and more towards future generations. 

“We’re living in the now right now, but a hundred years from now, what are people going to 

say about the work that we’re creating now?” She would like her work to open up 

conversations and join a larger historical discussion of the Palestinian situation: “That’s 

what's really important for any artist. They want their work to be part of a larger narrative. To 

be one kind of loud voice within that narrative.” 

 

 
5 Image of the artwork reproduced with permission of the artist, Joanna Barakat. 
http://www.joannabarakatart.com/new-page-3 , page accessed August 11, 2020 
   

Figure 8: ‘The Water Spring’ 
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Samar is a sculptor by training and began working with Palestinian embroidery and motifs 

about four years earlier. She grew up with tatreez around her home, but her family did not 

embroider. As she developed her art practice, she began to feel “that there was something 

missing, like there was a void.” Initially, she was reluctant to engage with a traditional art 

form like tatreez. She explains, “I didn’t want to make Arab art, because I felt like I’m a 

privileged Arab, Palestinian, we talk about it enough, there’s no need,” but continuing to feel 

something missing in her art, she decided to “stop swaying away from the culture and kind of 

confront it”, realizing that whenever “I feel a kind of repulsion…it usually means I need to 

confront it, because there’s usually a topic there that needs to be resolved.” Her late 

grandmother ran the Palestinian Heritage Center in Amman and on a visit to Jordan, she 

received training in traditional Palestinian techniques from one of the Heritage Center’s 

embroiderers. Her training at the Heritage Center supplemented initial education in 

embroidery at an art residency in Oaxaca, Mexico.  

 

Samar works with motifs and 

adjusts them for her pieces, but 

deliberately does not distort them 

in a way that would make their 

meanings ‘unreadable’: “I don’t 

necessarily believe in traditional, 

or the idea of the ‘authentic’ or 

anything like that, but if I am 

going to use that word and I am to 

respect a moment in history, then 

I’m not going to change it.” Her 

work preserves the original shape 

and pattern while still transforming 

the way they are presented, as can 

be seen in this piece, selected from 

her collection ‘Intricacies of 

Wholeness’6: “Sometimes I'll split 

 
6 Image of artwork reproduced with permission of the artist, Samar Hejazi [https://www.samarhejazi.com/ , 

page accessed August 11, 2020] 
 

Figure 9: ‘Coiled’, from the series ‘The Intricacies of 
Wholeness’ (2019) 
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them…I alter it in a way to say something, like to talk about separation or unity or a 

memory…I like playing with the idea of illusions, because it makes you question and 

challenge all of your realities that you construct for yourself, your systems of belief.”  

 

Samia is an embroiderer first and foremost. She works with the traditional motifs to tell 

personal and political stories, arranged “in my own way, to tell my own story of how I 

envision the liberation of Palestine.” Her Map of Return7 uses traditional motifs to fill in the 

map of Palestine. She also adds in motifs that are recognizably from her ancestral city, 

Ramallah, as a personal symbol: “On my map, 

you can see the naḫal, the palm pattern, which is 

a very traditional Ramallah [motif]. And that’s on 

purpose, because…as a Ramallah girl, I was 

raised with a lot of pride in being from Ramallah. 

It is probably arrogance at this point, for how we 

are raised as Ramallah girls! There’s always 

something very characteristically ‘Ramallah’ in 

my pieces.” She also frequently sews on keys, a 

recurring theme in Palestinian imagery that “have 

become the par-excellence symbol of the lost 

homes, and the signifier of ongoing exile” 

(Webster 2016: 61).   

 

Samia further illustrates how she visualizes the relationship between tatreez and daily 

resistance through recalling her creation of embroidered clothing as a gift for her sister. “I 

asked my sister, ‘When people ask you about your shirt, what are you going to tell them?’ I 

wanted to make sure that she felt - and I’m intentionally using this word - I wanted her to feel 

armed with the language of Palestinian embroidery, of the stories of our land. Because I know 

it can be scary as a Palestinian.” She expands, “I have been verbally and physically attacked 

for my beliefs on Palestine multiple times in my life. Being politically vocal on Palestine is 

scary today in the US. And so, when I wear my thobe or I wear something Palestinian with 

Palestinian embroidery on it, I feel like I’m armed with something more. I feel like my 

ancestors are with me, someone is with me, just to arm me with the language and the 

 
7 Image of artwork reproduced with permission of the artist, Samia Ayyash.  

Figure 10: ‘Map of Return’ 
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knowledge I need.” Samia’s feeling of armed resistance through her clothing reflects Hunter’s 

observation that “what we wear is its most intimate expression. Our clothes, worn next to our 

skin, are mediators between ourselves and the external world. They tell others who we are and 

where we belong. They protect us and declare us. They carry our social stamp.” (Hunter 2020: 

147) 

 

The interlocutors’ work depicts “what truly makes these textiles ‘traditional’– the revival of 

their traditional role as communication devices – whether acting as vehicles for protest, 

expressing national identity, observing warfare or challenging established history” (Allenby 

2004: 172). Tatreez’ function as a language can be used to create new embroidered ‘texts’, 

maintaining its traditional function of storytelling, and continuing to use it as a political tool 

to resist the destruction and erasure of Palestinian history and heritage. “Creating becomes 

resistance, which in turn, is key to the survival of memory and identity” (Farah 2012: 240), 

with the pieces discussed demonstrating the expression of Palestinian resistance in an overt 

way, for example through the destruction in Samar’s pieces and in Samia’s description of 

being ‘armed’ with her embroidery. The pieces demonstrate how tatreez goes beyond 

handicraft, which reproduces the past, but rather functions as an art, with open possibilities for 

creativity and new visions of both the past and the present.  

 

Practitioners utilize the traditional motifs to share political sentiment and raise awareness 

regarding the ongoing oppression of Palestine. Aspects of this political awareness-raising now 

takes place online, in line with Aouragh’s (2011b) observation that “the internet is being used 

to strengthen rather than weaken national identities” (384). The pieces created by tatreez 

practitioners present visions for the future and aim to affect the discourse around Palestine, 

demonstrating that both the art and the online activism do not happen “in merely a nostalgic 

mode, looking back at the beautiful or innocent times. It’s not simply for the past: the virtual 

expressions are often about shared oppression and resistance in the here and now” (Aouragh 

2011b: 384). 
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Chapter 3: Tatreez as an Individual Practice: Economics and Expression 

The previous chapter discussed the use of Palestinian embroidery and its motifs for political 

messages. Without claiming to detach the political from the personal, this chapter will look at 

how practitioners continue to use tatreez as a more individual practice: as an economic 

support and as a method of personal expression, and how those aspects are transmitted and 

affected by online platforms. 

3.1 Marketing and Selling 

The economic dimensions of tatreez has been discussed previously in the context of refugee 

camps, where training in embroidery and selling of tatreez pieces began soon after the Nakba. 

For example, “the Association for the Development of Palestinian Camps [ADPC]8…founded 

in 1969 in Lebanon and still active, refers in its flyer to ‘the necessity of preserving the 

heritage of traditional Palestinian embroidery which would also bring means of financial 

support to many needy families in the camps’” (Moors 2000: 876). Saca and Saca (2006) note 

the market impact on Palestinian embroidery since the 1980s, when “international funding 

agencies provided women with small grants to mass produce and sell their embroidery. This 

was an effort to improve the economic situation of families living in the refugee camps and 

develop embroidery as an art separate from its traditional context and meaning” (39). This 

section will discuss how the interlocutors view tatreez from an economic standpoint, whether 

as a way to earn money or as another angle on political concerns, with a specific consideration 

towards Palestinian women embroiderers who have faced exploitation after the adoption of 

tatreez into capitalist modes of production.  

 

Several of the women interviewed sell or have sold their work, but not through collectives or 

projects like those found in refugee camps. One of the women, Nafisa, has an active online 

shop on Etsy, where she primarily sells small embroidered home decor pieces, such as 

coasters, ornaments, and bookmarks, as well as non-textile pieces decorated with tatreez 

patterns such as stickers and mugs. One is a full-time artist who actively sells her artwork. 

Several other interviewees have sold their embroidered work within their local circles and 

communities, including commissions.  

 

 
8 Often known as INAASH, its Arabic acronym 
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Marketing and the algorithms on platforms such as Instagram affect what is posted. Nafisa, 

who runs an online shop, feels that “social media forces you to concentrate your brand, in a 

sense.” As she is focused on selling her work, she feels her page needs to be focused on 

tatreez, as “you don’t want a person to come to your page and see a mishmash of everything. 

They wouldn’t understand what your page is about.” She will occasionally post about her 

other interests and crafting experiments, but “I mostly try to do that in my stories”, which are 

temporary posts that only last a day. 

 

Sharing and posting work is part of marketing and informing potential customers and 

collectors. Mariam remarks, “I [post] for my work, and I actually don’t do it enough… I post 

so people know that I’m working and what I’m working on and get people more involved in 

the projects. I’ll try to have some sort of marketing strategy, but it’s mostly original content, 

trying to keep people involved in what I’m doing.” Similarly, Sawsan has multiple Instagram 

pages: one is strictly personal for family photos, while two are business-related. Of the two 

business accounts, one is focused on her and her work and extends to a website: “Naturally I 

had to have my own website. As a professional artist, it gives people a place where they can 

see your art. You can have your own gallery online that way, which is great for promoting… 

and showing your work and sharing the messages.”  

 

3.1.1 Economic Exploitation  

Other interviewees do not regularly sell pieces, but still have economic concerns about 

tatreez. Economic concerns intersect with the political beliefs of the practitioners interviewed 

and frequently drive what is posted or shared.  As Sara states, “The economic aspect is 

important to me…because of my political beliefs and my beliefs in Palestinian liberation, and 

my belief that Palestine will never truly be liberated under a capitalistic economy. The 

economic aspect is important.” 

 

Soraya is interested in showing the process of making embroidered pieces in order to 

demonstrate the amount of time spent in the creation process. She feels that this will help 

others to more highly value embroidery and encourage equitable prices for women’s labor. 

Her own family has realized the full cost of embroidered work after seeing the hours she has 

spent on her pieces: “My dad’s like, ‘Wow, this is a lot of hours!’ He can literally compare 

how much time I spent doing this and what he has paid for [embroidered] pillows. He knows 
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what this converts to from time to currency. And he goes, ‘Oh my god, we should have paid 

them so much more! It was a lot of work!’” Working on tatreez herself has made her aware of 

the time it takes to create a single piece, even for a full-time embroiderer. She reflects, “That 

might actually be a good project, to educate people on how long it takes so they pay a good 

price for it. Because sometimes I see them being sold in places and people think it’s too 

expensive, but if you knew how much time went into it maybe they would think otherwise.”   

 

Amal, who is a skilled seamstress and has sold dresses and other garments, began to sew 

initially out of a personal need for modest clothing. “I had always been interested in clothing 

and being creative, and since I wear hijab and I’ve worn hijab for over 10 years now, I could 

never find dresses that I could wear. Like long-sleeve, modest dresses,” she explains. Like 

Soraya, she notices people’s lack of knowledge about the time and effort required to produce 

clothes and embroidered pieces, and links it to a general ignorance about the time and skill 

required for garment-making due to the prevalence of ‘fast fashion’: “I think people 

underestimate how long it takes…With fast fashion, people just really don’t understand how 

much things cost. That’s not to say everybody, but I’ve witnessed it because I’ve sold dresses 

before, and I’ve had to really convince people that I’m not overcharging, this is literally just 

the cost of materials, the cost of labor, and this is the reality. If you’re asking for something to 

be custom-made, it’s going to cost more than if you go into a department store and buy it.” 

She has been asked to make a thobe before but realized that “unless this is what I’m devoting 

my life to, like all my time, I’m not going to be able to” fulfill such requests. “It could take 

me a year, and it’s going to cost you thousands of dollars,” she says. “So yeah, I’ve been 

asked but I’d never make something and spend all these hours and resources and time just to 

get pennies for it. And again, I know people mean well, and it’s not their fault.” 

 

Sara expresses concern about the exploitation of embroiderers and of the craft of tatreez, 

which is prevalent in the garment industries in refugee camps and in the Occupied Territories 

as “the integration of rural women into a wage-labour market also introduced embroidery into 

capitalist modes of production. Women became workers, and embroidery became work” 

(Palestine Museum 2018: 13). Haj (1992) found that in the occupied Palestinian territories, 

“young married women with childcare responsibilities form part of the ‘invisible’ — that is, 

unaccounted for — labor force, as they work at home for sewing and embroidery firms that 

subcontract out at substandard wages. Economic need has forced most of these women to join 

the labor force.” (Haj 1992: 767). The textile industry is particularly rife with exploitation of 
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women, who work from home, “thus saving on capital investment and on the social and health 

benefit payments required under Israeli labor law” (768). The case of three sisters studied by 

Haj demonstrates the exploitation of labor. The middle-aged sisters (one unmarried, one 

widowed, and one married and childless) “work eight hours each day under the supervision of 

an Israeli manager. They earn between one half and one dinar ($1.3 and $2.5) a day. In 

contrast, the Palestinian contractor makes forty dinars on each woman he contracts and the 

Israeli supervisor even more” (Haj 1992: 768). Sara, who lived in Jordan for several years, 

can see the exploitation based on the prices given for embroidered pieces: “When you see a 

purse that’s embroidered for $20 or $25, take into account…that’s covering the shipping 

costs, that’s covering the material cost, that’s covering the cost of a woman's time, which 

you’re valuing at almost nothing.”  She is able to gauge the approximate time spent for a 

handmade piece, which makes the exploitation even more stark: “I embroider quite fast, so 

when I see these things, I’m really disgusted because...I’ll show you a small piece.” Pulling 

out a small embroidered piece of black fabric, she continues, “I cut this one because I don’t 

like it anymore. But it’s like the size of a small purse, maybe? A wallet or something. Think if 

this gets sold for like $8 or $10! I stitch very well and very fast, and this would take me about 

six to eight hours.” Pausing to calculate, she continues, “Let’s say, six to eight hours of my 

time and you’re paying me, minus all costs, so let’s say minus the materials, $20. And then 

usually the person who is selling it is not the original woman, so they’re taking a cut. Women 

are getting paid nothing. That is exploitation and that is not what tatreez is about.”  

 

Sara views tatreez as a deeply political artform, and her views impact what she chooses to 

post. She has experienced people contacting her for high-quality photographs of pieces she 

has done, with the intent of copying the design: “Some of them were very rude about it! To 

think that you’re going to have women in camps creating this piece and paying them almost 

nothing because they need to survive. I was taken aback by it.” To counter this, she avoids 

posting full pictures of her pieces, but notes that this is not because of a specific fear of 

plagiarism, but rather of keeping the original meaning of her pieces as well as a fear of 

exploitation of women embroiderers in refugee camps: “I’ve never been one to want to put 

my name on my pieces, necessarily…It’s really about, this is my personal vision of liberation. 

There are pieces that I don’t share the whole picture of or the whole story, because they’re not 

meant to be capitalized on.” Her feelings are linked to her political beliefs about Palestine and 

its destruction, which she sees as directly bound with the imposition of capitalism on the 

region: “This is my own personal view, but I believe capitalism has been instrumental in the 
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destruction of Palestine and the ethnic cleansing of Palestine. To think of this artform in 

capitalistic means, and to be using it that way—capitalism always ends in a person or a people 

being oppressed…I’m not about that. Tatreez was never intended to be that and so, there are 

pieces that I don’t post the entire pattern to.”  

 

The interlocutors, whether they actively sell their own work or embroider solely for 

themselves, take into consideration global economic dynamics and express concern for the 

exploitation of Palestinian embroiderers that occurs as a result of tatreez’ adoption into a 

capitalist system.  

3.2 Personal Expression 

As mentioned in the previous chapter, tatreez and its motifs are viewed and used by 

practitioners as an indigenous language for Palestinians. Before 1948, tatreez served as a 

marker of “a very personalized identity, and it was very personal to the person who 

embroidered it” (Sawsan). After 1948, with the expulsion of the Palestinian population and 

the disruption of Palestinian culture, it took on an additional function as a collective marker of 

identity. Nonetheless, it continues, as in the past, to be a form of personal expression and a 

source of creativity for practitioners.   

3.2.1 Creative Expression and Innovation 

The practitioners interviewed found tatreez to be a creative outlet, in addition to its cultural 

and political functions. The interviewees used motifs in a creative way to incorporates 

different aspects of their lives. Lubna, for example, uses motifs that have familial 

connections: “One half of my family, we’re from a village that doesn’t have tatreez. But the 

other half is close to the Jerusalem area, so we have a lot of Jerusalem and Ramallah-related 

patterns. I like to use as much of that, especially because it seems that the Ramallah patterns 

are quite easy to pick up.” When working on a piece, she also incorporates motifs that 

resonate with her personally, outside of a direct connection to her ancestral regions: 

“Sometimes I’ll pick patterns that do have a symbolic meaning to me. The piece that I’m 

working on now, for example, I’ve added something that is supposed to symbolize dragonflies 

because I really like dragonflies, so I wanted to add it in a way.”  
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Soraya is developing her plans for future tatreez work, which she hopes will include sewing 

and embroidering a thobe. “My purpose will be like, ‘my identity in threads.’ That’s kind of 

the goal,” she says. “I’ll have to think about it as well because there are parts of my identity 

that aren’t really Palestinian, maybe it’s more global. Like my passions and other things.” She 

notes that the innovations she might make to the traditional patterns might not be changes to 

the motif, but rather, “Maybe it’ll be the colors that I use. Maybe it’s where I put the different 

motifs on the dress, maybe that means something to me. I’m hoping it’ll just stand out to me 

when I start looking at the different motifs.” Being half Panamanian, she is also interested in 

expanding her selection of motifs to incorporate that side of her heritage: “I also want to do 

research into the Panamanian side. Are there Panamanian motifs? I haven't really heard of 

any, but I’d like to see. Or even flowers that resemble flowers from Panama. Something like 

that, that has that Panamanian touch. That’s the goal!”  

 

Two of the interviewees were actively working on sewing their own thobe, which, like 

Soraya, they hope will illustrate their personal stories. As Amal shares, “When I start 

designing it and figuring out what colors I want to use, I try to be mindful of what story I want 

to tell…If I was to wear it and have somebody ask me, I want to have something to tell them, 

and that there’s a meaning behind it. You know, telling my story. My hope is to be able to tell 

a story, have a meaning behind what I make.” 

  

Other interviewees like testing out new materials and techniques beyond standard textiles. 

Jumana, who has experience with a variety of textile arts, enjoys new challenges and 

developing all her skills: “Nothing for me is forbidden. I like to try new materials to 

embroider on. I’ve done on canvas; I've done on leather. Really there’s no method of 

planning. When I see a piece of anything, I think, oh that would be fun to embroider on. Then 

I start thinking, how? Which needle…?” Nafisa similarly likes to experiment with different 

objects, saying, “I don’t have a limit on the things that I stitch on. If I see a piece and I think I 

can do tatreez on it, I usually go for it. I’ve done cases, cards, stationery, sometimes even 

flower boxes, T-shirts, really anything you can think of. If I think it will fit some tatreez on it, 

I will go for it!”  

 

Haya similarly will attempt to stitch on any surface she finds that has the holes necessary for 

cross-stitching: “I’ve worked on fences…I work on shoes. Anything that has the holes I’ll try 

and work on it.” Inspiration comes from other people, both people she meets in real life or 
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other people’s projects she sees online: “I need to be inspired, all the time. This, like, let’s do 

another cushion, let’s do another mirror - I can’t do that. All the time, I need something 

new…	 I’ll be on Instagram, just random pages, and I’ll see something that I like, and I’ll 

think, ok, let’s try!”  

  

Although tatreez has shifted towards a collective identity marker after the upheaval of 1948, it 

retains its past form as a method of individual self-expression within a broader collective 

culture. While in the past this self-expression was bounded by a woman’s regional identity 

and the phase of her life, contemporary practitioners design patterns and create pieces that go 

beyond these boundaries. Pieces express the person’s ethnic identity as a Palestinian, but also 

of the practitioner as an individual creative.   

 

3.2.2 Gift-Giving  

Several of the women interviewed, while not actively selling their pieces, nonetheless create 

pieces for others as gifts. Creating pieces to give as gifts provides another opportunity for 

women to express themselves creatively and give a gift that goes beyond the material, as it is 

also a gift of their time and care for the person. 

 

Jumana likes to give embroidered pieces as gifts for milestones. When asked if she has given 

tatreez as a gift, she states, “Always. Always. Whenever a baby is born and I know that they 

have a Palestinian mother or heritage, that’s usually my go-to gift. Their name with a 

Palestinian border. And they love it. Or a pendant. For teacher appreciation, sometimes I do 

Palestinian things.”  There are limitations on what can be done, as cross-stitched pieces take a 

considerable amount of time to complete. Sawsan notes that tatreez is “something that, if you 

were going to give this gift, it would have to be planned well in advance, so you’d have time 

to make it.” For Jumana, the experience of gifting and the reactions she receives make the 

planning and effort worth it: “Sometimes I go through all the trouble just to see when I give 

them the piece and they open it, and their eyes get big. They go like, ‘What? You took the 

time to do this for me?’ I feel like it’s much more special than buying something, that’s why I 

love to give handmade things.” Besides the immediate reaction, she feels it is an expression of 

care for the person she gifts, continuing, “It’s a little bit of me that I give to them. My time, 

my energy, my soul…When I feel - I see that they appreciate it, it makes it all worthwhile for 

me.”   
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When creating pieces to gift, the storytelling element remains and is critical for some of the 

interlocutors. For example, Amal shares her thought process when making a jacket for her 

sister as a birthday gift. She embroidered the back of the jacket with tatreez, and “wanted to 

pick motifs that represented a meaning to her.” At the time when she was preparing the gift, 

her sister “had just given birth, I think - either she was pregnant, or she had just given birth - 

so I tried to incorporate the ‘tree of life’ [motif]. Just little things like that. I don’t get too 

picky with it because then I’d never get anything done, but I try to keep it true.” She recalls 

that she almost picked a motif with a less appropriate meaning, which she quickly changed 

upon realizing her error: “Originally, I had just picked out a motif and started using it without 

looking into what it actually meant, and it ended up being a barbed wire motif. And I was like, 

I don't want to do that, or have that on her back!”  

 

Amal is aware that “the average person will have no idea what it means”, but as she’s giving 

the item as a gift, she wants “to be able to tell them this is why I chose the pattern that I chose, 

the motifs, and just be able to have a meaning behind it. That’s how I go about it.” She does 

admit that aesthetic and time considerations play a role: “Sometimes I just get sucked into 

what looks pretty, or what looks like the simplest to do, because some patterns are hard.”   

 

Gift-giving provides another opportunity to utilize tatreez for storytelling and personal 

expression. Through giving away pieces, practitioners gift not only the material piece, but 

they give a gift of their time and of the stories that they create for the recipient.  

 

3.2.3 The Tatreez ‘Journey’ 

When we curate our social media pages, we’re telling a story, aren’t we? There’s a 
storytelling element in that curated page. It’s very much like - I’m bringing it back 
to tatreez for you! - it’s like the dresses that people used to wear before 1948. They 
curated that! They chose the motifs, they chose the placement and how to do it all, 
and that was their Instagram page in a way. [Their embroidery] said, ‘This is who I 
am…’ It’s human nature. I feel like we want to tell our stories and we want to share 
these things. Some people overshare (laughs). There’s something very human 
about that.”   

Sawsan  
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Interviewees like Sawsan see tatreez as a way of expressing themselves, with many of the 

interviewees described their tatreez practice as a ‘journey’, beginning with the point in their 

lives in which they learned tatreez and continuing to the present day. Their use of social 

media is partially to create a visual diary of that journey, especially Instagram as it has a 

visual focus. This use of Instagram fits with Lee et al’s (2015) observation regarding motives 

for posting, namely the “archiving motive, [which] suggests that Instagram users utilize this 

platform to record their daily events and traces (e.g., trips), thereby creating their own 

personal cyber documentary” (555). The interviewees’ posts function as an archive for 

themselves to see their development and changes over time, tatreez or otherwise. Soraya 

states, “I like going through the history and seeing where I came from and how far I've 

come…it’s almost like a journal for me. It shows me what I was doing at a certain time and it 

reminds me how far we have come over the years that we’ve been on the platform. Honestly 

it’s mostly for my future self, it’s not necessarily for anybody else.”  

After launching a tatreez-focused online platform, Sara separated her Instagram identities. 

Where she had previously had only one, public Instagram account for both her tatreez 

postings and her private photos, she now has two: one for the tatreez platform and one for her 

personal posts. “I just didn’t want my personal life to be public anymore, because there’s so 

much more to me than just tatreez,” she states. “I want[ed] to post pictures of my nieces and 

my family, but…because I had never really used social media, [my personal account] became 

about my tatreez.” Sara shares Soraya’s interest in using her social media as a personal 

journal, and takes it a step further, stating, “I want my page to be a digital scrapbook for 

myself in the future. In fact, if it wasn’t weird I would probably remove all of my followers 

and just have a page for myself!”   

3.3 Healing and Liberation 

I think tatreez has been a journey of reconciling, what does self-liberation look like?...I 
think liberation always starts in the mind, and I always tell people this. Palestine, yes, 
will be liberated one day. Palestinians deserve justice, Palestinians deserve reparations. 
And, our lands cannot be liberated until our minds are liberated. And I think I found that 
personal self-liberation in all of the hours I spent stitching in isolation and thinking and 
reading and watching documentaries while I was stitching. 
               Sara   
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This quote from Sara touches on the concept of tatreez as a mentioned by several of the 

interviewees: the use of tatreez for healing and mental liberation. Sara herself identified how 

production of tatreez ramped up upon marriage, as she found it a source of solace and a way 

to promote family unity when her interreligious marriage provoked challenging reactions 

within both her and her husband’s families. It became “my way to communicate the story of 

our happiness and the struggles that we faced, and the ups and downs of it.” She describes a 

piece she created that represents this period of her life, and how she used the motifs to share 

her feelings at the time: “I called it Seeing in Color. I did the outline of the piece in traditional 

colors, and then…I filled up the motifs with new, very vibrant colors on purpose. It was about 

my own story of moving forward with what people thought of my marriage and what people 

thought of my life because, šu daḫlhum? If we’re happy in our house, who cares?”  

The act of embroidering has been used by the interviewees as a healing process in itself. 

Haya, who is an art therapist, has utilized cross-stitching in her work with refugee and 

immigrant communities. She notes the differences in her technique when stitching for herself 

and when using it as a therapeutic instrument, notably in her concern for the back of the 

embroidered piece (which as noted earlier, is to be kept extremely neat in Palestinian 

stitching): “For me, the healing part of the cross-stitching is sometimes more important than 

the cross-stitching itself. You know how everyone talks about how the back needs to be 

perfect? The back of my work is itself perfect in a way… but when I work with people I 

couldn’t care less how the back looks like.” She herself had picked up tatreez as a form of 

self-care following a divorce: “I felt like I lost all my connections. My friends are not my 

friends anymore, my family has changed drastically, I’m a single mom so it was just me and 

my son and so I felt like I needed something to help me, like self-care. But also, to find new 

friendships and connections, so that’s how I started with tatreez.” 

 

Just the visual process of tatreez itself can be soothing, as Mariam has found. Throughout the 

COVID-19 crisis, she has been sharing video tatreez tutorials, to surprising feedback: “People 

watch them just because they’re calming, they’ve said. I guess I have this tone in the 

videos…Which is not at all what I expected, and also, I think most of the people who were 

watching weren’t even doing embroidery.” 

 

For Lubna, the act of tatreez is both a self-soothing mechanism and a way of easing identity 

concerns that she had earlier in her life. Now based in Amman, she grew up in the United 
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States. She reflects, “For a lot of my youth, I had the question of identity, because I didn't 

know what to tell people when they asked me where I’m from. It was a difficult question… 

And I think tatreez helped me, like this is what I want to be doing because it’s a big part of 

who I am.” Lubna finds that the “repetitiveness of the motions, it’s kind of soothing as well.” 

Lubna’s observations are echoed by Samia Ayyash (the artist presented in chapter 2) in her 

written reflections on tatreez, where she writes that tatreez has functioned as “a source of 

healing for many practitioners. The beauty and solace provided by its repetitive motions 

especially during the late hours of the night have comforted my own soul for many years, and 

I can only assume this comfort was felt by our Palestinian ancestors as well” (Ayyash 2020).  

 

For Haya, stitching is soothing as it provides “an opportunity to make mistakes. In our real 

life, we don’t have that opportunity. If we make a mistake, we have to pay the price. But in 

tatreez…you can make mistakes, you can go back and change it, or you can say, nah, let’s 

ignore it, let’s go, hoping that no one will notice that mistake…And sometimes when you go 

back and unstitch your stitches, you have a different opportunity. You can start over the same 

pattern or you can say, no, let’s try a different pattern.”  

 

Nafisa has received feedback from viewers of her channels who feel empowered by tatreez. 

She recalls being messaged by a woman who told her, “I was feeling lonely. My husband 

lives in another country because of work, and [tatreez] gave me something to distract myself 

or do or work with, and now I’m going out and doing these workshops with other women, and 

you encouraged me to have the guts to do it.’” In turn, Nafisa herself has felt more fulfilled 

since establishing her teaching channel and assisting other women in picking up the skill: “I 

don’t know what it is, but there’s something about it [teaching] that just makes you happy! It 

just makes you a happier person when you see that you are helping others.”  

 

This section analyzed the use of tatreez in different personal aspects. It is apparent that tatreez 

functions as a creative outlet that the interlocutors use for self-development and healing, as 

well as a way of sharing with others through gifts that are imbued with personal stories and 

show care through time spent. By posting online, women create a personal journal of their 

progress and their work, as well as contribute to communal healing. 
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Conclusion  

This thesis has analyzed the contemporary practice of Palestinian embroidery and how it is 

mediated by practitioners who post and share their work online. Previous research has found 

that traditional embroidery continues to be an important part of Palestinian culture despite the 

massive disruption to Palestinian life since the 1948 Nakba. Practices and perceptions of 

tatreez have undergone changes since the mass exile. After a period of dormancy due to the 

upheaval and resulting economic ruination faced by many Palestinian women, embroidery has 

gone through several revivals, spurred by both economic improvements among segments of 

the Palestinian population and by its adoption as a tool for economic development in refugee 

camps and within the Occupied Territories.   

 

My research on a limited number of practitioners indicates that while traditional embroidery 

remains a visible feature of Palestinian culture, its continuation has been threatened by the 

dual burdens of exile and economic survival. Sharing information, teaching virtually, and 

blogging or writing about the practice all help continuation of the tradition by sharing 

information and by making it more accessible to beginners. Tatreez also helps strengthen the 

practitioners’ sense of community, either through  formal online stitching circles or simply by 

contributing to a large, Palestinian online community built around a shared interest.  

 

Building on a legacy of Palestinian embroidery and costume that has been used to reflect 

political sentiments, contemporary practitioners express their visions and hopes for Palestine 

and their experiences in diaspora through tatreez. Pieces are created to raise awareness of 

different aspects of Palestinian life and resistance. Sharing online is a way to spread the 

message further and raise awareness on a more global level. I analyzed individual pieces as 

well,  since “studying the work of one artist puts a human face on tradition and makes obvious 

the constraints, omissions, and creative decisions that shape a corpus of work recognized as 

part of a cultural tradition” (Erickson 2015: 7). Practitioners innovate with the colors, 

materials, and objects embroidered, developing tatreez as an art beyond the boundaries of 

handicraft, while maintaining a meaningful link to traditional motifs, which function as an 

ancestral language.   

 



 
 

53 

Embroidery is also done for individual reasons, whether for economic reasons or as a creative 

outlet. Economic and marketing concerns influence online posting for those who sell 

embroidery, but even among the women interviewed who did not actively sell their work, 

there was an awareness of the impact of the capitalist economy on the practice and how it has 

led to devaluing and exploitation of women’s work. Heavily visual Instagram “has taken on 

the role of a photo album of their life” (Nisa 2018: 74) for tatreez practitioners who see 

embroidery as a lifelong journey. Sharing their work online can become a personal journal of 

sorts.   

 

Whether a piece expresses political visions for the collective Palestinian people or is a small 

individual gift, “the piece reaches its full potential only when accompanied by the narrative 

that underpins it” (Erickson 2015: 13). The motifs and the story told by practitioners via the 

motifs are central to understanding the work. Online platforms make sharing work and 

information across the diaspora easier, building on the use of tatreez as a unifying cultural 

practice and a method for personal expression.  

 

As in previous research, this study found that tatreez practitioners fall into several different 

categories. For Palestinian women residing in refugee camps outside of historical Palestine or 

as internal exiles within the Occupied Territories, whose economic opportunities are scarce, 

embroidery has become an economic lifeline, but also a space where exploitation occurs. 

Under these circumstances, the “rationale for passing on the art of embroidery are both born 

of necessity and an urgent strategy to avoid the erasure of historical and cultural belonging” 

(Farah 2013: 246). Other practitioners may pick it up it without an economic motivation, out 

of a feeling of protection of Palestinian tradition and a form of resistance. Still others do 

embroidery as part of an artistic practice. Tatreez practitioners in each case may form a 

different relationship to the practice and produce a different discourse of authenticity. Further 

research could contrast the different approaches and relationship towards tatreez between 

women in these categories. This thesis has shown that the categories and the approaches 

towards tatreez can vary and overlap, but fundamentally tatreez retains its significance as a 

medium for Palestinian resistance and the “embroideries are not viewed by these women as 

‘merely women’s work,’ or self-representation…they are viewed as a deliberate refusal to 

stop living, to stop documenting their continued existence regardless of how fragile it may be” 

(Farah 2012: 242).  
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Appendix A: Interview Questions 

 

Background 

How/where/ from whom did you learn tatreez? 

Incorporate motivation, how they got started with tatreez.  

Do they own pieces of tatreez that were handed down in their family? If so, ask for the story. 
What does it mean to her? Where is it kept? Is it related to her own making of tatreez? 

Does anyone else in your family embroider? Do they sell their embroidery? 

How long have you been practicing tatreez? 

Do you embroider regularly? 

How much time a week do you usually spend on tatreez? 

When do you do the stitching? Where do you like to be when you work on it? 

Do you do embroidery with other people? Who? 

How do you select patterns to make? 

Do you copy the patterns from somewhere? (Where?) 

Do you try to use traditional patterns? Where do you find these? 

What makes a pattern traditional? Authentic? What makes a pattern inauthentic? 
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Do you adjust or alter the patterns? (innovation to tatreez) How? Why/why not?  

Do you create patterns yourself? 

What influences your choices? 

How do you choose what objects the embroidery is on? Why these objects?  

Online aspects: 

How did you get the idea to put them online? 

How do you decide what to post and where? (motivation) 

Why did you choose this particular platform for posting? Do you use other platforms? 

Who would you like to see your embroidery? What kind of people? Why? 

What do you think attracts people to it online? 

Do you interact with people who view your embroidery online? How? Who initiates contact? 
What do you interact about? 

Do you post anything else? (What? Why? For sale or for show?) 

Do you sell offline? To whom? Friends? A shop? 
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Do you ever give tatreez as gifts? 

Do you take special orders for patterns? If so, what sorts of things have been requested? 

Final Questions: 

Do you do any other art (textile or otherwise) besides Palestinian embroidery?  

Is there something special for you about Palestinian embroidery? What does tatreez mean to 
you? 

What do you think it means to people who view your embroidery online? 

What would you like people to think or do when they see it? 

What would you like people to do with pieces they receive from you? 
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Appendix B: Arabic Transcription Guide   

Consonants:       
 ء ’
b ب 
ṯ ث 
j ج 
ḥ ح 
ḫ خ 
d د 
ḏ ذ 
r ر 
z ز 
s س 
š ش     
ṣ ص     
ḍ ض 
ṭ ط   
ẓ ظ 
 ع ‘
ġ غ     
f ف 
q ق   
k ك    
l ل 
m م 
n ن 
h ه 
w و 
y ي       
a/at ة 
 
Long vowels:  
ā ا 
ū و 
ī  ي   
   
Short vowels:  
a ◌َ  

u ◌ُ  

i ◌ِ 
 

 


