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NEW ENGLAND HAS A DEEP HISTORY of quilt ownership and quilt
making. The thirty-eighth annual Seminar of the American Quilt Study 
Group, held in Manchester, New Hampshire, offered attendees an espe
cially rich opportunity to see and study eighteenth- and nineteenth-cen
tury quilts from the region. Coincidentally, the papers presented at the 
Seminar and published in this volume of Uncoverings also focused on the 
history of American quiltmaking prior to the twentieth century. 

Dana Fobes Bowne has made the exciting discovery of a quilt with a 
history of ownership in Connecticut in the seventeenth century. Her ex
ploration of the quilt's origins, ownership, and peregrination exemplifies 
the process of untangling fact from fiction, with tantalizing results. Could 
this Bengali quilt be the earliest quilt with a documented history of use in 
America? Remarkably, it was found in a regional arts and culture museum 
across the country-in Spokane, Washington-documenting not only the 
westward movement of many Americans in the nineteenth and early 
twentieth centuries, but how you never know what treasures of American 
history you will find in any collection, large or small. 

The migration of quilts with their owners in the nineteenth century 
is a topic examined by Kathy Moore in her paper identifying a distinctive 
regional pattern, which she has dubbed the "Harlequin Star:' Using 
resources that have developed over the past twenty years, including state 
quilt documentation books, The Quilt Index, and online genealogical 
databases, Moore has developed a material culture study of"taste and 
design aesthetics" originating in the southeastern corner of Tennessee and 
the northwestern corner of Georgia in the second half of the nineteenth 
century. 

The skill of the quiltmakers in piecing tiny diamond-shaped bits of 
fabric to create the remarkable Harlequin Star quilts is perhaps matched 
only by the skill of the makers of the masterpiece Baltimore Album quilts 
examined by Deborah Cooney and Ronda McAllen. The research of 
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Cooney and McAllen has uncovered new information about possible 
designers and motivations for the making of these other regional quilts. 
Shifting cultural ideals for women in the 1840s stimulated in part by the 
Second Great Awakening are manifested in these great American quilts. 

While some populations adapted to changing economies, technology, 
and environments, others remained steadfast in their cultural traditions. 
Dale Drake explores the weaving heritage of the Louisiana Acadians as 
seen in their quilts. Generations of Acadians over the course of several 
hundred years practiced particular textile traditions, including the weav
ing of cotonnade fabrics for use in clothing and in the household. Drake 
points out that while quilting is not a long-held practice among Acadians, 
an analysis of their quilts of the late nineteenth and twentieth centuries 
reveals much about their weaving traditions and their cultural values of 
self-sufficiency, frugality, and family. 

The tale of a family discovered by Linda Welters and Rachel May 
through their interdisciplinary research, spurred by three unfinished quilts 
in the costume and textile collection of the University of Rhode Island, 
provides important documentation of antebellum American society and 
the early-twentieth-century Colonial Revival. Ties of friendship, family, 
and business between North and South-and the North's complicity in 
the slave trade prior to the Civil War-are revealed in the bits of paper 
used as templates in the hexagonal patches of the quilt tops. The later 
generation who picked up the project imprinted their own cultural values 
on the quilt tops. 

Applique and whitework quilts, along with embroidered and looped
weft woven bed covers often feature motifs of baskets of flowers, and 
border designs of swags gathered up under bowknots. Such designs are so 
common that perhaps we take them for granted and do not think to con
sider their origins-but this is the inquiry made by Anita Loscalzo in her 
essay, "Whence Garlands, Swags, Bowknots, and Baskets?" Loscalzo traces 
their path from ancient Egyptian and Greco-Roman carvings to sixteenth
century architecture, to eighteenth-century manuals for artists and crafts
men, to American architecture, furniture, and other decorative arts, 
and-finally-to the quilted, embroidered, stenciled, and woven bed 
covers with which we are all so familiar. 

-Lynne Zacek Bassett 
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_"O_l_d _Q_u_ilt_B_ro_u_g-ht_t_o _Am-er-ic-a'_' ____ [~' !S~ 
Dana Fobes Bowne ~ 

The textile collection of the Northwest Museum of Arts and Culture in 

Spokane, Washington, includes an unusual embroidered quilt. A handwritten 

note in its file suggests that it was made in sixteenth-century England. 

However, the quilt's motifs indicate that it is more likely a seventeenth

century Bengali quilt. This paper describes the process to determine when and 

where the quilt was actually made and how it came to Spokane. Research 

methods included examining the quilt, fiber identification, comparison with 

photographs of other textiles, consultations with curators, and genealogical 

research. The results support a seventeenth-century Bengali provenance and 

suggest that the quilt was probably brought to colonial Massachusetts by 

ancestors of the donor. It was apparently kept in the family and handed down 

through generations, making it likely one of the oldest surviving quilts in the 

United States. 

The Quilt 

Since 1937, an extraordinary quilt has been in the collection of the North
west Museum of Arts and Culture in Spokane, Washington. Its motifs
exquisitely embroidered-are not commonly found on American quilts. 
They suggest Persian design. However, a handwritten note in the quilt's 
accession file suggests a different provenance (fig. 1). It states: 

Old quilt brought to America by the Willoughby family of Norwich, 

Connecticut in 1693. 

Said to have been embroidered by some of Queen Elizabeth's Maids 

of Honor. 
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Fig. 1. Provenance note. Northwest Museum of Arts and Culture, 888.1 

What is this piece? How did it get to Spokane? Is there any truth in the 
handwritten note? In support of the ultimate conclusion that this quilt is a 
rare surviving seventeenth-century Bengali quilt, this paper discusses early 
Bengali quilts and their historical context, offers a plausible explanation of 
how this particular quilt traveled halfway around the world, and examines 
the veracity of the handwritten note. Researching an early quilt can be like 
trying to assemble a complex jigsaw puzzle. But, in this case, surprisingly, 
the pieces fit together. 

The monochromatic quilt, identified in the museum's database as 
accession number 888.1, has a face consisting of four panels of cream
colored plain weave cotton cloth. The backing is made of five light tan 
panels of plain weave cotton cloth (the color of both facing and backing 
panels may have changed with time). The panels are of varying widths, 
with the narrowest measuring just under eleven inches and the widest 
measuring just under twenty-seven inches. Examination of a tiny hole in 
the facing fabric with a magnifying lens revealed that there is an inner 
layer of coarsely woven fabric, a fiber of which was removed and identified 
as cotton. 

Botanical motifs cover the quilt, embroidered with silk. Measure
ments taken at several different locations revealed that the stitching, which 
holds the layers together, was worked at fifteen to sixteen stitches to the 
inch (fig. 2). Because of their small size and consistency, some previous 
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Fig. 2. Detail: stitches on the face of the quilt. Northwest Museum of Arts and Culture, 888.1. 
Photo by Brooke Shelman Wagner. 
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examiners thought the stitches 
might be machine work. 1 

However, upon viewing the 
back of the quilt through a 10x 
magnification lens, the stitch
ing was clearly identified as 
backstitching accomplished by 
hand. 

The overall design, seen 
more clearly on the back of the 
quilt, is medallion-style (fig. 3). 
The central medallion has a 
diameter of forty-three inches, 
which is almost half the width of 
the quilt. It consists of a circle, 
nearly sixteen inches in diame
ter, surrounded by five rings of 

Fig. 3. Outline drawing showing overall 
design. Northwest Museum of Arts and 
Culture, 888.1. Drawing by Valerie Wahl and 
Jose Angel. 

varying widths (figs. 4, 5). Above and below this are medallions and 
smaller motifs of stylized flowers and leaves (figs. 6, 7). The rest of the 

Fig. 4. Detail: Central medallion as seen on the quilt backing. Northwest Museum of Arts and 
Culture, 888.1. Photo by Brooke Shelman Wagner. 
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Fig. 5. Detail: One-quarter of the central medallion with five concentric rings. Northwest 
Museum of Arts and Culture, 888.1. Photo by Brooke Shelman Wagner. 

Fig. 6. Medallion. Northwest Museum of Arts 
and Culture, 888.1. Drawing 

by Linda Baumgarten. 
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Fig. 7. Medallion and smaller motifs. Northwest Museum of Arts and Culture, 888.1. Drawing 
by Linda Baumgarten. 

quilt consists of borders and motifs in straight rows (fig. 8). The quilt's 
design and motifs were puzzling until Lisa Evans, an American quilt histo
rian, viewed photographs and noted that the quilt's "foliate motifs" and 
"concentric rings;' along with the silk thread, are "typical of Bengali trade 
quilts."2 
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Fig. 8. Detail: Border as seen on the quilt backing. Northwest Museum of Arts and Culture, 
888.1. Photo by Brooke Shelman Wagner. 

Bengali Quilts 

Beginning around AD 1532, a "rare group of embroidered quilts" was made 
in Bengal for export to Europe by the Portuguese.3 (Bengal refers to the 
region surrounding the Ganges River Delta, which today includes the 
Indian state of West Bengal, the country of Bangladesh, and parts of other 
states in northeast India). These quilts have been grouped together and 
attributed to Bengal based on the following generally shared common 
characteristics:4 

i. The fabric is white cotton, embroidered with naturally colored wild silk. 
Typically, the silk is golden yellow. 5 

2. The embroidery is usually worked in chain stitch. Backstitch or 
running stitches were more commonly used in earlier pieces.6 

3. The pieces are generally large, often roughly nine by eleven feet.7 

4. Typical overall designs include concentric bands around a central 
medallion or rectangular panel.8 
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5. The motifs are usually figurative designs, as well as geometric motifs 
and medallions. The figures often represent European hunters, soldiers, 
and sailors; animals; stories from the Old Testament; Greco-Roman 

legends; and Hindu themes.9 

These quilts are referred to as Bengali quilts, Bengalla quilts, Satgaon 
quilts, colchas, or Inda-Portuguese quilts in the literature. They are 
generally attributed to Satgaon (Modern Saptagram in the state of West 
Bengal), where the Portuguese established a "factory" around 1536, or the 
nearby city of Hooghly (Hoogli or Hugli), which later replaced Satgaon as 
the principal port of Bengal.10 As Portuguese trade from India declined, 
the production of Bengali quilts for export to Europe continued under 
Dutch and English patronage, at least through the mid-seventeenth 
century.II 

Early Indian Textiles 

The trade in Bengali textiles did not begin with the arrival of Europeans. 
Bengal was a commercial center long before the sixteenth century and 
early written records indicate that embroidered quilts were made there 
before the arrival of the Portuguese. I2 India itself has a long history of pro
ducing and exporting sophisticated textiles; evidence suggests that cotton 
textiles were exported from the Indus River Valley (historically India) to 
Mesopotamia (Iraq) and Egypt at least three thousand years ago. I3 By the 
first century AD, there was an extensive overland trading network in India 
through which textiles were brought from inland areas to Indian ports 
and then shipped to ports on the Persian Gulf and the Red Sea, leading to 
Mediterranean markets. I4 After the collapse of the Roman Empire in AD 

476, Arab and Gujarati traders began to control the regional sea trade, and 
Indian textiles enjoyed a wide distribution throughout the Arab world. Is 
Arab and Gujarati traders also played an important role in the exportation 
of Indian textiles to Southeast Asia, where they were exchanged for pep
per, cloves, nutmeg, and mace from eastern Indonesia, which could then 
be sold for high prices in India, West Asia, China, and Europe. I6 

India dominated the world's cotton textile markets for centuries, and 
the quality of its cotton was legendary. I7 In the thirteenth century, Marco 
Polo described the cloth of the Coromandel Coast as "the finest and most 
beautiful cottons that are to be found in any part of the world:' Is The 
Portuguese took control of the lucrative trade in Indian textiles and spices 
by the middle of the sixteenth century and they established fortified 
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trading centers along India's coastline where goods, especially textiles, 
could be made to order for export to Europe. 19 Bengal was already well
established as a center of international trade. (A European traveler who 
journeyed there in 1503 noted that fifty ships "laden with silk and cotton 
goods" sailed from Bengal each year to "Persia, Egypt, Arabia and 
Ethiopia:')2° This commercial activity continued under European patron
age, as Nick Robins, a financial analyst who trained as a historian, 
describes: "Known throughout the East as a 'Paradise on Earth' for its 
wealth and prosperity, Bengal attracted waves of European merchants for 
the quality of its textiles:'21 Robins explains that the Portuguese were 
replaced in Bengal by the Dutch, who were themselves followed by the 
English, and adds that by the 1720s, over half of English imports from Asia 
originated in Bengal, "most of this coming via Calcutta."22 According to 
Harvard historian Sven Beckert, textiles from Bengal played an important 
role in an increasingly global trade that had far-reaching consequences. He 
writes," ... African rulers and merchants almost always demanded cotton 
cloth in exchange for slaves ... cotton from India, slaves from Africa, and 
sugar from the Caribbean moved across the planet in a complex commer
cial dance. The huge demand for slaves in the Americas created pressure to 
secure more cotton cloth from India. Not surprisingly, Francis Baring of 
the East India Company, concluded in 1793 that from Bengal an 'astonish
ing Mass of Wealth has flowed ... into the Lap of Great Britain:'23 

Is it a Bengali Quilt? 

Many aspects of the quilt are consistent with the general characteristics of 
a Bengali quilt: 

i. The following fibers from the quilt were identified as cotton: The face 
fabric warp and weft, the backing warp and weft, and a fiber from the 
coarse inner layer (whether weft or warp is uncertain).24 The embroidery 
thread is silk. 25 

2. It is a large piece (93 1/2 by 95 1/4 inches). 

3. Its overall layout is consistent with those of Bengali quilts. 

4. The quilt's motifs suggest a Bengali origin. 

When compared to photographs and descriptions of early quilts from 
other regions of India, this quilt appears to have features the most in 
common with Bengali quilts.26 Two of its motifs are strikingly similar to 
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Fig. g. Border motif and small 
motif. Northwest Museum of 
Arts and Culture, 888.1. Drawing 
by Linda Baumgarten. 

ones in a late sixteenth-century Bengali quilt in Hardwick Hall in Eng
land, which is considered to be an early example of this type of quilt (fig. 
9). 27 Rosemary Crill, Senior Curator of South and South East Asian tex
tiles at the Victoria and Albert Museum in London, viewed photographs 
of the Spokane quilt and discussed them with colleagues. She wrote, "We 
think that as far as one can tell without looking at the piece itself that it 
appears to be Bengali, and I would think it dates from the 171h century:'28 

Some of the quilt's motifs appear in images of textiles, ceramics, and 
architecture from various places throughout the Middle East.29 This fact 
does not weaken the argument for a Bengali provenance; rather, it reflects 
the widespread and long-lasting influence of Persian art and culture in the 
region.30 Iran, along with most of Asia, was under Mongol control during 
during the Ilkhanid Period (1256-1353). During this time," ... the Iranian 
world [became] the undisputed center of artistic and cultural innovation 
in the Islamic world,'' according to Sheila S. Blair and Jonathan M. 
Bloom.31 Suzan Yalman explains that the political situation "created an 
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environment of tremendous cultural exchange ... East Asian elements 
absorbed into the existing Perso-Islamic repertoire created a new artistic 
vocabulary, one that was emulated from Anatolia to India, profoundly 
affecting artistic production:'32 This influence continued during the 
Timurid Dynasty (1370-1506) and the Safavid Empire (1501-1732) when, as 
Aimee E. Froom writes, "The design traditions of fifteenth-century Iran 
and Central Asia, in particular vine scrolls, arabesques, and Chinese-in
spired motifs, were passed on to the three great early modern Islamic 
empires: the Safavids of Iran, the Ottomans, and the Mughals of India:'33 

The wealthiest of these empires was the Mughal Empire (1526-1858), 
and by the 1570s, Bengal was under its control.34 The Mughals were heavily 
influenced by Persian culture and Persian became the official language of 
the Empire.35 Under the Mughal emperor Akbar "the Great" (r.1556-1605), 
Indian artisans were encouraged to collaborate with skilled immigrant 
Iranian artisans.36 This collaboration between Iranian and Indian artists is 
reflected in Mughal architecture and decorative arts, including surviving 
examples of Mughal embroidery.John Irwin noted that the earliest 
Mughal works appear very similar to Persian embroidered work. "But,'' 
he wrote, "a distinctive Mughal style soon appears" with both Indian and 
Persian influences.37 This "complex intermingling of very different tradi
tions" continued under Akbar's successors.38 

However, although the quilt's design suggests that it was made in 
Bengal during the Mughal period, there are two problems with this 
assumption: 
i. The embroidery thread is not the golden or light yellow silk that is typi
cal of Bengali quilts. Several types of silk were used in India, however, and 
by the seventeenth century, Bengal was a major source of Indian mulberry 
silk, a lustrous, white silk that is produced by the domesticated Bombyx 

mori silk moth.39 Regardless, the author does not know what type of silk 
was used in this quilt. 
2. Human and animal motifs generally appear in photographs and 
written descriptions of Bengali quilts, but there are no images of humans 
or animals in this quilt. However, Bengali quilts apparently did not always 
include such designs: In describing the embroidered quilts of Bengal from 
this time period, Rosemary Crill writes that they "often" mixed Indian 
design with "scenes of European soldiers and galleons" and "often" 

showed images from European myths or the Bible.40 Perhaps this quilt is 
one of the few that did not. 

Possibly, the quilt was actually made outside of Bengal, but it is also 
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possible that it was made in Bengal, but originally intended for domestic 
use. Patrick J. Finn observes that, "The Inda-Portuguese quilts were pro
duced for a select, upper-class clientele in India and abroad although most 
of the extant quilts are those that were traded to Europe."41 European 
"factories" were not the only source of Mughal textiles; there were also 
imperial workshops (kar-khanehs or Kharkhanas), "of which there were 
nearly a hundred by the 159os:'42 During the sixteenth and seventeenth 
centuries, textiles, furnishings, carpets, coins, illustrated books, and other 
items were produced in these workshops, and in workshops established by 
wealthy patrons.43 Perhaps the quilt was made in an imperial workshop 
and originally intended for a wealthy Indian client who did not want 
figures of European hunters, soldiers, and sailors, or Old Testament 
stories. Future research may shed more light, but, for now, seventeenth
century Bengal remains the most likely provenance. 

How Did the Quilt Get to Spokane? 

Miss Helen Huntington (1897-1970) of Spokane loaned the quilt to 
the Northwest Museum of Arts and Culture in 1937, but the actual donor 
was her aunt, Miss Gertrude Lea Huntington (1873-1963), the sister of 
Helen's deceased father, David Lynde Huntington (1870-1929). (Appendix 
A) In 1942, Gertrude indicated in writing that the quilt was now a gift to 
the museum.44 The quilt was most likely an heirloom passed down 
through the Huntington family: Helen was not yet married when she 
signed the loan agreement, and Gertrude never married, so the quilt did 
not come from a spouse's family. Furthermore, Helen's mother, Helen 
Longacre Huntington (1871?-1946, the widow of David Lynde Hunting
ton), was still alive in 1942. If the quilt was passed down through the Long
acre family, then Helen Longacre Huntington would have been the one to 
officially present it, rather than her sister-in-law, Gertrude Huntington. 

David Lynde Huntington moved from Philadelphia to Spokane in 
1894 to work for the Washington Water Power Company, where he played 
an important role in the development of hydro-electric energy in the 
Inland Northwest. His parents and younger sister Gertrude apparently 
followed him to Spokane sometime after that.45 Research suggests that the 
quilt was originally acquired by an ancestor of David and Gertrude Hunt
ington and brought to Massachusetts during the seventeenth century. At 
this time, the earliest known surviving bed quilts from Massachusetts date 
from the second quarter of the eighteenth century.46 Plausibly, this quilt 
may be an even earlier survivor. 
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Appendix A: Selective Lynde/Huntington Family Tree 

Anne Lynde 
(1731-1811) 

m. Oliver Huntington 
(1729-1802) 

Rev. Lynde Huntington 
(1767-1804) 

I 
Lynde Atwater Huntington 

(b.1804) 

I 
David Low Huntington 

(b.1834) 

I 

Helen Longacre m. David Lynde Huntington Gertrude Lea Huntington 
(1871?-1946) (1870-1929) (1873-1963) 

Helen Huntington m. Reuben Morgan 
(1897-1970) 

The Seventeenth Century 

If the quilt dates to seventeenth-century India, the logical assumption is 

that it was first brought to England by the English East India Company 

(EIC), which was established in 1600. The EI C's trade in Indian textiles 

grew rapidly. According to Sven Beckert, "The East India Company as 

early as 1621 imported an estimated fifty thousand pieces of cotton goods 

into Britain. Forty years later, this number had increased by a factor of 

five." 47 Another reasonable assumption is that the quilt was first brought 

to the Netherlands by the Dutch United East India Company (De Veering 

Ooost-Indische Compagnie or VOC). The VOC, established in 1602, also 

imported large quantities of textiles from India during the seventeenth 

and eighteenth centuries.48 The quilt would have then been brought to 

America. 

Quilts were present in seventeenth-century America, but written 

evidence suggests that they were rare, costly, and often owned by those 

with connections to commercial trade. Proof of their existence comes 
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primarily from occasional references in inventories, especially those taken 
upon the death of an individual.49 The earliest known reference to a quilt 
in New England is the listing of an English quilt in the inventory of 
Samuel Fuller of Plymouth in 1633.50 The earliest reference in Virginia is 
an "East Indyan Quilte" listed in the 1655 inventory of Major Peter Walker 
of Northampton County.51 

Compared to other types of textiles, bed quilts were uncommon. In 
her study of early colonial quilts, Sally Garoutte examined the probate 
inventories of Providence, Rhode Island, from 1670 to 1726; the probate 
inventories of Plymouth Colony from 1631to1687; the wills of New 
Hampshire from 1659 to 1717; and the wills and a few inventories of the 
Hartford District of Connecticut from 1640 to 1749. When considering 
only the strictly seventeenth-century records, Garoutte found just three 
quilts listed, and the total number of quilts from all four sources was only 
ten, representing slightly over one percent of the total bedding items 
listed.52 

George Francis Dow's survey of inventories from Essex County, 
Massachusetts (Salem area), between 1635 and 1674 also found that quilts 
were mentioned only rarely in comparison with "coverlets" and "ruggs:'53 

The total number of quilt owners identified in the Dow and Garoutte 
studies combined was twelve, but only six of them were in the seventeenth 
century, and all but one of them owned only one or two quilts. 54 Even the 
very wealthy apparently did not own a large number of quilts. When 
Captain William Kidd married in 1691, his bride, Sarah Bradley Cox Oort, 
was "the wealthiest widow in New York City."55 Their 1692 household 
inventory included three quilts. 56 

Boston was the economic center of the region during this time, and 
the textile trade played an important role in its commercial activity. 
However, quilts were uncommon even there: Linda Baumgarten examined 
485 household inventories from Boston covering three different five-year 
periods: 1650 to 1655, 1670 to 1675, and 1690 to 1695. She found only 
thirteen quilts listed. In comparison, the inventories listed 151 bed rugs, 
twenty-six coverlets, and ten counterpanes.57 

Sally Garoutte concluded that, "Quilts in the colonial period were few 
and far between. They were the most expensive bedding item inventoried. 
They were found in the households of well-to-do people, usually mer
chant-importers:'58 Indeed, of the twelve individuals who were identified 
as early American quilt owners by Garoutte and Dow, five were described 
as "merchants" and a sixth was described as a "mariner."59 
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By the middle of the seventeenth century, a pattern of transatlantic 
trade was established between New England, the West Indies, and 
Europe.60 Ownership of quilts by individuals with connections to this 
maritime commerce reflects the economic power of the emerging-and 
increasingly wealthy-merchant class. A hierarchy developed among those 
associated with trade: "In a roughly ascending scale, itinerant and market 
peddlers were found at the very bottom ranks, superseded by traders, 
shopkeepers, seamen, sea captains, and finally by merchants."61 In Massa
chusetts, most merchants, naturally, lived in the port cities of Boston, 
Charlestown, and Salem.62 While international trade was their main occu
pation, many also engaged in shipbuilding, banking, and the construction 
of wharves and warehouses:'63 Lorinda B. R. Goodwin, in her study of the 
merchants of colonial Massachusetts, writes that they"gradually accumu
lated political power to match their wealth."64 

This was the world of Gertrude's and David's ancestor, Francis 

Willoughby ( c. 1613-1671), who is usually referred to as "Deputy Governor 
Francis Willoughby:' Born in England, he first arrived in Charlestown, 
Massachusetts, in 1638. He had a long career in public service, beginning 
in 1640 by being chosen as a selectman. From 1665 until his death in 1671, 

he was Deputy Governor of the Massachusetts Bay Colony, serving under 
Governor Richard Bellingham. As early as 1641, he owned a shipyard, was 
building a ship, and was investing in the building of warehouses and 
wharves to facilitate the landing of goods, "not only from about home but 
from further parts:'65 Deputy Governor Francis Willoughby went back to 
England in 1651, where he served as a Commissioner of the Navy and also 
as a Member of Parliament, before returning to Massachusetts in 1662.66 

He was widowed twice before marrying Margaret Locke, herself a young 
widow, about 1659. (Appendix B) A successful merchant, Willoughby was 
a wealthy man when he died in 1671. A description of his estate lists a 
"mansion;' a warehouse, a wharf, "large collections of ship stores;' and 
more than 2,000 acres of land. His household goods were said to include 
furniture, carpets, several sets of hangings, curtains, valances, chair cush
ions, pictures, books, and many other items. Frustratingly, this description 
did not mention quilts-nor any type of bed covering.67 But, it is clear 
that Deputy Governor Francis Willoughby had the means to purchase the 
quilt, and he could have done so when he was in London, or as part of his 
mercantile activities. 

However, Margaret Locke's deceased first husband, Daniel Taylor, was 
a wealthy London merchant.68 Deputy Governor Francis noted in his will 
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Appendix B: Selective Willoughby/Lynde Family Tree 

Col. William Willoughby 
(1588?-1651) 

Margaret Locke 
(1634-1683) 

m. 1. Daniel Taylor 
2. Deputy Governor Francis Willoughby 

(1513?-1671) 

I 
Susanna Willoughby 

(1664-1709) 
m. 

Joshua Raymond m. 2. Sarah Lynde 
(1697-1763 (1702-1771) 

Enoch Lynde 
(1585?-1636) 

I 
Judge Simon Lynde 

(1624-1687) 

Nathaniel Lynde 
(1659-1729) 

Joseph Lynde 
(1704-1773) 

I 
Oliver Huntington m. Anne Lynde 

(1729-1802) (1731-1811) 

that "my dear wife hath brought a considerable estate with her. .. "and 
stipulated that, "I doe [sic] freely confirm her right in, and accordingly 
bequeath unto her all that household goods, plate, and Jewells [sic] which 
she brought with her. . :'69 It is possible that the quilt was originally 
acquired by Daniel Taylor, and his widow brought it with her when she 
married the Deputy Governor. 

Deputy Governor Francis and Margaret Locke Willoughby had 
several children, including a daughter, Susanna. In 1683, Susanna married 
Nathaniel Lynde, whose father was known as Judge Simon Lynde of 
Boston. (Appendix B) Judge Simon Lynde's father, Enoch Lynde, was born 
about 1585. Enoch's parents were apparently originally Dutch, but had 
emigrated to England. "While a resident of London, Enoch Lynde was a 
merchant engaged in foreign trade, and was for some years connected 
with the postal service between England and Holland:'70 Enoch died in 
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1636 when Simon was only twelve years old, but Simon initially followed 
in his father's footsteps and "was for a time apprenticed to a Mr. Delaney, 
a merchant of London ... He subsequently went to Holland, where he still 
followed mercantile pursuits:'71 Judge Simon Lynde came to New England 
in 1650. After a distinguished legal career, he died in 1687, "possessed of a 
large estate:'72 Either Enoch Lynde or Judge Simon Lynde could have 
acquired the quilt in either the Netherlands or England. 

It is plausible, therefore, that either Susanna Willoughby Lynde or 
her husband, Nathaniel Lynde, received the quilt as a gift, or through 
inheritance. The quilt may then have passed down to one of their grand
daughters, Anne Lynde. Anne could have brought the quilt with her when 
she married Oliver Huntington, a "farmer and shoemaker;' in Lebanon, 
Connecticut, in 1761. Oliver and Anne Lynde Huntington were the great
great-grandparents of David Lynde Huntington and Gertrude Hunting
ton, the donor of the quilt (Appendix A) .73 

However rare and appreciated the quilt may have been originally, it 
was undoubtedly folded and put away at some point. It is unlikely that it 
would have survived two or three hundred years of continuous use, and 
there are, unfortunately, clear marks on it that suggest that it was kept 
folded for a long period of time. Averil Colby, in her study of quilting in 
England and Wales, offers an explanation that may be applicable to this 
quilt: Colby refers to the popularity of colorful chintz fabric from India 
during the seventeenth century.74 This popularity increased as time went 
on, resulting in an "enormous increase" in chintz exports to Europe be
tween 1680 and 1685, as John Irwin and Katherine B. Brett noted in their 
classic text, Origins of Chintz. 75 After a temporary lull related to the French 
ban on chintz imports in 1686, English East India Company orders for 
chintz again surged by 1694.76 Colby speculated that, "The furore [sic] 
created by the 'novelty' of the coloured quilts may have been the reason 
for the preservation of some others of the time, which may have been 
considered to be sad in appearance. Their monochrome colours, such as 
indigo, dull yellow, or drab, or a light coffee colour, would not have 
pleased the mood of the Restoration period [generally 1660-1688] and 
per haps they were banished to the bottom of the linen chest, while the 
more favoured, with branches and flowers on a light ground, graced the 
beds."77 Colby then offers as an example a seventeenth-century mono
chromatic Portuguese quilt which survived in apparently very good condi
tion. Per haps, the subject of this paper was also carefully put away when 
colorful chintz fabric was the height of fashion, thus helping to preserve it. 
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The Handwritten Note 

Gertrude Huntington was probably the author of the note that links the 
quilt to the Willoughby family of Norwich, Connecticut in 1693, and the 
court of Elizabeth I. The penmanship in the note is similar to that of a 
letter written by her in 1942.78 Although the information in the note is not 
completely accurate, it is not a complete fiction, either. Rather, it appears 
that family stories and historical events were blended together over time to 
form a narrative that contained pieces of the truth. 

The author-presumably Gertrude-sounds understandably 
cautious when writing, Said to have been embroidered by some of Queen 

Elizabeth's Maids of Honor, but the attribution is actually somewhat plau
sible: Many embroidered items survive from the Elizabethan era, and both 
Queen Elizabeth I and her father, Henry VIII, owned quilts.79 However, 
Gertrude did not need to know this because there was another reason for 
her to connect the quilt with the Queen. 

Gertrude, who was born in 1873, may have heard family stories about 
objects that were handed down through the descendants of Deputy 
Governor Francis Willoughby. The objects were described in an article 
published in The New England Historical and Genealogical Register in 1886. 

The author of the article, Evelyn McCurdy Salisbury, herself claimed 
descent from Susanna Willoughby and Nathaniel Lynde.80 In the article, 
she quotes another descendant as saying, "I have heard my aunt, who lived 
to be ninety-two, speak of her remembrance of articles of value said to 
have come down from noble Willoughby relatives in England."81 A third 
descendant provided a description of "a tablecloth composed of fine linen, 
with two rows of exquisite needlework across it, said to have been wrought 
by Queen Elizabeth when she was confined in the Tower in her sister 
Mary's reign, and given by her to Francis Lord Willoughby, who was a 
relative and thus handed down." (This is a reference to Sir Francis 
Willoughby, who lived in the sixteenth century, not Deputy Governor 
Francis Willoughby.) Supposedly, the initials "F. M. w:' were embroidered 
on one end of this tablecloth. A fourth descendant had told the author the 
"tradition that the tablecloth wrought by Queen Elizabeth in the Tower 

was given to a Maid of Honor of hers, who was one of the Willoughbys, 
by whom it came down in the family." Also described was "a very large, 
massive, richly carved chest ... in which the tablecloth and other articles 
are said to have been brought from England." Evelyn McCurdy Salisbury 
went on to identify the sister of Sir Francis Willoughby, Margaret 
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Willoughby of Wollaton, as the "Maid of Honor;' and concluded with a 
discussion of how Colonel William Willoughby (the father of Deputy 
Governor Francis Willoughby) may have been related to either of two 
noble families who were connected to the court of Elizabeth I: The 
Willoughbys of Wollaton (the family of Sir Francis Willoughby and 
Margaret Willoughby of Wollaton) or the Willoughby de Er es by family.s2 

Mrs. Salisbury and her husband, Edward Elbridge Salisbury, repeated 
these stories in an 1892 publication.s3 

In 1928, a photograph of the carved chest appeared in an Ohio news
paper, accompanied by an article. The article offered an extensive history 
of the chest, stating that it was originally acquired by Col. William 
Willoughby, and that it was passed down to one of his great-granddaugh
ters, Sarah Lynde Raymond (1702-1771).s4 (Appendix B) This chest is now 
in the permanent collection of the Wadsworth Atheneum Museum of Art 
in Hartford, Connecticut.ss The article also repeated the history of the 
table cloth, which was referred to as the "Queen Elizabeth Table Cloth;' 
and described as it as made of"the finest damask:' At the time, it was 
owned by a "prominent" resident of Toledo, Walter J. Sherman, who was a 
direct Willoughby descendant.s6 

Whether or not these items actually had anything to do with Queen 
Elizabeth I, there were clearly family stories suggesting a connection. Over 
time, the true provenance of the quilt was probably forgotten, and it was 
falsely assumed to be one of the "articles of value" handed down from 
noble Willoughbys, and associated with the Queen. The story of the 
"Maid of Honor" became some of Queen Elizabeth's Maids of Honor. 

Nevertheless, the family stories do contain historical truth: Sir Francis 
Willoughby (1547-1596) and his sister, Margaret Willoughby of Wollaton 
(b. 1544), were distantly related to Queen Elizabeth I (1533-1603).s7 As a 
princess, Elizabeth was imprisoned for three months in the Tower of 
London during the reign of her half-sister, Mary Tudor. The following 
year, 1555, Margaret Willoughby of Wollaton became an attendant of Eliza
beth.ss Elizabeth came to the throne after the death of Mary Tudor in 1558. 
Margaret now became "a fixture at court ... In 1559 she married Sir 
Matthew Arundell, a young courtier with whom she could make a career 
of attendance in the royal household."s9 Meanwhile, Francis became heir 
to the Wollaton estate following the death of their older brother. As Sir 
Francis Willoughby ("Francis Lord Willoughby" in the article), he became 
very wealthy through wise investments and the mining of coal on his 
properties. Frequent entries in his household accounts record "the 
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purchase of books, fabrics, or other luxury goods in London:'90 Therefore, 
it is quite credible that either Margaret Willoughby of Wollaton (later 
Lady Arundell) or her brother, Sir Francis Willoughby, could have owned 
items associated with Queen Elizabeth I or other "articles of value."91 

However, there is no solid proof that Deputy Governor Francis 
Willoughby was actually related to either of the noble Willoughby fami
lies. His ancestry remains unproven because the parentage of his father, 
Col. William Willoughby ( c. 1588-1651), is not confirmed, despite attempts 
to do so.92 Regardless of what the 1886 article implied, it appears that 
Deputy Governor Francis and Colonel William were not related to the 
Willoughbys of Wollaton.93 They were apparently not related to the 
Willoughby de Eresby family, either, although the 1886 article noted 
similarities between the seal used by the Deputy Governor and the coat 
of arms of the Willoughby de Eresby family. 94 

Still, the possibility that Col. William Willoughby was a member of 
the nobility should not be completely dismissed. Noble English families 
tended to intermarry during the sixteenth century, leading to complicated 
family trees, and published sources often include only the siblings and 
children of the individuals who inherited titles, not their nieces and 
nephews or cousins. Another possibility is that Col. William was disowned 
by his family during the English Civil War, when Parliamentarians, led by 
Protestant Puritans, fought against Royalists, who supported King Charles 
I.95 Colonel William fought on the side of the Parliamentarians, who 
prevailed. Two weeks after the King was executed in 1649, the House of 
Commons approved the appointment of Colonel William Willoughby as 
a Commissioner of the Navy, and he subsequently took charge of the 
dockyard at Portsmouth.96 The appointment would almost certainly have 
caused a rift with Royalist relatives.97 

How much truth is in the claim that the Willoughby family of 
Norwich, Connecticut, brought the quilt to America in 1693? As discussed 
above, associating the quilt with the Willoughbys makes sense, given the 
family history. However, the Willoughbys were not actually "of Norwich:' 
The assumption of a Norwich connection probably arose because William 
B. Goodwin, from whom the Wadsworth Atheneum later acquired the 
chest, purchased it from the son of Theodore Raymond around 1924.98 

Theodore Raymond (1822-1885), a direct descendant of Nathaniel and 
Susanna Willoughby Lynde, inherited the chest during the mid-nineteenth 
century and brought it with him when he moved to Norwich around 
1860.99 Possibly, Gertrude Huntington knew something about this and 
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Appendix C: Selective Huntington Family Tree 

Simon Huntington 
(b. 1629) 

I 
Samuel Huntington 

(1665-1717) 

I 
Deacon Samuel Huntington 

(1691-1785?) 

I 
Oliver Huntington 

(1729-1802) 
m. Anne Lynde 

(1731-1811) 

associated the Willoughbys with Norwich. Another possibility is that 

Gertrude linked the Willoughbys with Norwich because she confused 

them with family stories about the Huntingtons: Her direct ancestor, 

Simon Huntington, was actually one of the founders of Norwich in 

1659.100 (Appendix C.) 
Research has so far not revealed the significance of the year 1693. 

The quilt was almost certainly brought to America before then. But, for 

whatever reason, 1693 was combined with The Willoughby family; Norwich, 
Connecticut; and some of Queen Elizabeth's Maids of Honor to form a 

new narrative about the quilt. 

Conclusion 

Indian cotton was long famous for its quality. The cloth and thread used 

in this quilt are in very good shape with few stray threads, making it chal

lenging to obtain samples for fiber identification. The few holes found in 

the quilt are very tiny and the seams are tight. The author is inclined to 

agree with Eric Broudy, who, in describing the production of early Indian 
handwoven cloth, asks, "How did they achieve such fine weaving? It is 

worth recounting for it is an art that the world may never see again:' 101 

Nevertheless, time has taken its toll on the quilt's appearance. It is discol

ored in places. There are stains. The elaborate stitching is hard to see from 

a distance, especially in bright light. However, in a dark room, with one 
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spotlight angled to the side, the silk embroidery reflects the light in 
perhaps the same way it reflected candlelight centuries ago. In that 
indirect light this quilt absolutely sparkles. 

Although it is doubtful that the provenance of this quilt will ever be 
completely certain, it is possible to summarize a plausible history for it: 
The quilt's materials, construction, overall layout, and motifs all strongly 
support a seventeenth-century Bengali provenance. It thus represents the 
long tradition of Indian textiles, which for centuries dominated the 
world's markets. It also reflects the widespread and enduring influence of 
Persian design. It was exported to England (or the Netherlands), as part of 
an international trade in Indian textiles that increased rapidly during the 
seventeenth century. Someone-most likely a member of either the 
Willoughby or Lynde families-then brought it to colonial Massachusetts, 
where it would have been costly and uncommon. It was valued enough to 
be cared for and passed down through generations until, finally, a descen
dant brought it to Spokane. The true facts of its making were forgotten 
over the course of several centuries, leading to a false narrative that 
blended pieces of the truth. Carefully preserved, this quilt is now most 
likely one of the oldest surviving quilts in the United States. 
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Figure 5. Quilt top #2, constructed in part by Franklin R. Cushman. Cotton. 98 x 60 

inches. Historic Textile and Costume Collection, University of Rhode Island, gift of 

Franklin R. Cushman, 1952.63-125. 
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Th_e_C_u-sh_m_a_n_Q_u-il-t l-o-ps_: ______ r-~S~ A Tale of North and South ~

7 
__ 

Rachel May and Linda Welters 

The Cushman Collection in the University of Rhode Island's Historic Textile 

and Costume Collection includes three unfinished quilt tops and two fabric 

swatch books, along with over 500 other artifacts. The quilt tops, which were 

begun in 1833, reveal a family story of North and South that spans two hun

dred years. The tops were similarly constructed of hexagons with a central 

star motif, made with the template-pieced mosaic patchwork method. Many 

of the paper templates remain in the backs of the quilt tops. Dates in the 

paper fragments range from 1775 to 1940, revealing generations of history 

from the colonial and antebellum periods to the Colonial Revival movement. 

The fabrics in the quilt tops and swatch books mark the transition from 

hand-spun and hand-woven cloth to machine-made textiles. Further, the 

quilt tops, swatch books, and related archival materials shed light on deeply 

intertwined family relationships between those who lived in Providence, 

Rhode Island, and Charleston, South Carolina, and their connection to larger 

themes in the Atlantic world, notably capitalism, trade, and slavery. 

Introduction 

In 1952, siblings Franklin R., Charles, and Julia Cushman donated three 
quilt tops along with over 500 other objects and items of clothing to the 
University of Rhode Island's Historic Textile and Costume Collection. The 
quilt tops were begun in 1833 in Charleston, South Carolina, by the Cush
mans' great-aunt, Susan McPherson Sibley (Williams) Crouch, a young 
bride. Her husband, Hasell Wilkinson Crouch, a doctor in Charleston, 

assisted with the design and piecing. After his premature death on Decem
ber 6, 1836, his widow returned to her family home in Providence with her 
daughter Emily, along with the unfinished quilts, cut pieces, and extra 
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fabrics, which were kept in a trunk. They were discovered in 1917 by Susan 
Crouch's grandnephew Franklin R. Cushman, a teacher of industrial de
sign and history. He started making two fabric swatch books in 1917 for 
use in his classes, connecting some of the fabrics in the swatch books with 
the fabrics in the quilts, adding dates of the fabrics' production, and ex
plaining from whom each fabric came. He began work on the quilt tops, 
sewing the pieces together in the summers from 1930 to 1940. Franklin 
noted that his relatives helped to stitch the quilt tops together. 1 

The three quilt tops and two fabric swatch books reveal the story of 
two interconnected families, one with roots in Providence, Rhode Island, 
and the other in Charleston, South Carolina. Through the quilt tops, 
swatch books, and related archival documents, the lives of family mem
bers are connected to larger themes in the Atlantic world during the eigh
teenth and nineteenth centuries, notably capitalism, trade, and slavery. 

The Williams/Crouch/Cushman Family 

Quiltmaker Susan McPherson Sibley Williams (1813-1902) was born April 
13, 1813 in Providence, Rhode Island, to an old New England family. Her 
parents were Jason (1774-1863) and Sarah (Rose) Williams (1778-1863). 

Her grandparents, both from Pomfret, Connecticut, were Elijah (1744-

1825) and Abigail (Chandler) Williams (1747-1834). Susan was the fifth of 
eight children born to Jason and Sarah, seven of whom survived to adult
hood. Susan's older sister Emily married William Jenkins Harris, a descen
dent of Roger Williams, founder of the colony of Rhode Island.2 It was 
Emily and William's grandchildren who donated the artifacts to the URI 
Historic Textile and Costume Collection. Susan McPherson Sibley 
(Williams) Crouch was their great aunt. (See family tree in the Appen
dix.)3 

The Crouch family, whom Susan married into on October 11, 1832, 

had equally deep American roots, but in the South. Susan's husband, 
Hasell Wilkinson Crouch (1809-1836), was raised in Charleston, the 
South's largest port. He graduated from Providence's Brown University in 
1830, and returned home where he earned his medical degree at the Uni
versity of South Carolina and became a doctor.4 Hasell's father, Abraham 
Crouch (1765-1825), was a lawyer and a notary public in the Customs 
House in Charleston. Hasell's mother, Sophia Withers (1788-1809), was 
born in Wilmington, North Carolina in 1788 and died September 10, 1809, 

a month after Hasell was born.5 
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Figure i. Jean Fran~ois Vallee, 
Abraham Crouch, c. 1805. 

Watercolor on ivory. Gibbes Art 
Museum/Carolina Art 

Association, 1967.025.0001. 

Susan and Hasell 
Wilkinson Crouch 
had two children of 
their own, Hasell 

Charles (1833-1836) 

and Emily Hasell 
Crouch (1836-1926). The 

eldest, Hasell Charles, had 
been ill for months after 

falling from his crib, and died 
when he was just three years old. 

Susan had written to her family that little 
Hasell had not been "right since he fell out of the crib the first night he 
slept in it," and, three months later, he fell a second time.6 In what must 
have been a devastating moment, the death certificate of little Hasell 
Charles was signed by his own father, Dr. Crouch, with the cause of death 
listed as "Inflamm Brain:'7 Emily was born on February 7 of 1836, just 
months before her brother died. Hasell Wilkinson, Susan's husband, died 
shortly afterwards, of yellow fever. Susan Crouch returned to Providence 
with her daughter Emily to live with her parents, remaining there until her 
death in 1902; Emily continued to reside there until 1917. 

How did Hasell, a native of Charleston, and Susan, from Providence, 
meet? Several possibilities exist because the South Carolina Crouches had 
connections to Rhode Island, and the Williamses in Providence had busi
ness interests in Charleston. Hasell's grandfather, Charleston native 
Charles Crouch, had moved to Providence as a journeyman printer in 
1762, where he met Mary Wilkinson of Smithfield, Rhode Island. They 
married in 1763 and moved to Charleston the following year, where he 
began the South Carolina Gazette and Country Journal. 8 Mary is known to 
have summered in Newport, Rhode Island, with her children William and 
Abraham in 1770, 1773, and probably 1775.9 It was customary for prosper-
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Figure 2. Artist unknown, Mrs. 

Abraham Crouch (Sophia Jane 

Withers), c. 1805. Watercolor on 

ivory. GibbesArt Museum/ 

Carolina Art Association, 

1967.025.0002. 

ous South Carolinians 

to escape the swampy 

conditions of the rice

growing Lowcountry 

by sailing north to 

Newport in June and re

turning to Charleston at 

the end of mosquito season, 

as late as November. 

On August 24, 1775 Charles 

drowned at sea when the vessel he was 

traveling on sank. 10 He had been en route to Philadelphia to purchase 

printing supplies. Mary was in Rhode Island at the time, but returned to 

Charleston where she began publishing her own newspaper, the 

Charleston Gazette. Just before the British laid siege to Charleston in 1780, 

Mary packed up and moved to Salem, Massachusetts, to start a newspaper. 

By 1781 Mary was living with her two sons in Providence. They remained 

in the city while Abraham, Hasell's father, studied at Brown University. He 

graduated in 1787.11 Abraham continued his studies, earning a master's de

gree at Brown in 1790. It is probable that Abraham stayed in Providence 

after graduation to practice law, because he is listed as a "lawyer from 

Providence" in the accession records of the Gibbes Museum of Art where 

his miniature portrait resides (fig. 1). That miniature was painted in 1806, 

the year the forty-one year-old lawyer and customs house clerk married 

eighteen-year-old Sophia Withers of Wilmington, Delaware (fig. 2). That 

same year he purchased the Tucker-Ladson house at 8 Meeting Street, one 

of Charleston's most prestigious addresses. 12 There the couple had two 

sons, Charles (1807-1880) and the afore-mentioned Hasell (1809-1836). 

After Sophia's death in 1809, Abraham never remarried. He sold the Meet

ing Street house in 1821. He must have continued traveling to Providence, 

however, because that is where he died on November 2, 1825. Both of his 
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Figure 3- Jason Williams/Crouch House, 51 George Street, Providence, RI. Brown 
University's Littlefield Hall was built on the site in 1925. 

sons graduated from his alma mater, Brown University-Charles in 1829 

and Hasell in 1830.13 

Susan's grandparents, Elijah and Abigail Williams, lived in Pomfret, 
Connecticut, after their marriage in 1770.14 In 1795, the Williamses moved 
to Providence with two of their sons, Jason and William Hilton. The third, 
a doctor, remained in Connecticut to oversee the family farm until it was 

sold. 15 Elijah Williams built a house in 1795 at 51 George Street near Brown 
University that eventually passed into Jason's hands (fig. 3). One of Elijah's 
sons, William Hilton, attended Brown University, graduating in 1799.16 Eli
jah had run a general store in Pomfret; he and his son Jason operated a 
grocery store after settling in Providence. That business was dissolved in 
1799, about the time Elijah and his sons began partnering with other Prov

idence merchants in various coastal trading ventures. 17 Between 1798 and 
1809, father and sons were listed as co-owners on seven sloops, schooners, 
or brigantines that sailed from Providence to ports south, including 
Charleston, and beyond to the West Indies. 18 One of Elijah's sons, William 

Hilton, the Brown University graduate, served as a supercargo (an officer 
on board a merchant ship in charge of cargo) on a coastal vessel. He died 
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of "fever" in Surinam in 1800 at the age of twenty. 19 In 1808, one brig 
owned by the Williamses, the Mount Vernon, was seized by customs in Sag 
Harbor, New York, for violating the 1807 Embargo Act, ending the family's 
shipping ventures and landing them in bankruptcy court.20 Elijah, the 
father, had already moved to Athens, New York, in 1807, where he farmed 
and operated a tavern. 

In 1802, Jason Williams, the merchant, married Sarah Rose, with 
whom he had eight children, including our quiltmaker Susan. At least one 
of his sons, Elijah Hilton Williams (1809-1884), known as Hilton, was a 
good friend of Hasell Wilkinson Crouch. It would seem that the 
Williamses and the Crouches knew each other for years, because the chil
dren socialized together during their young adulthood, leading to the 
marriage of Hasell and Susan. After the 1809 bankruptcy, Jason returned 
to his former career as a store owner and began renting rooms in his 
George Street house, probably to Brown University students.21 The two 
Crouch boys might have boarded there. However, it is also possible that 
Jason and Abraham knew each other from the years between 1795 and 
1806, when both Williamses and Crouches lived in Providence, a city of 
around 7,000 residents. Citizens of similar social standing, like the 
Williamses and Crouches, would have socialized together, especially con -
sidering their Brown University connections. When Abraham Crouch died 
in Providence in 1825, it was Jason Williams who paid his funeral 
expenses.22 

The two families were about to become further intertwined. Letters 
from the late 1820s document the friendship between Charles and Hasell 
Crouch and the Williams siblings. Hasell and Susan married in 1832 in 
Providence and moved to Charleston soon thereafter. Both of Susan's 

brothers settled in Charleston; Hilton bought a lumberyard in 1831, and 
Winthrop worked for a general store before becoming a cotton broker. 
These details of the Williams-Crouch story illuminate the close connec
tions between families from the North and the South during the colonial 
era and in the years leading up to the Civil War. Providence and 
Charleston were both leading port cities, about a ten-day sea voyage from 
each other. During the colonial period, nearby Newport, Rhode Island, 
served as Charleston's summer resort; in the post-Revolutionary years 
Providence's economy boomed from shipping and manufacturing enter
prises (including rum and cotton); at the same time Charleston became 
the Lower South's leading port for the exchange of rice, indigo, cotton, 
and slaves. This historical backdrop provides the context for the quilt tops 
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and swatch books as well as a window into the dynamics of a family with 
roots in both the North and the South. 

The Quilt Tops 

Susan started the quilt tops in Charleston. The accession notes of 1952 

read, "these quilts were begun by Mr. Cushman's grandmother's sister, a 
Charleston, N.C. [sic] bride in 1833. Her husband, a young physician, Dr. 
Hasell N. [sic] Crouch, planned the design and color scheme."23 

Quilt #1 (fig. 4, color plate 1) is thought to be the oldest of the three 
tops.24 The accession tag attached to the quilt reads, "Planned and sewn by 

Figure 4. Quilt top #1, Hexagon Mosaic, "Planned and sewn by Dr. and Mrs. Hasell 

Crouch." Cotton. 84 x 83 inches Historic Textile and Costume Collection, University 

of Rhode Island, gift ofFranklin R. Cushman 1952.63.124. 
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Dr. and Mrs. Hasell Crouch. It is said that when he had a difficult case to 
prescribe for, he would work on his patchwork while trying to decide what 
to do for his patient ... :'After Dr. Crouch's premature death in 1836, the 
unfinished quilt tops were put away with some hexagon pieces cut and 
ready to be stitched in place, an unknown number of mosaic "flowers;' 
and additional fabrics for more hexagons. Both Mrs. Crouch and her 
daughter Emily passed away, leaving the quilts unfinished. Franklin R. 
Cushman and his relatives completed some of the border patches in the 
quilts, made new templates for old fabrics, and sewed together hexagons 
to form new "flowers." Their stitching is not of the same high quality as 
Susan's. Quilt #1 was intended for a bigger bed than quilt tops #2 (fig. 5, 
color plate 2) and #3 (fig. 6). The original hexagons were to be assembled 
into a large quilt for Hasell and Susan's bed; the largest of the three tops 
was the beginning of that quilt. A letter in the Cushman file reveals that 
Franklin decided to sew the remaining pieces together with those that he 
made for two quilts in twin bed size; these were sewn together by Franklin 
and his relatives in 1936.25 These are tops #2 and #3. Emily never married, 
and she lived with her mother in Providence; according to census records 
from 1880, she worked as an art teacher.26 In fact, the Cushman collection 
at the University of Rhode Island includes a large box of watercolors, some 
signed by Emily. 

All three quilt tops are constructed of mosaic patchwork, in which 
fabric pieces were folded over hexagonal paper templates, and then basted 
to hold the shape in place until multiple pieces were whip stitched to
gether. Mosaic patchwork originated in England; the earliest surviving 
example is a silk patchwork coverlet dated 1718.27 British emigrants 
brought the technique to the American colonies in the eighteenth century, 
and several late eighteenth-century examples exist.28 Thus, this was neither 
a new piecing method nor a new pattern in 1833. Hexagon quilts were 
very popular in the South Carolina Lowcountry well into the nineteenth 
century. The Charleston Museum has thirty pieced mosaic patchwork 
artifacts, which were exhibited in 2002; Sharon Pinka included a hexago
nal quilt top dated circa 1840 in her report on Lowcountry chintz.29 

The Hexagon pattern, also called Mosaic or Honeycomb, increased in 
popularity in the United States in the early 1830s with its publication in 
1831 by Eliza Leslie in The American Girls' Book, and again in 1835 by 
Godey's Lady's Book. 30 When the Cushman quilts were started in 1833, in
dustrial textile production had taken hold in Rhode Island, Massachusetts, 
Pennsylvania, and other eastern seaboard states; printed cotton goods 
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Figure 6. Quilt top #3, constructed in part by Franklin R. Cushman. Cotton. 98 x 60 

inches. Historic Textile and Costume Collection, University of Rhode Island, gift of 

Franklin R. Cushman, 1952.63-126. 
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constituted a lively trade up and down the coast, and across the Atlantic 
through America's major ports: Boston, New York, Baltimore, and 
Charleston.31 Susan Crouch and her relatives would have had easy access 
to these early machine-produced textiles to assemble their quilts. 

In the mosaic patchwork method, once the quilt top was finished, the 
quilter generally removed the paper templates from the back and added 
batting and backing to the quilt top. However, the earliest extant American 
examples did not have the papers removed.32 Mosaic patchwork often was 
joined to the backing without batting, which required no quilting. 

The three quilt tops are similarly composed, with a central star motif 
and "flowers" of hexagons arranged on the rest of the quilt separated by 
rows of white hexagons. The individual hexagons measure approximately 
1 5/8 inches to 1 7/8 inches point to point. Quilt top #1 has hexagons pieced 
into triangular units that form stars around the central "flower,'' and quilt 
top #3 includes smaller star motifs. Two of the quilt tops, #2 & #3, include 
newer fabrics than the first quilt top (the one with fewer papers). Further
more, quilt top #1 has a simpler central star surrounding the "flower,'' with 
just an outline of colorful hexagon pieces constituting the star, and a white 
center. Quilt tops #2 and #3 have more complex central star patterns, with 
no white space and several rows of colorful hexagon pieces spreading out
ward to create the star shape. The central stars in these two quilts also in
clude older fabrics, some from about 1800; one of the fabrics in the quilt, 
with a leaf motif characteristic of the early 1830s, is represented in three 
colorways. Many pieces of a glazed chintz dated 1829 commemorate the 
inauguration of President Jackson; fabrics from a black-and-white plate 
print of two parrots perched on the branches of a fruit-bearing tree (one 
parrot is eating the fruit) were in production from 1774 to 1811.33 The tops 
are a veritable encyclopedia of the checks, stripes, indigos, chintzes, cali
cos, drabs, and rainbow prints that characterize early nineteenth-century 
quilts; all three of the main printing technologies of the period-block, 
plate, and cylinder-are evident. 

In their selection of mosaic patchwork for their bed quilt, Susan and 
Hasell echoed the choices of other Charlestonians. As Laurel Horton has 
noted, evidence suggests that quiltmakers in Charleston started to practice 
the technique of mosaic patchwork in the early nineteenth century. It was 
practiced by upper-class women who came from or married into "families 
of wealth, education and influence:'34 The framed center orientation of 
Susan and Hasell's quilt is characteristic of other mosaic patchwork quilts 
made in South Carolina, as are the fabric choices: chintz and small-figured 
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Figure 7: Paper hexagon 

templates. One has the 
name "Hasell" and the 

words "her book," 

another the word 
"month," and a third 

shows penmanship 

practice of the phrase 
"keep." Historic Textile 

and Costume Collection, 

University of Rhode 

Island (1952.63.124). 

calicoes.35 Unlike most of the published South Carolina mosaic patchwork 

quilts, however, a great deal is known about Susan and Hasell Crouch and 

the history of the quilt tops. Interestingly, correspondence with family 
members in Rhode Island revealed that Susan's two sisters-in-law living in 

Charleston were also planning mosaic patchwork quilts.36 

The Paper Templates 

Because the quilt tops were made in the paper-piecing method and were 

not yet finished, the papers remaining in the back of the quilts reveal snip

pets of letters, contracts, magazine clippings, musical scores, envelopes 

with postmarks, and even a child's penmanship practice, with phrases and 

words repeated in the same fragment (fig. 7). The papers give tantalizing 
clues to the family's lives across time and their ties to trade. 

These papers reveal dates from 1775 to 1940, as well as names of family 

members, evidence of shipping records from Charleston or Providence to 
Havana and Barbados (with mention of"shugar;' casks, and lists of calcu

lations), family letters, clippings from Franklin's high school, musical 

scores, and even old dictionary entries. The papers indicate dates ranging 
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from the eighteenth century to the twentieth century, with the latter dates 
pointing to the sections that Franklin had a hand in finishing. 

Quilt top #1 has the fewest papers, which remain only around the bor

der. In quilt tops #2 and #3, the papers are clustered in a pattern. The older 
pieces of paper are identifiable by the color of the paper and the references 
and dates written on the paper.37 The earliest date written on one of these 
older pieces is 1775.38 Other dates in all three tops are 1798, 1802, 1813 (re
peated on three pieces of paper in the quilt tops), 1817, and 1824. Then, the 

dates jump to 1931, 1934, and 1935, which are repeated five times in the 
quilt tops. One template has the date 1940; another is cut from an enve
lope bearing Franklin's name and address at 19 Bellevue Avenue in Provi
dence. The older dates correspond to the older fabrics-those recorded in 
the fabric swatch books. But newer paper templates also back the older 
fabrics. The older dates and pieces of paper are clustered together on 
hexagons of about five rows. It is likely, then, that Susan Crouch and her 

husband Dr. Hasell Crouch pieced most of the hexagons in the quilt top 
#i.39 The more recent fabrics surround hexagons made from the older 
fabrics and paper templates, implying that Franklin Cushman did some 
work on quilt top #1 around the edges, but most of the work assembling 
quilt tops #2 and #3. 

The Fabric Swatch Books 

The fabric swatches are contained in two loose-leaf binders, with individ

ual fabric swatches attached to each page and handwritten notes written 
beneath each one (fig. 8). The inside front cover of one of the fabric 
swatch books reads, "Patches from the pocket of Abagail [sic] Chandler, 

wife of Elijah Williams, handspun and handwoven about 1775:' (A pocket 

is a separate article of clothing worn under a petticoat or gown to hold 
valuables; it tied on at the waist, often in pairs.) The "pocket" is referenced 

in a letter from Franklin to Miss Mary C. Whitlock, who managed the 
University of Rhode Island's Historic Textile and Costume Collection in 

1952. This letter reveals that the pocket "belonged to my great, great grand
mother, Abigail Chandler, wife of Elijah Williams. She died in the early 
[eighteen] thirties:'40 The swatch books include seven different handwo

ven fabrics from Abigail's pocket, samples from her daughter Sarah Rose 
Williams' pocket, and snippets of dress fabrics from family members. 
Years later, Franklin even included a few twentieth-century fabrics in his 
swatch books, such as a page of shirtings dated 1937. The handspun and 
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Figure 8. Fabric swatch 

with notation "Used in 

bed quilt Also, double 

gown ofEliza D. 
Williams" and "Crouch, 

before 1830. Charleston, 
S.C." Eliza Williams 

(1804-1885) was the 
sister of Susan McPher

son Sibley (Williams) 

Crouch. Historic Textile 

and Costume Collection, 

University of Rhode 

Island. 

handwoven cloth does not appear in any of the quilts; most of the fabric 

in the swatch books is dated (in the same hand) to the 1830s and 1840s. A 
few are labeled "before 1830" or "ante 1830:' Underneath many of the fab

rics is the handwritten name "HW Crouch," and in the bottom right cor

ner of many pages is the date 1917, which notes the year the swatch books 

were begun, written in the hand of Franklin R. Cushman. 

Susan's daughter, Emily, owned three trunks, from which most of the 

fabrics came. She had been accumulating artifacts in trunks since 1839 

according to accession notes.41 After her mother's death in 1902, Emily re

mained in the house, taking in female boarders as evidenced in The Provi
dence House Directory and Family Address Book for the period 1905-1917.42 

Later in life, probably in 1917, she moved to the home of Franklin Cush

man and his two sisters at 19 Bellevue Avenue.43 Franklin opened the 

trunks in 1917, about the time she moved in with him to live out her years. 

The trunks and their contents were written about in a 1930 newspaper ar

ticle after Emily's death; the short article featured a woman posing in one 
of the dresses from the trunk (Franklin refers to this article in his letter). 

The caption underneath the photograph reads, "An old loose gown ... once 
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worn by Mrs. Abigail Chandler Williams and packed in a sea chest which 
remained in the old Williams house on George St until 1917:'44 The Jason 
Williams Crouch house no longer stands. It was listed as vacant in 1920, 
and the land on which it stood now is the location of Brown University's 
Littlefield Hall, a student residence built in 1925. 

The notebooks each hold about thirty pages of numbered fabric 
swatches. Some of the fabrics are identified with the source from which 
Franklin acquired them and the approximate date of manufacture, for ex
ample: "NY Merchant Sales-1840-50 Caroline Cromwell," and, "Mrs. 

Sarah Rose Williams-before 1840-front of her pocket, Providence, RI, 
102 George St formerly 51 George St." Some of the fabrics are noted as 
being, "used in bed quilt," or, "scrap of Betsy Williams' dress-she lived in 
little red house in Roger Williams Park, Providence. Betsy Williams was 
[the great great] granddaughter of Roger Williams:'45 One plain white cot
ton swatch is accompanied by the caption: "sample used for setting in bed 
quilt-pieced in hexagonal block. H. W. Crouch, Charleston, South Car
olina:' Another reads, "from Mary Lee Technical High School, Purchased 
1862-75c a yard:' Many of the swatches are noted with mention of "HW 
Crouch, Charleston, SC," and either "1830-1840;' or, "probably ante 1830." 
One drab print has a bolt stamp with the date "1830" (fig. 9 ). Most of the 
swatches in the books came from leftover fabrics stored in the trunks. 

Figure 9. Fabric swatch labeled "drab" with bolt stamp dated i830. Historic Textile 
and Costume Collection, University of Rhode Island. 
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Figure 10. This page from 

one of the swatch books 

shows a simple four-cylin

der cotton calico. Labeled 

"probably for slave 

gowns," it is also found in 

the quilts. A swatch of 

the same design in a dif

ferent colorway (red 

ground) is in the swatch 

books. Historic Textile 

and Costume Collection, 

University of Rhode 

Island. 

However, it appears that Franklin cut up some clothing for swatches, 

specifically the pockets that belonged to Abigail and Sarah, as well as the 

dress of Betsy Williams; the Cushman collection does not include such ar

tifacts. Further, an 1830s dress probably belonging to Susan arrived at URI 

with the sleeves cut off (accession number 52.64.40 ); the fabric can be 

found in both the quilt tops and the swatch books, suggesting that 

Franklin may have used the sleeves for swatches. 

It is significant that one of the fabrics is marked with the note, "Prob

ably for slave gowns;' and "HW Crouch probably ante 1830 Charleston, 

SC:' (fig. 10.) Franklin probably got this information from Emily, who had 

learned it from her mother Susan, a first-hand witness to the clothing 

worn by the slaves in her husband's Charleston family. The "slave gown" 

print has a brown ground and features a small geometric pattern; it is 

found in two of the quilt tops. The calico is a simple print in the cover and 

pad style that would have required four cylinders. The same print on a 

dull red ground appears in one of the notebooks. Such designs were eco

nomical to print. According to scholars who have studied American slave 

clothing, field hand clothing was made of "coarse" cloth, especially os-
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Figure 11. Hexagon "flower" of same fabric illustrated in Figure 8. Historic Textile and 
Costume Collection, University of Rhode Island. 

naburg.46 Shane White and Graham White acknowledge that most slave 
clothing (especially that for field slaves) was indeed "coarse" and simple, 
but that tremendous variation occurred in the clothes that slaves wore, as 

evidenced in the runaway ads posted in newspapers.47 Patricia Hunt-Hurst 
researched clothing in fugitive slave advertisements in Georgia, finding 
that while "homespun" was the most frequently mentioned fabric in the 

runaway slaves' clothing, calico was the second highest: women "ran away 
wearing 'figured; 'red striped; or 'dark pongee' calico:'48 The cloth in the 

Cushman fabric swatch books is neither coarse nor extravagant; it is of the 
same quality and weight as other cottons in the swatch books and the quilt 
tops, though its dull color made it more practical for everyday use and 
labor. Probably it was intended for Susan and Hasell's seven house slaves.49 

Most of the twenty-eight fabrics in the swatch books labeled with the 
Crouch name are used in the quilt tops. (fig. 11.) Franklin obtained a 
moire print from another source that appears in the quilt tops. All three of 
the quilts share at least four of the fabrics that are also found in the swatch 
books. Additionally, two of the quilts share several more fabrics, but these 
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samples are not found in the swatch books. 
Franklin intended to use the swatch books in his industrial design 

classes at Providence Technical High School, in a state known for textile 
manufacturing. But the curriculum changed, and the swatch books were 
no longer needed as instructional materials. He gave one book to Miss 
Grace Whaley, a fellow teacher who went on to supervise home economics 
teacher training at Rhode Island State College (now the University of 
Rhode Island). 50 After Franklin's death, she gave the book to the Historic 
Textile and Costume Collection. 

Evidence of Mercantile Activity 

The quilt tops and related documents reveal mercantile activity that 
supported the growing capitalistic economy in the Atlantic world-in
cluding the enslavement of Africans. The Portuguese pioneered the pur
chase of slaves on Africa's west coast for sale to plantations on coastal 
South America and in the Caribbean. British, Dutch, French, and Ameri
cans eventually joined in. 

The British were particularly successful on Barbados with sugar plan
tations in the seventeenth century.51 They planted only modest amounts 
of cotton. By the early eighteenth century, the Caribbean islands were get
ting crowded. Expansion meant moving the Barbados socio-economic 
model to North America's southern colonies, which established 
Charleston as a major port city. Indigo and rice constituted the major 
crops in the eighteenth century, but with the invention of textile machin
ery that sped up the production of cotton textiles, entrepreneurs in the 
young United States economy shifted their attention to cotton in the early 
nineteenth century. The Crouches and the Williamses participated in this 
economy. 

Papers in the quilt tops include the words "West Indies,'' "casks,'' 
"shugar,'' "Havana,'' "Barbados,'' "Carolyna,'' and "Charleston:' These pa
pers are brown and crumbling with age, and the words are handwritten. 
The papers also include passages typeset in English, French, and Spanish, 
which appear to be fragments of legal documents. Examples of French 
wording found on paper templates include: "et prudents I Comtes I Con
seillers, comme I Justiciers, et Regent I ... mit ecclefiaitiques ou fecu I ... 
res patentees. Nous ... :' The translations are: "and careful [or cautious] I 
Counts I Advisors like I Justices, and Regents [Law-makers] I ... Ecclesias
tics or [ ] I [ ... res] Patented. We ... " A fragment written in a mix of 
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Spanish and English reads in part, "y territorio I Par esca conv I EN testi
monio I 1798 I My Office I July 26:' All but the words "My Office Jan. 26 

1798" are typeset. This is clearly another sort of legal document, referenc
ing a territory, signed in testimony. 

Another language included in the fragments is Dutch; there are sev
eral mostly indecipherable handwritten Dutch (perhaps Old Dutch) frag
ments clustered together, two of which read in part, "aller geode I eldlyke 
die deeze I eezen: Doen wy Burge I Carolyna I son van Charleston I by 
foelmneelen Ee I Bygantynal;' and another reads, "Carolyna Charle ... " 

seeming to reference Charleston, [South] Carolina. These templates may 
have been cut from a letter, as the words translated as "go in good" sound 
like a greeting or sign -off of some kind. 

These are some of the languages spoken in the Caribbean. This fact, 
along with the repeated appearance within the hexagonal paper templates 
of the words "West Indies;' as well as references to "shugar;' "weight;' "lbs;' 
"casks;' "Seaman;' "Sloop;' "Master;' "Captain;' "Lists of the Vessels;' 
"Shipping;' "Helmsman;' and "Property" provide evidence of mercantile 
transactions between the West Indies and Charleston. Hasell Wilkinson's 
father, Abraham Crouch, in his position as notary in Charleston's Customs 
House (located in the Old Exchange Building, which functioned as 
Charleston's slave auction site), surely witnessed the buying and selling of 
slaves.s2 He may have even boarded slave ships arriving from Africa, enu
merating the human cargo, prior to the 1808 law banning the transatlantic 
slave trade. Abraham lived in the upper strata of Charlestonian society; his 
home on Meeting Street was just steps away from the city's social elite, in
cluding Nathaniel Russell (1738-1820 ), a transplanted Rhode Island mer
chant who built a grand neoclassical home at 51 Meeting Street in 1808.s3 

The repetition of the words "shugar" and "casks" is evidence of the 
rum trade between the U.S. and West Indies. "Havana" and "Barbados" are 
mentioned-both major sources of sugar and molasses to be made into 
rum at the American distilleries. Merchants used Rhode Island distilleries 
(a major industry in the late 1700s and early 1800s) which produced a pre
ferred brand of rum. We know that Rhode Island and Charleston were in
volved in New England's nefarious "triangle trade": sugar and molasses 
from the West Indies were traded for manufactured goods in New Eng
land (especially Rhode Island rum) which was in turn traded for slaves in 
West Africa, who were sold in the West Indies.s4 No evidence exists that 
ties either the Crouches or the Williamses to slave ships, but Susan 
Crouch's family was part of the West Indies trade.ss As previously men-
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tioned, William Hilton Williams, Susan's uncle, died of yellow fever in 
Surinam. His grandmother Abigail's pocket, when discovered by Franklin, 
had included a silhouette of William as well as an oration on "Sympathy" 

that had been corrected by his tutor, Mr. Fish, at Brown University in 1798. 
His clothes, some of which are now in URI's collection, were returned to 
the family in his sea chest. 

Susan's father and brothers were active in the coastal trade in the 
years following the American Revolution. Susan's brothers, Hilton and 
Winthrop, shipped goods back and forth between Providence and 
Charleston from the 1830s to the 1880s, when they died in Charleston. 
Both brothers' businesses relied on slave labor, and Winthrop continued 
buying and selling enslaved people into the 185os.56 After Susan moved 
back to Providence, Winthrop sold her slaves, buying one for an acquain
tance. Slavery was a fact of life for the Crouches and the Williamses. 

As Ronald Bailey argues, the rum trade was closely connected to the 
production of Caribbean sugar, spermaceti candles, cotton grown in the 
southern states, the ship building industry, and the slave trade-and later, 
the industrial production of cotton cloth. He states: "These early indus
tries provided the foundation and part of the initial capital for the indus
trialization of New England:'57 Rhode Island's merchants, living in a small 
place with no raw materials to export, relied on trading, smuggling, and 
privateering in the eighteenth century. Only a handful of merchants got 
into the slave trade because of the expense and risk involved. "The great 
majority of Rhode Island vessels;' like those owned by the Williamses, 
"were engaged in the coastal trade:' 58 From the profits gained through the 
rum trade and the slave trade sprang the cotton textile industry that fu
eled New England's economy in the nineteenth century. Charleston, home 
to the Crouches, was the largest American receiving port for slaves during 
the colonial period.59 

Recent publications have begun to address the issue of northern com
plicity in southern slavery over the economic juggernaut posed by cotton's 
growth. Madelyn Shaw and Lynne Zacek Bassett curated an exhibition and 
catalog titled Homefront & Battlefield: Quilts & Context in the Civil War, 

pointing out that "countless Americans maintained family and business 
ties across state and regional divisions;' including slave traders, rum dis
tillers, and manufacturers of negro cloth for sale to plantation owners.60 

Edward E. Baptist offered a history of the interpretation of slavery in 
America in The Half Has Never Been Told, drawing attention to the At
lantic trade, its expansion in the American South, and the cotton empire 
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that fueled America's economy in the nineteenth century.61 Sven Beckert 
globalized the history of cotton in Empire of Cotton, emphasizing the role 
of slave labor in building that empire: much of the cotton grown in Amer
ica ended up in Manchester, England's cotton mills for production into 
inexpensive cloth sold in emerging markets.62 Christy Clark-Pujara's Dark 
Work describes the history of slavery in Rhode Island, including the con -
nections between northern textile mills that produced "negro cloth" and 
southern cotton growers.63 

Susan and Hasell followed in the footsteps of Hasell's father, Abraham 
Crouch, who held twelve slaves in his household of four whites, as 
recorded in the 1820 census in Charleston, South Carolina. Earlier mem
bers of the South Carolina Crouch family also owned slaves; Mary Wilkin
son (a Rhode Islander) and Charles Crouch owned three slaves.64 In 1830, 

at Brown's Commencement Exercises, Hasell gave an oration on "South
ern Slavery:'65 

The introduction of machine-printed cottons is evidenced by Susan 
and Hasell Crouch's acquisition of the fabrics in the quilt tops and fabric 
swatch books, most of which are noted to have been made between 1830 

and 1840. The later shift to textile manufacture is evidenced in the fabrics 
that Franklin R. Cushman notes, in the fabric swatch books, were offered 
through "merchant sales" in New York. The fabrics from the pockets of 

Abigail and her daughter Susan show the transition from homemade to 
factory-produced cloth in New England. As Connecticut and Providence 
residents, the Williams family would have had access to early domestically 
manufactured fabrics as well as imported cloth. Several of the fabrics are 
represented in multiple colorways, suggesting a connection to the textile 
industry. Family correspondence includes numerous mentions of fabrics, 
some of which Susan requested from family members in Providence. 
Jason Williams' store carried a variety of fabrics including calicos in 1832 

and 1833.66 A letter from Hasell to Susan's family reports that she bought "a 
French muslin that Eliza [Susan's sister] saw at Harwoods and admired so 
much" and was making it into a dress.67 Perhaps this is the fabric labeled 
"Eliza's double gown" in the swatch book. (Fig. 8.) Susan also requested 

unbleached muslin. Susan had all manner of imported and domestic fab
rics available to her in Charleston's shops. But, the correspondence shows 
that the family shipped parcels back and forth that contained fabrics. 
Probably fabric prices in Rhode Island, near cotton manufacturers, were 
lower than Charleston's prices. Susan's shop owner father, Jason Williams, 
could buy both locally printed and imported fabrics at wholesale prices, 
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which even with shipping costs were probably lower than Charleston's 
retail prices. 

Susan's quilt tops and Franklin's swatch books represent a transitional 
period in America's industrial history. In the swatch books, the blue-and
white linens made by Abigail Williams speak to the pre-industrial era. The 
fabrics in the tops include the imported block prints and large-scale cop
perplate prints from the late eighteenth- and early nineteenth centuries, as 
well as the small-scale patterns characteristic of early cylinder printing. A 
few of the earliest fabrics may be printed on linen or linen-cotton blends.68 

American textile printing was in its infancy during the 1820s, and a few of 
the fabrics in these artifacts may have come from American print works. 
A few short years after these quilt tops were started, the American textile 
industry grew into an important economic engine for both the North, 
where most of the mills were located, and the South, which supplied the 
raw material (cotton), as well as a ready market for finished cloth. 

From the Civil War to the Colonial Revival 

The files on the Cushman, Crouch, and Williams family, and the quilt tops 
themselves, span notable events from the Revolutionary War (with the 
mention of the date 1775 in one of the quilt top papers), to the Civil War, 
the abolition of slavery, the start of the Industrial Revolution, the Spanish 
American War, and World War I. Susan's two brothers who resided in 
Charleston lost their businesses in the Civil War; Hilton's lumber yard 
was ruined, and Winthrop's company-R. & J. Caldwell-was burned. 
Winthrop recovered, forming W. B. Williams & Son and hiring his brother 
as a clerk.69 Hasell Wilkinson's grand-nephew, Hasell Wilkinson Crouch 
(1879-1938), fought in the Spanish American War.70 

Years later, April 14, 1917, mention of war continues, in a letter to 
"Cousin Emmie;' from "Trezevant": 

Well it looks like real war in Washington here! Soldiers guarding 
the railroad and other bridges, the water works, the Government 
buildings & clerks all required to show a pass to gain admittance 
to their offices ... Germany has been killing our people & snub
bing & insulting us & blowing up our factories by plots. I hope 
we will, with the help of England & France just entirely annihi
late the Kaisir & all that he stands for. 

His frustration, towards the end of the war, is clear. Later in the letter, he 

The Cushman Quilt Tops 57 



writes of more personal news: "I was certainly very glad to have that 
photo of the 'Old House.' It is a very good picture and is a quaint looking 
old place. I wonder when it was built. Do you know?"71 

The inquiry about the house is in the spirit of the Colonial Revival
ists, who celebrated the colonial houses that were previously seen as 
homely.72 In fact, the Jason Williams Crouch house was included in a 1918 
publication on Providence and its colonial houses.73 Considered old
fashioned for much of the nineteenth century, people gradually became 
more accepting of colonial architecture, and began to celebrate it as 
"Picturesque;' linking it to a humble, morally strong past.74 The waves of 
immigration from eastern and southern Europe compelled old New Eng
land families to celebrate their long histories in North America with an 
emphasis on colonial heritage; they held Martha Washington teas wearing 
old family heirlooms and revived craft skills of olden times such as quilt
making. It was at this time that hexagon patchwork made a comeback; 
known as Grandmother's Flower Garden, it became one of the favorite 
quilt patterns of the Colonial Revival period. 

In the spirit of Colonial Revivalism, Franklin R. Cushman started 
putting together the fabric swatch books in 1917; he began with the home
spun fabrics from the pocket of Abigail Chandler Williams. The Colonial 
Revival movement was at its peak in the 1920s and 1930s, when the article 
about the family's objects was published in 1930 under the title "Attic 
Treasures" in the Providence newspaper, with an image of a woman reen
acting that past as she wore an antique dress and looked into a mirror.75 

She's photographed from the back, so we see her face in the mirror-an 
apt analogy for the Colonial Revival, re-envisioning ourselves through the 
past.76 Indeed, Franklin R. Cushman, the history teacher, seemed to be 
fully engaged in remembering his family's past. Luckily for us, he pro
vided the University of Rhode Island and the Rhode Island Historical 
Society with detailed notes on the artifacts and documents he donated. 

In a coincidence of colonial revival activity, in 1921, Ethel Stanwood 
Bolton and Eva Johnston Coe, with the Massachusetts Society of the 
Colonial Dames of America, published American Samplers. Included in 
the book is documentation of samplers by Susan McPherson Sibley 
Williams and Emily H. Crouch, which are not pictured, but described in 
detail. Susan's was made when she was just seven years old, in Providence, 
Rhode Island, in 1820. The documentation of Susan's sampler reads: 
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Williams, Susan McPherson Sibley. 1820. Providence, R.I. 7 yrs. 9" 
x 8 112''. 3 alphabets. Chain and cross-stitch. "Behold the child of 
innocence how beautiful is the mildness of its countenance and 
the diffidence of its looks:' "Be good and be happy:' 77 

The University of Rhode Island's Historic Textile and Costume collection 
does not own the Williams samplers, but it does house dresses, shawls, and 
other artifacts once used by Abigail, Susan and Emily. One dress is made 
of fabric that appears in both a quilt top and the swatch books (accession 
number 52.64.40 ). The style of another loose-fronted dress, a beautifully 
stitched wrapper, is in a mid-183os style that corresponds with the date 
when Susan was pregnant with Emily (accession number 52.64.41). She 
wrote home about sewing a dress for her expanding waistline.78 Dresses 
attributed to Susan after her return to Providence show that she wore 
fashionable clothing in then-current fabrics. It is fascinating that the story 
of this family comes full circle, starting with the history of the quilt tops, 
paper templates, and swatch books, and their reference to slave dresses 
and the rum trade in the West Indies, through several wars, to the early 
twentieth century's interest in reviving this history in the Colonial Revival. 
Franklin continued to work on the quilt tops in the 1930s as represented 
by the papers in the back of the quilt tops. Fragments of documents from 
the schools where Franklin taught, letters and envelopes printed with his 
address (19 Bellevue Ave.), and magazine clippings mention, among many 
other things, the art of Norman Rockwell. 

It is remarkable that these quilt tops and fabric swatch books, and the 
accompanying letters and documentation, cover such a broad span of 
United States history, from the late 1700s to the early 1950s. And equally 
fascinating are the stories of the people who lived through these times
the births and deaths of their children, their travel and correspondence 
from North to South, the way they sustained contact with one another 
through letters and photographs, their choices to marry or to stay single, 
the worry they expressed when waiting to hear from a nephew, their long
ing to see their sisters, their sense of regret in writing of bad news. The 
story of Susan McPherson Sibley (Williams) Crouch (fig. 12) holds partic
ular intrigue. What must her life have been like for those four short years 
of marriage? How did she survive the death of both her son and husband 
in one year (an event not uncommon in those days, but certainly no less 
difficult for the survivors), as well as the birth of her daughter in that 
same year? In letters to her brothers in Charleston in her later years, she 
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Figure 12. Photograph of 
Susan McPherson Sibley 
(Williams) Crouch in later 

life. Historic Textile and 
Costume Collection, 
University of Rhode 
Island. 

frequently mentions a male friend, so perhaps she had found love again, 
or at least companionship. 

Did Susan feel any regret that various family members owned slaves 
and earned their living by servicing the plantation system? She never 
mentions whether she is pro or con, but she adjusted quickly to owning 
enslaved people. Her brother Winthrop was decidedly pro-slavery; 
Franklin characterized him as a "fire-breathing southerner" in his note

books at the Rhode Island Historical Society.79 

Conclusion 

In looking at the fabrics in the quilt tops and their connection to the fab
rics in the swatch books, as well as these papers in the backs of the quilt 

tops, we find the story of a family whose ancestors were witness to, and 
participated in, a rapidly shifting American economy-and because of 
their locations in Charleston and Rhode Island, as well as mention of 
"slave gowns" alongside one of the fabrics in the diary-and slavery as 

well. We can trace the roots of the cotton plantations in the South, and the 
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shift to machine-spun and woven cotton in the North. Fabrics in the 
swatch books dated between 1830 and 1840 that match those in the quilt 
tops mark the early years of the textile printing industry in the United 
States. The quilts, papers, and letters from the family members (archived 
at URI and the Rhode Island Historical Society) tell the story of a family 
rooted in both Providence and Charleston, serving and surviving in mul
tiple wars, sustaining their connections with letters, photographs, visits, 
and occasional shipments of gifts up and down the coast. And, the preser
vation by the Cushmans of this collection of clothes and artifacts, and 
their investment in recovering these stories and continuing to make the 
quilts, reveals their involvement in the Colonial Revival movement. 

The authors thank Professor Margaret Ordonez, Director of URI's Historic 

Textile and Costume Collection, for identifying fabrics in the quilt tops, and 

to Susan Jerome, Collections Manager of the Historic Textile and Costume 
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donations to Colonial Williamsburg, and to Matthew Haught of the Univer

sity of South Carolina for sharing his research on the printer Mary Crouch. 
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Williams-Crouch Family 

Elijah Williams -----r--Abigail (Chandler) Williams 
(1744-1825) merchant (1747-1834) 

1. John (1772-1842?) 

doctor 

3- William Hilton 
(1780-1800) Surinam, 

supercargo 

2. Jason Williams ---.......---Sarah (Rose) Williams 
(1774-1863) (1778-1863) 

merchant, shop owner 

i. Abigail (1803-1865) 

2. Eliza (1804-1885) 

I 
5. Susan McPherson Sibley Williams _ 

(1813-1902) quiltmaker 

3- Emily (1807-1875) -----~-----William Jenkins Harris 
(1808-1893) 

4. Elijah Hilton 
(1809-1884) lumberyard 

owner, Charleston, SC Mary Elizabeth HarrisT William Allerton Cushman 

6. Winthrop Bowen 
(1814-1886) cotton broker, 

Charleston, SC 

7. Sophia Jane (1818-1818) 

8. Sarah Rose (1822-1854) 
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(1838-1917) (1829-1893) 

Franklin R. Cushman (1870-1952) 

technical high school teacher & 
colonial revivalist, finished the 
quilt tops, assembled swatch 

books, donated to URI & other 
archives 



Charles W. Crouch -----.,....----Mary (Wilkinson) Crouch 
(1735-1775) printer (1740-1819) printer 

Abraham Crouch ___ ~--- Sophia Jane Withers 
(1765-1825) customs house (1788-1809) 

official & laywer 

1. Charles Withers Crouch 
(1807-1880) 

------~-------- 2. Hasell Wilkinson Crouch 
(1809-1836) doctor 

1. Hasell Charles 
(1833-1836) 

2. Emily Hasell 
(1836-1926) 

painter & art teacher, 
inherited quilts 
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Fig. 1. Acadian cotonnade quilt made by Eve Vidrine Thompson (LafSci Thompson in 
the appendices), c. i930, 88 x 58 inches, Lafayette Science Museum i985.3c.1950. 

Photograph courtesy of Lafayette Science Museum. 
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Louisiana Acadian Cotonnade Quilts: 

Preserving the Weaving Heritage of a People 

Dale Drake 

Two hundred fifty years ago Acadian refugees from Nova Scotia settled in 

Louisiana, bringing their weaving traditions with them. Over the next 150 

years they wove cotonnade fabrics for clothing and bedding, and by the end 

of the nineteenth century they were making quilts from the scraps. Twenty

four of these quilts from private and public collections were studied in this 

project, which the author grouped by piecing format and textile type: Acadian 

format or block format, constructed of either clothing- style or household

textile-style cotonnades. Traditional Acadian values of self-sufficiency, 

frugality, cultural conservatism and family loyalty are evident in the quilts. 

They are important cultural artifacts, documenting the wide variety of 

fabrics the weavers created as they cared for their families, and preserving 

that weaving tradition and those cultural values in a new form. 

Introduction 

This is the story of the Acadians of Louisiana, their weaving heritage, 
and the quilts that preserve the fabrics the Acadians wove as they created 
clothing and bedding for their families. This research began with a chance 
mention of their signature fabric, "cotonnade" (cotton broadcloth), and 
led the author to private homes, warehouses and museums across south
west Louisiana in search of quilts constructed from fragments of fabric 
woven for other purposes. Very few quilts constructed of Acadian coton

nade fabrics now exist. As is the case with most quilts made for utilitarian 
purposes, many were probably used until they were used up and thrown 
away, and it is likely that few were made in the first place: the Acadians tra
ditionally used blankets as bedding, not quilts. Some are now in private 
and public collections, and most of these have no provenance except for 

Louisiana Acadian Cottonade Quilts 69 



Fig. 2. Acadian cotonnade quilt made by a member of the Thompson family (Miller 
Wholecloth), c. 1910, 85 x 62 inches, private collection. Photograph courtesy of 
Lafayette Science Museum and the Miller Family. 
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the important fact that they were collected from the area of southwest 
Louisiana known as Acadiana. 

Two quilts, however, have survived with documentation that estab
lishes who wove the fabrics and made the quilts. The first, probably made 
by Eve Vidrine Thompson around 1930 for her son Voorhies, is now in the 
collection of the Lafayette Science Museum in Lafayette, Louisiana. (Fig. 1, 
color plate 3.) The collection card that accompanies this quilt documents 
not only the maker of the quilt, but also the weavers of its fabrics. This 
collection card led the author to the second quilt with provenance, made 
from fabrics woven in the same extended household as the first and passed 
down through the generations to its current private owner. (Fig. 2.) The 
quilts that Acadian women made from hand-spun and handwoven coton

nade fabrics are a side note to the larger weaving tradition of the Acadians, 
but they are significant artifacts, documenting the many fabrics woven 
and traditions preserved by these weavers. 

Acadian History 

The colony of Acadie, located in current Nova Scotia and New Brunswick, 
was settled by French immigrants from the coastal region of central 
France in the mid-16oos. 1 Over the next 100 years they thrived and devel
oped a separate culture from the other French colonies in the New World, 
calling their land Acadie and themselves Acadians. High birth rates and 
low infant mortality rates led to dramatic population growth; a popula
tion of roughly 350 in 1654 had grown by 1755 to over 14,000.2 

The area passed between French and British hands ten times between 
1604 and 1710. During these years the Acadians swore conditional alle
giance to the King of England, asking only that they not be asked to fight 
against the French or Native Americans. They became known as the 
French Neutrals and this conditional allegiance was tolerated until the 
onset of the Seven Years War (in the American theater, called the French 

and Indian War) in 1755.3 

With tensions escalating between Britain and France, newly ap
pointed Governor Charles Lawrence decided that the Acadians had to be 
removed. In the fall of 1755, Acadians in the most densely populated areas 
were forced onto transport ships with only hand baggage. Their houses 
and barns were burned and the ships dispersed among the other British 
colonies (not to Louisiana, a common misconception). The other colonial 
governors were not warned in advance and were not pleased with the 
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Gulf of Mexico 

Fig. 3- The twenty-two parishes of Acadiana. Wikimedia Commons, commons. 

wikimedia.org/ wiki/File%3Mcadiana_parishes_map.png. 

appearance of these Roman Catholic, French-speaking refugees on their 
doorsteps; they imprisoned some and enslaved others. Some ships were 
rejected outright. Some ships sank. Epidemics killed many of the refugees. 
Most Acadians who escaped the initial deportations fled into the woods, 
attempting to reach other French settlements. Over the next eight years 
most escapees were tracked down, died of exposure, or surrendered. This 

tragic event, romanticized by Longfellow in the poem "Evangeline;' is Le 
Grand Derangement-The Great Upheaval.4 

Colonial governments that did accept Acadian refugees refused to re
lease them during the Seven Years War, citing concern that they would join 
the French forces. Some colonies attempted to assimilate the Acadians, but 
most Acadians in exile retained their language, religion and culture.5 At 

the end of the war in 1763, the Acadians in exile were encouraged to leave 
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the British colonies. None were permitted to return to their homes, which 
were now in the hands of British subjects. Most who returned to the 
Canadian Maritimes established homes in New Brunswick. Many joined 
the French in Quebec, who had not been deported. Others removed to 
France or its colonies in the New World, including Louisiana, which had 
passed into Spanish hands.6 

The Spanish were happy to accept the Acadians into their newly 
acquired territory, hoping to gain settlers and potential militia members 
to defend the west side of the Mississippi River against the British, who 
held the lands east of the river. At their invitation, over 2,500 refugees 
made their way from the eastern seaboard colonies to Louisiana between 
1764 and 1788.7 In the new Spanish territory they flourished in cultural 
and linguistic isolation. Their experience of betrayal and heartbreak cre
ated a deeply self-reliant people, now known as the Cajuns, who are loyal 
to their Acadian traditions and their community of extended family 
groups.8 (Fig. 3.) 

The Weaving Tradition-From Acadie to Louisiana 

While essentially no material culture of the Acadians survived Le Grand 

Derangement, early-eighteenth-century accounts by visitors to pre-depor
tation Acadie indicate that the Acadians were known for their self-suffi

ciency and cultural conservatism in all areas, and particularly in textile 
production, using flax and wool. Sieur de Diereville, a young French sur
geon, reported in the published memoirs of his trip to Acadie in 1700 that 
"There's nothing which they cannot produce. They make the things they 
lack;' creating clothing "in no way distinguished by new fashions ... [but] 
made for comfort:'9 In 1717 a French official wrote: "They themselves 
make the cloth and the fabrics in which they are dressed:' 10 Other visitors 
remarked on the traditional manner of the Acadians' dress; in the Mar
itimes they retained old French styles of dress into the nineteenth 
century. II This tendency of the Acadians to cling to traditional customs is 
noted by Dr. John Holden in his book Furnishing Louisiana; he refers to 
the Louisiana Acadian style of furniture production as retardataire-liter

ally, late-comer. "Age-old French forms, recalling eras long departed and 
fashions long eclipsed, have a surprising way of turning up in Acadian 
chairs, beds, tables, and armoires. The knowledge necessary to craft these 
pieces illustrates the persistence of cultural memory in isolated communi
ties such as those established by Louisiana's 'Cajuns:"I2 
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In The Comfortable Arts: Traditional Spinning and Weaving in Canada, 

Dorothy Burnham documents the dispersal of traditional weaving tech
niques with Le Grand Derangement. "The Acadians of Louisiana were sep

arated from the Acadians of the Atlantic Provinces by two thousand miles 
for two centuries, yet a bed covering woven in 'Cajun' country is a recog
nizable cousin of a bed covering woven in an Acadian community in 
Canada."13 While one community worked in wool and flax and the other 

in cotton, similarities are evident. They both produced tabby weave fabric 
on two-harness looms and created patterns of mirror image weft banding. 

They retained the traditions of creating couvertures du mariage, all-white 
bridal coverlets with hand-netted fringes, and catalognes (rag rugs) using 
salvaged strips of material. And they incorporated weft manipulation 
techniques: cordonne, a regular pattern of heavier threads, creating tex
tured ridges and windowpane effects; boutonne, wherein heavier threads 
are pulled up in loops; chenilles (literally "caterpillars"), the insertion of 

short strips of a contrasting color; and duble, a barber-pole effect created 
by plying two threads of different colors together. (Fig. 4.) Burnham 
points out: "The family connection is unmistakable. We can therefore only 
conclude that the Canadian Acadian and Louisiana Acadian weaving tra
ditions date back to a common origin:' 14 

Fig. 4. Detail, couverture du mariage with cordonne and boutonne made by weaver 
Therese Meyers Dronet, c. i930, Acadian Museum, Erath, Louisiana. Photograph by 
the author. 
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Establishment ofCotonnade Weaving in Louisiana 

By 1769 the Acadians in Louisiana were growing cotton, which they 
wove into cotonnade (cottonade in English). "Throughout Louisiana, 

Acadian cotonnade (cotton broadcloth) quickly became synonymous with 
excellence:' 15 In 1812 Territorial Governor Claiborne sent a "Cotton Blan

ket manufactured by a very amiable Lady of the county Attakapas within 
this Territory" to First Lady Dolley Madison. 16 

Cotonnade was fashioned into all manner of clothing: men wore 
collarless, loose-fitting shirts and pants, and women wore ankle-length 
striped skirts, cotton corsets, carmagnolles (decorated vests) and garde
soleils (sun bonnets). With the 

large expenditure of energy 
required to create cotonnade, 
clothing was worn, patched and 
worn again until it disinte

grated. Louisiana Acadian 
scholar Carl Brasseaux notes 
that " [ m] any if not most of the 

garments listed in Spanish
period estates were either 
mauvaises (tattered) or usees 
(threadbare):' 17 The earliest sur

viving article of clothing from 
the nineteenth century is a blue 
and white checked cotonnade 
dress dated around 1830; very 
few other garments have been 

preserved.18 The Acadian textiles 
in the privately held Holden 
Family Collection include a shirt 
and a pair of pants. (Fig. 5.) 

Early-nineteenth-century 
importation of manufactured 
cloth to the river parishes im -

pacted cloth production in some 
Acadian households, where a 

decline in the number of spin
ning wheels and looms is found. 

Fig. 5. Man's trousers and shirt of Acadian 
cotonnade in color-and-weave patterns, 

c. i890, Holden Family Collection. Photo
graph by Jim and Reni Zeitz, modeled by 
Reni Zeitz. 
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This corresponds with trends in other areas of the country, with inexpen
sive commercial fabric replacing homespun textiles. 19 Many Acadians, 
however, particularly in the parishes west of the Atchafalaya Swamp, con
tinued to produce their own clothing, sheets, blankets, mosquito netting 
and mattresses until at least the end of the century.20 The anonymous 
Breaux Manuscript, an account of nineteenth-century Acadian culture 
written in 1901, includes a mention of quilts: "Before the Civil War, the 
country habitant dressed from head to foot in home-grown products .... 
The capot vest and trousers were made of cotonnade. The women wove the 
material for quilts, striped coverlets, bed-sheets, shirts, and so forth .... 
Nowadays all these home-made objects are so easily come by that people 
prefer to buy the commercial product. Home industry does not generally 
pay; however, cotonnade of great regional renown is still being manufac
tured." 

As the weaving tradition died out, a few of the weavers of Acadian 
textiles were documented by reporters and historians. Widely considered 
to be the last of the traditional Acadian weavers, Gladys LeBlanc Clark 
(1918-2011) demonstrated spinning at the 1984 World's Fair in New 
Orleans, and won a Master Artist National Endowment for the Arts Award 
in 1997.22 Gladys grew her own brown and green cotton and spun a single 
marbled brown/white thread in a special doublage technique learned from 
her mother, Colastie Hebert LeBlanc; portieres woven from this thread are 
hanging at the windows of the weaving house in Vermilionville Historic 
Village in Lafayette.23 Gladys trained new weavers through apprenticeships 
funded by the Louisiana Division of the Arts, passing along not only her 
knowledge of spinning and weaving, but also how to grow the cotton and 
dye the thread. 

Acadian Cotonnade 

Acadian cotonnade is homespun cotton fabric made for clothing and 
household textiles such as sheets, curtains, and towels; Acadian spinners 
also created a heavier thread which was woven into cloth for blankets. In 
her 1999 Uncoverings article, Dr. Jenna Kuttruff said: "Cotonnade is noted 
for its durability, as indicated by the Cajun expression il n'y a pas fin de 

cotonnade, or there is no end to cotonnade." A nineteenth-century Acadian 
folk song, "Le Bon Vieux Temps;' recounts that "clothing made from 
homemade fabrics wore for a century."25 

Acadian cotonnade was traditionally woven with three colors: white, 
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blue (from white cotton dyed with indigo) and a rich warm tan from coton 

jaune (literally "yellow cotton"), a naturally occurring brown cotton. 26 

White cotton, being of better commercial quality, was grown for both 
home use and as a cash crop; coton jaune, with its shorter staple length 
and inferior lint content, was grown in home gardens solely for weaving. 
Traditionally, mothers passed seeds of coton jaune on to their daughters.27 

There is concern now that, without home production for weaving, the va
riety could die out.28 Revivalist artisans such as Elaine Larcade Bourque 
and Charlene Vizena Quinilty and colored cotton marketers are working 
to perpetuate and improve the variety.29 

Archaeological findings show that brown cotton was cultivated in the 
Yucatan peninsula 1,000 years ago. Colonial trading could have brought 
this variety directly to Louisiana, or it could have been taken to West 
Africa by the French or Portuguese and then found its way back to 
Louisiana through the slave trade.30 Botanical analysis of Louisiana's 
brown cotton has established that it is a New World cotton, with fifty-two 
chromosomes, and not a variant of"nankeen,'' or Chinese brown cotton, 
which has twenty-six chromosomes.31 Botanist J. 0. Ware studied this va
riety and designated it "Acadian Brown" in the 1940s. Ware observed: "This 
variety presumably has been maintained intact and in isolation from 
regular commercial stocks since its introduction from a foreign source in 
Colonial times. [It was used] in home manufacture by the French Acadi
ans of the Teche country of Louisiana:' He and other botanists found that 
Acadian Brown cotton has a recessive gene characteristic of smooth seeds 
that is linked to its brown color.32 Dr. Ray Brassieur believes that the Aca
dians cultivated this characteristic to further establish their independence; 
smooth seeds are easy to hand gin, whereas the more common fuzzy seeds 
stick to the cotton fibers like Velcro®. 

Coton jaune was spun in two sizes of thread, for blankets and for 
cotonnade. Contemporary Acadian weaver Elaine Bourque says that "the 
size of the cotton for a blanket is the size of my little finger." 33 These blan
kets were warm and durable, and can be found in public and private 
collections in the area. Some are simple solid tan; others incorporate 
stripes of white or other colors. 

Acadian weavers dyed their threads with other dyes in addition to 
indigo. Some cotonnade fabrics in this study include red threads, possibly 
created using horse liniment, which contains "cuperous,'' according to 
Gladys Clark.34 This is probably copperas, or ferrous sulfate, which was 
often used as a dyeing agent.35 Traditional weaver Josephine Gary dyed her 
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Figure 6: Armoire with cotonnade sheets, Holden Family Collection. The top sheet 
has cordons of red and white. Photograph by the author. 

threads with coffee.36 Coton jaune was sometimes dyed with indigo, creat
ing a dark teal color.37 And the author has observed cotonnade with dark 
brown threads; most of these, when present, are disintegrating, probably 
from walnut dye and/or iron mordant. 

Acadian weavers wove the thick thread they had spun into blankets. 

They wove the lighter weight thread into cotonnade for both clothing and 
household textiles such as sheets, towels and curtains. The difference be

tween clothing and household textile cotonnade is in pattern scale. Gladys 
Clark brought this distinction to the attention of Dr. Kuttruff, who in
cluded a quantitative analysis of the two types of fabrics in her 1999 study 
for Uncoverings. Small color-and-weave effect patterns, usually dark blue, 

light blue or tan, were used in clothing.38 Solids, large stripes and plaids 
visible from a distance, often including white, fit into the household textile 
category. (Fig. 6.) 

Acadian weaving tools were usually hand made, and included carding 
paddles, wheels, reels, and swifts. Warping boards accommodated warps 
long enough to weave a dozen blanket lengths. One unusual item, the arc

de-coton, is a small bow whose string is twanged with the fingers while 
being held in the hand-ginned cotton; this fluffs and cleans the fibers and 
prepares them for carding.39Two-harness looms with string heddles were 
often shared by members of the extended family, and weavers had multi
ple sets of harnesses and reeds to accommodate different sizes of thread. 
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The large looms were constructed with pegs, and could be moved from 
household to household as needed.40 

Fabric production was a family affair. In one family, each child had to 
fill a demitasse cup with cotton seeds before bed.41 Weaver Charlotte Lind
say describes the scene: "The Acadian loom would be dressed with 'miles' 
of warp. The families would sit around in the evenings (men playing in
struments and singing) while the women and children hand ginned the 
cotton, carded it and created many a rolag [a hollow tube of carded cotton 
for spinning]. All would be spun by the end of the evening. Someone was 
always at the loom to weave off what had been spun the night before."42 

Woven textiles were an important component of the social fabric of 
the community, and the tradition of L'Amour de Maman expressed the 
strong family ties important to the Acadians. At her marriage, each daugh
ter in an Acadian household traditionally received a cotonnade trousseau, 
typically consisting of"12 blankets, 12 bedspreads or coverlets, 6 sheets, 12 

towels, 4 mattress covers, a bolster and two pillows. A quilt may also have 
been included:'43 This trousseau freed the new wife from the need to outfit 
her own household; she then continued the tradition for her own daugh
ters. Note that quilts are not central to the trousseau, the focus being on 
handwoven blankets, which were almost exclusively woven from coton 

jaune. It is sometimes mentioned that each son received a blanket. 

Research Methodology 

The goal of this research was to study as many quilts made with Acadian 
cotonnade as possible, expanding on Dr. Kuttruff's textile analysis of three 
quilts, and determine whether any patterns could be established. To date 
the author has examined twenty-four quilts (twenty-three in person and 
one through photographs), which includes the three quilts in Dr. Kut
truff's study. (Appendix A.) Each quilt was measured and photographed, 
front and back, along with any unusual materials, patches, damage or 
other notable features. The author visually identified its fabric, batting and 
thread content; noted condition, repairs and binding; determined and 
sometimes sketched construction method; counted the number of pieces 
in each construction segment; sketched the quilting pattern and measured 
the stitches per inch and line spacing; and documented any provenance, 
including exhibition or publication history. In the case of the eight quilts 
in the Holden collection, thread counts for four representative sample 
pieces from each quilt were also recorded. The Quilt Index documentation 
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Appendix A: Acadian Cotonnade Study Quilts 

Category /Study Name I Location 

Acadian Format/Clothing Scraps 

Gallier Summer Spread Gallier House New Orleans, 
Acc. #1973.74.1 

Holden #117 Holden Family Collection 

Holden #118 Holden Family Collection 

Holden #119 Holden Family Collection 

Holden #124 Holden Family Collection 

LafSci AB6 Lafayette Science Museum, 
Acc. #2009 .011 o 

Laf Sci Thompson Lafayette Science Museum, 
Acc. #1985.3 

LSM Holden #1 Louisiana State Museum New 
Orleans, Acc. #198i.9 

LSM Holden #2 Louisiana State Museum New 
Orleans, Acc. #1982.134 

LSU AB5 LSU Baton Rouge, Acc. 
#2007.074.001 

Reaux #1 Reaux Private Collection 

Whitecloud #2 Whitecloud Private Collection 

Whitecloud #3 Whitecloud Private Collection 

Whitecloud #4 Whitecloud Private Collection 

Acadian Format / Household Textiles 

Erath #1 Acadian Museum Erath, no 
accession number 

Gallier Whole cloth 

LafSci DesHotels 

Miller Whole cloth 

Whitecloud #1 

Gallier House New Orleans, 
Acc. #197p9 

Lafayette Science Museum, 
Acc. #1984.20 

Miller Family Collection 

Whitecloud Private Collection 

Block Format/Household Textiles 

Holden #120 

Holden #121 

Holden #122 

Holden #123 

Whitecloud #5 
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Holden Family Collection 

Holden Family Collection 

Holden Family Collection 

Holden Family Collection 

Whitecloud Private Collection 

Date 

ca 1900; by ~Amour de 
Maman curator 

l st qtr 20th century; by author 

l st qtr 20th century; by author 

ca 1920; by ~Amour de 
Maman curator 

l st qtr 20th century; by author 

ca 1950; by museum or collector 

ca 1930; by author 

ca 1890; by ~Amour de 
Maman curator 

ca 1920; by museum 

l st qtr 20th century; by author 

l st qtr 20th century; by author 

l st qtr 20th century; by author 

l st qtr 20th century; by author 

l st qtr 20th century; by author 

3rd qtr 20th century; by author 

ca 1900; by ~Amour de 
Maman curator 

3rd qtr 20th century; by author 

ca 1910; by family member 

3rd qtr 20th century; by author 

3rd qtr 20th century; by author 

3rd qtr 20th century; by author 

3rd qtr 20th century; by author 

3rd qtr 20th century; by author 

3rd qtr 20th century; by author 



form was used as a recording tool, and the notes were compiled into an 
analysis database.43 

During this time period two coton jaune researchers, Sharon Gordon 

Donnan and Suzanne Chaillot Breaux, released a new documentary in 
DVD format: "Coton f aune-Acadian Brown Cotton, a Cajun Love Story:' 

The author attended two premieres of this film, both of which included 
paper presentations and discussions by experts in the field. The author 
also learned how to weave, taking a class in Acadian weaving at the John 
C. Campbell Folk School in North Carolina, and learning the basics of 

two-harness weaving plus the Louisiana Acadian techniques of cordons, 

boutons and chenilles. 

While Louisiana Acadian weaving is well documented, Acadian quilt
making is not. A search of the literature revealed no publications on 
Acadian quilts, except Dr. Kuttruff's articles and the author's article for 

Blanket Statements. 45 Requests for information on other studies of Acadian 

quiltmakers and their quilts consistently received a negative response: Aca
dian music, food, storytelling and language have all been extensively docu
mented, but not their quilts. Two Louisiana quilt documentation projects 
have skipped Acadiana, covering only the northern half of the state, the 
southeastern parishes and the area around New Orleans.46 Online searches 
for Louisiana quilts made from homespun fabric in the Quilt Index 

(which includes the original Louisiana documentation project's quilts) 
and the International Quilt Study Center's online collection yielded no 

results.47 
As noted above, a quilt is sometimes mentioned in the L'Amour de 

Maman trousseau, but its inclusion is parenthetical. The author found 
only one historic reference to Acadian quilts, in the anonymous Breaux 

Manuscript mentioned above. The best documentation that Acadian 
women made quilts exists in the quilts themselves. And the earliest quilts 
made by the Acadians were probably made from cotonnade weaving 
scraps. 

Acadian Format or Block Format 

The most notable feature of the traditional Acadian cotonnade quilts in 
this study is their lack of any standard pieced pattern. Nineteen of the 
twenty-four quilts in the study fit this description, and the author has 
chosen a label proposed by American Quilt Study Group member Xenia 
Cord-Acadian format. In this style, fabric pieces of various sizes and 
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Fig. 7. Blue Acadian format quilt with fan quilting (Holden #119), c. 1920, 87 x 71 

inches, Holden Family Collection. Photograph by Jim and Reni Zeitz. 

shapes are joined into long strips, which are combined to make the quilt. 
This method of construction reflects Acadian frugality of materials and 
time expenditure.48 (Fig. 7.) 

The strips in the tops of fourteen of the Acadian-format quilts run 
vertically (along the long axis of the quilt); three of the quilts are con-
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Fig. 8. Block format quilt with cordons in inner and outer sashing (Holden #121), c. 
i970, 88 x 69 inches, Holden Family Collection. Photograph by Jim and Reni Zeitz. 

structed with horizontal strips, and the piecing method of one quilt could 

not be determined. The average number of strips per quilt top is five, with 

a range of two to thirteen; they vary in width from four inches to forty

one inches. Most of the quilt backs are also constructed in vertical strips.49 

The average number of pieces in each top in these Acadian-format quilts 
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Fig. 9. Acadian format quilt of household fabrics (Erath #1), c. 1970, 62 x 46 inches, 

Acadian Museum, Erath, Louisiana. Photograph by the author. 

is 115, with a range of 41 to 214. This study did not determine the number 

of unduplicated fabrics in each quilt top, but Dr. Kuttruff's study identi

fied eighty-nine different fabrics in three quilts. 50 

Three pieces in this study have unusual formats. The first, cataloged 

as a "quilt top" in the L'Amour de Maman exhibit catalog, is an Acadian

format summer spread. It is constructed in three vertical strips; the center 
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strip is a loom-width wide, with four pieces of the same fabric and visible 

selvedges. All seam edges in the spread are hand overcast. Two others 

could, from their visual appearance, be classified as whole-cloth quilts, 

being made exclusively of white cotonnade fabric, with large pieces of fab

ric on front and back. Both of these follow the Acadian format of joining 

pieces into long strips. 

The remaining five quilts in the study are block-pieced with simple 

squares: two are constructed in a checkerboard pattern from two fabrics, 

one is a Four Patch quilt with inner and outer sashing, and two are Nine 

Patch quilts with sashing. (Fig. 8.) 

Clothing Scraps or Household Textile Scraps 

The twenty-four study quilts can alternatively be grouped by type of 

cotonnade fabric scraps. Fourteen quilts have tops composed mainly of 

clothing-type cotonnade fabrics. Two quilt tops in this group have small 

amounts of commercial fabrics, two are composed of approximately thirty 

percent and one of seventy percent commercial fabrics. Interestingly, 

many of the commercial fabrics in these quilts were woven in traditional 

Acadian color-and-weave patterns, demonstrating that commercial 

yardage duplicating Acadian cotonnade patterns was being produced and 

marketed in the area by the early twentieth century.51 All of these fourteen 

quilts are in Acadian format; the pieces that comprise the strips are largely 

rectangles but sometimes are angled, appearing to be clothing remnants 

from cutting out legs or sleeves. The remaining five Acadian-format quilts 

and the five block-format quilts are made mostly or exclusively with 

household textile cotonnades. (Fig. 9, color plate 4.) 

The backs of four of the clothing scrap quilts are also pieced from 

clothing-type fabrics. One quilt has a few commercial fabrics on the back, 

and one has a grey commercial fabric for the majority of the back. The 

backs of the other twenty quilts are all or predominantly household 

cotonnades, usually solid white. 

Construction Methods 

The quilts in this study share many construction methods. All but 

three are hand-pieced on both sides; one block-format quilt and two 

Acadian-format quilts with significant amounts of commercial fabrics are 

machine-pieced. All are self-bound from one side to the other, except for 

one that has a whip-stitched knife edge finish. All are hand-quilted at two 
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Appendix B: Acadian Cotonnade Study Quilt Characteristics 

Quilting Knots Shared 
Study Name/Category Condition Oganization Pattern Visible Fabric 

Acadian Format/ 
Clothing Scraps 

Gallier Summer Spread Fair/worn Vertical strips n/a n/a 

Holden #117 Fair/worn Vertical strips Parallel lines Yes x 
Holden #118 Fair/worn Vertical strips Elbow/fan Yes 

Holden #119 Very good Vertical strips Elbow/fan Yes 

Holden #124 Very good Vertical strips Elbow/fan Yes 

LafSci AB6 Fair/worn Vertical strips Elbow/fan Yes 

LafSci Thompson Fair/worn Vertical strips Elbow/fan Yes 

LSM Holden #1 Fair/worn Horizontal Elbow/fan Yes 
strips 

LSM Holden #2 Fair/worn Vertical strips Elbow/fan Yes 

LSU AB5 Fair/worn Unable to Parallel lines Yes x 
determine 

Reaux #1 Fair/worn Horizontal Elbow/fan Yes 
strips 

Whitecloud #2 Fair/worn Horizontal Parallel lines No 
strips 

Whitecloud #3 Fair/worn Horizontal Single fans Yes 
strips 

Whitecloud #4 Fair/worn Vertical strips Elbow/fan Yes 

Acadian Format/ 
Household Textiles 

Erath #1 Very good Vertical strips Elbow/fan No x 
Gallier Whole cloth Good Vertical strips Elbow/ Yes 

fan; lines 

LafSci DesHotels Very good Vertical strips Ditch No x 
Miller Whole cloth Good Vertical strips Elbow/ Yes 

fan; lines 

Whitecloud #1 Very good Vertical strips Ditch No x 
Block Format/ 
Household Textiles 

Holden #120 Very good Blocks Ditch No x 
Holden #121 Very good Blocks Ditch No x 
Holden #122 Very good Blocks Ditch No 

Holden #123 Very good Blocks Ditch No x 
Whitecloud #s Very good Blocks Ditch No x 
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to three stitches per inch. Batting when visible is cotton; one quilt has a 
mix of white and coton jaune batting. 

There are significant differences in quilting pattern between the 
clothing scrap quilts and the household textile quilts. All in the first group 
have either elbow/fan or parallel line quilting.52 In all but one the thread 
knots are visible on the outside of the quilt. In contrast, seven of the ten 
household textile quilts are quilted in the ditch around individual pieces, 
and knots are buried in eight of these ten quilts. The quilting thread in 
nine of the clothing scrap quilts appears to be either hand spun or un
mercerized white thread; this could indicate a construction date before 
1898.53 One block-format quilt is quilted with monofilament, and the rest 
appear to be quilted with commercial mercerized thread. Quilting thread 
is white in all instances but three; two of the household textile quilts are 
quilted with black thread and one with brown. 

Two household textile quilts are small (forty-six by sixty-two inches 
and forty-eight by fifty-seven inches), probably made for use by children. 
The other twenty-two quilts average sixty-nine inches wide and eighty
seven inches long.54 

Condition is dramatically different between the quilts made from 
clothing scraps and those made from household textiles. All but two in the 
first group are obviously worn, and most are stained and heavily patched. 
All of these quilts were repaired after construction, although some fabrics 
exhibited stains and fading that existed before construction, indicating 
that the fabrics were from used clothing as well as from construction 
scraps. In some pieces the coton jaune threads were disintegrating, and 
nearly every instance of dark brown dyed thread was damaged, while the 
white and indigo cotonnade threads exhibited more durability. The repair 
patches were skillfully applied. In the summer spread two holes in a blue 
and tan striped fabric were patched with the same fabric; the stripes were 
matched and the patches were finished on both sides. Some patches were 
themselves comprised of many small pieces of fabric. 

In contrast to the poor condition of the clothing scrap quilts, the 
quilts constructed of household cotonnades are all in good or very good 
condition. Most have some stains, fading and patches, but repairs were 
usually made prior to quilt construction, indicating that used household 
textiles were converted into quilts. An interesting observation found in 
both groups of quilts is that in general there does not appear to be signifi
cant wear from use as bedding. Few stains are found to penetrate from 
front to back, and there is little wear or discoloration along the short edges 
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Appendix C: Acadian Cotonnade Study Quilts with Shared Fabrics 

SHARED FABRICS Holden #117 LSU AB5 Erath #1 

Solid tan x 

Brown with white and blue stripes 

Lt tan with blue and white stripes x 

Tan with red cordon x 

Light tan with three light tan stripes x 

Pale tan stripe x 

Medium tan stripe 

White with pale blue stripe 

White with triple blue stripe x 

Yellow/tan with two white stripes x 

Two-tone tan large scale plaid 

Pale tan nubby x 

Light tan with multiple blue and white stripes x 

Red/blue plied x x 

of the quilts from being handled along these edges. 
These quilts exhibit many examples of the weavers' skill. Many 

clothing cotonnades include weft pattern changes, where the weaver used 
one warping to create a variety of patterns; the transition areas were used 
in the quilts. The Four Patch quilt includes two sashing fabrics with 
cordonne; the inner white sashes have a pattern of eight cordons while the 
coton jaune outer sashings have single red cordons. Dr. Kuttruff noted 
red/blue and blue/white thread duble plying in one quilt in her study, 
creating mottled effects.ss Red/blue duble fabric is also found in one of the 
Holden Family Collection quilts. 

Dating Acadian cotonnade quilts is difficult, since normal quilt dating 
metrics do not apply. Most were purchased from individuals, flea markets 
or antique shops in the 1970s and 1980s, with no provenance. Museum 
curators have assigned dates between 1890 and 1950 to seven quilts, and I 
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LafSci 
Des Hotels 

x 

x 

x 

x 

x 

x 



Whitecloud #1 

x 

x 

x 

x 

x 

x 

Holden #120 Holden #12 Holden #123 Whitecloud #s 

x x x x 

x x 

x 

x 

x x 

x x x 

x x x 

x 

x 

x x x 

have estimated a date of around the turn of the twentieth century for the 
other clothing-style quilts based on their condition and the phasing out of 
clothing production in the last half of the nineteenth century. (Appendix 
A.) But without the normal dating methods of fabric and style analysis, 
these estimates could be significantly incorrect. In two instances, though, 
we know who made the quilts, and we can estimate when they were made. 

The Thompson Family Quilts 

The Lafayette Science Museum displayed many of its Acadian textiles, in
cluding three cotonnade quilts, at the premiere of the documentary film 
"Coton f aune-Acadian Brown Cotton, a Cajun Love Story" held there in 
September, 2014. Three quilts were included, one with this information on 
its collection card: "Acadian Patchwork Quilt by Mrs. Evan Thompson of 
Ville Platte. Fabric threads spun & woven by Mrs. Paulene [Thompson] & 

Louisiana Acadian Cottonade Quilts 89 



Appendix D: 

Thompson 

Family Tree 

Ni neOther Children 
THOMPSON 

Emelie FONTENOT 
1840-1876 

Denis THOMPSON 
1889-1926 

Three Other Chi I dren 
THOMPSON 

Andre THOMPSON Sr 

Andre THOMPSON Jr 
1859-1 900 

Eve VIDRINE 
1891-1956 

V ocrhies THOMPSON 
1914-2001 

Mel ite FONTE NOT 
1839-1 879 

Pol asti ne FONTE NOT 
1860-1939 

Pol ina THOMPSON 
1896-

John Dennis THOMPSON 
1936· 

Mrs. Emily Fontenot Thompson. Purchased by the Museum Association 
from Mrs. Betty Leger of Eunice." (See fig. i.) The buyer, Betty Leger, con
nected the author with the Thompson family in Ville Platte. The author 
determined, from information collected from the family during a visit in 
2015 and additional genealogical research, that the maker of the quilt, 
"Mrs. Evan Thompson;' was probably Eve Vidrine Thompson.56 

Eve Vidrine, daughter of Artemon and Emelie Vidrine, was born in 
1891 in St. Landry Parish. She married Denis Thompson (b. 1889), son of 
Andre Thompson Jr. and Polastine Fontenot Thompson. Andre and Polas
tine had twelve children, including son Denis and daughters Polina and 
Olina. Andre's father, Andre Thompson Sr., married Emelie Fontenot 
(1840-1876) in 1875 after the death of his first wife Melite in 1874. Emelie 
and Melite were first cousins.57 Eve Vidrine and Denis Thompson had four 
boys between 1912 and 1923: Avie, Voorhies, Curliss and Joseph Aaron. 
(Appendix D.) Eve made a quilt for each boy, and Voorhies' quilt was 
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Wil li am DESHOTELS 

Vernon MILL ER 

Greg MILLER 

Olina THOMPSON 
1898- 1996 

Jency DESHOTELS 
1932· 

Two Other Chil dren 
MILLER 

passed down to his son John 
Dennis Thompson.58 Eve died in 
1956; Voorhies' quilt was pur
chased by Betty Leger, and she 
sold it to the Lafayette Science 
Museum in 1985. 

The Thompson quilt is 
similar to the other traditional 
Acadian-format quilts in the 
study. It is constructed of seven 
vertical strips with over 150 coton 

jaune and indigo pieces, plus a 
few pieces of commercial twill 
fabric. The back is also con-
structed of vertical strips of in
digo and coton jaune fabrics; one 
long blue panel has multiple weft 
pattern changes, and this panel 
also has four dark dart shapes 
along one edge, indicating its 
possible initial use as clothing. 
The quilt is quilted in an elbow/ 
fan pattern. It has been well 
used, with stains, tears and 

patches. The date of 1950 assigned by the museum is probably late; Eve 
probably made each boy's quilt for him before he married, and since 
Voorhies married in 1932 a more accurate date would be around 1930. 

This quilt preserves the weaving tradition of the Thompsons and 
Fontenots. The index card states that the fabrics in the quilt were spun and 
woven by"Mrs. Paulene [Thompson] & Mrs. Emily Fontenot Thompson:' 
Paulene is probably Polina, Eve's sister-in-law, and Emily Fontenot 
Thompson is probably Andre Sr.'s second wife Emelie, who died at the age 
of thirty-six in 1876. If Emelie did indeed create some of the cotonnades in 
the quilt, they were over fifty years old when they were incorporated into 
the quilt. 

The estate inventory for Emelie Fontenot Thompson in 1876 lists "one 
flax wheel;' and Andre Thompson Jr.'s estate inventory in 1906 included 
three spinning wheels, two sewing machines, thirty bed spreads and "1 lot 
quilts."59 But neither Artemon Vidrine's estate in 1916 nor Eve Vidrine's 
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estate after her death in 1956 included looms or spinning wheels.60 This 
could reflect a difference in the two families-that the Thompsons wove 
but the Vidrines did not-but it is more likely that it reflects the abandon
ment of home production of textiles in this time period. 

Eve was not the only member of the family to make quilts out of the 
old cotonnade fabrics that had been created by the family. Jency DesHotels 
Miller, daughter of Olina Thompson DesHotels (1898-1996, sister of 
Polina Thompson and sister-in-law of Eve Vidrine Thompson), remem
bers that her mother inherited some of the family's white cotonnade tex

tiles and split them with her sister Ude in the 195os.61 Jency believes that 
Polastine Fontenot Thompson, Olina's mother, wove cotonnade and that 
the family still had a loom around the turn of the twentieth century. Olina 
made two quilts with her cotonnades, and Ude quilted those quilts, which 
remained in Ude's family. 

A white quilt now owned by Jency Miller's son is included in this 
study. This quilt might have been made by Olina, or possibly by Polastine 
or one of Olina's sisters. It resembles the other Acadian-format quilts in 
every way: vertical strip piecing, self-binding, and elbow quilting with 
large stitches and widely spaced rows. It has a few patches, but no staining 
or other signs of heavy use. (See fig. 2.) 

Olina and Jency, who was born in 1932, also made traditional quilts 
with commercial fabrics. Together they quilted a hexagon quilt top that 
had been pieced by Olina's mother, Polastine, before she died, when Jency 
was around six years old. The top was saved for Jency, and taken out and 
quilted when Jency wed in 1950. Olina often had quilting parties with her 
sisters, family and friends. She sewed for additional household income, 
using commercial patterns even though she could not read, and saved the 
scraps for her own quilts. Jency remembers that her family had cotonnade 

for clothing when she was young but that no new cotonnade was being 
woven. Jency also remembers sleeping under coton jaune blankets that had 
been woven at her grandmother Polastine's house. They valued coton 

jaune blankets as bed coverings, but not cotonnade quilts, which were con
sidered old and unimportant and were used for moving and covering 
things. As an example of this, the white quilt in this study was passed 
down to Jency's son Greg to use when camping. This attitude toward these 
quilts could explain the observation about condition noted above-that 
they appear to not have been used as bedding.62 

The fact that these cotonnade fabrics are still remembered by family 
members, and that the Thompson quilt's documentation includes the 
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makers of the fabrics, along with the maker of the quilt, emphasizes their 
importance to these families. These quilts, which preserve the handwoven 
textiles in a useful form, reinforce the strong family connections found in 
Acadian families, their ethic of frugality, and the value placed on their 
cotonnade weaving tradition. 

The Nine Patch Quilter 

During the analysis phase of this project the author noticed similari
ties in the household textile quilts. The four Holden Family Collection 
block-format quilts have strikingly consistent construction and quilting 
techniques, and the fabrics in the quilts in two different museums are 
markedly similar. By studying the photographs of each quilt the author 
has determined that these are more than coincidence: nine quilts in the 
study share the same fabrics. (Appendix C.) All but one of the shared fab
rics are distinctive household cotonnades. A solid coton jaune fabric with 
red cordons is used in two quilts; a yellowish-tan fabric with two white 
stripes in three quilts; a dark brown fabric with a specific white and blue 
stripe pattern in two quilts; and a pale tan fabric with a loose nubby tex
ture in six quilts. At first it appeared that only the household textile quilts 
were connected, but further examination revealed that a fabric pieced into 
a household textile quilt is also used to patch an older clothing scrap quilt. 
This older quilt also has pieces of the mottled red/blue plied thread fabric 
which is used in the quilt at LSU. (Fig. 10.) 

It is certainly possible that multiple weavers were sharing weaving 
patterns or exchanging fabrics, but attributing all of these fabrics to one 
individual or family explains other observations about the household tex
tile quilts. Most of these quilts are in very good condition, showing no 
signs of post-construction use, although most also include fabrics that 
were used before quilt construction. All of the block-format quilts, except 
the Holden checkerboard quilt, are included in this pool of nine quilts 
with shared fabrics; all of the quilts that are quilted in the ditch except that 
same one are in this group; all of the quilts with buried knots except one 
clothing scrap quilt are in this group; and all use modern quilting threads. 
Based on construction method similarities, the Holden checkerboard quilt 
is probably also part of this group, even though it does not share fabrics 
with the others. It is also likely that closer examination would reveal other 
duplicated fabrics between these quilts. All of these weak clues, when 
taken together, suggest a single quiltmaker. 
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Fig. 10. Acadian format quilt of clothing fabrics (Holden #117), c. 1910, 87 x 69 

inches, Holden Family Collection. Photograph by Jim and Reni Zeitz. This quilt 
includes a piece of red/blue plied thread fabric also found in a quilt at Louisiana 
State University (LSU AB5), and has patches of household textile fabric also used to 
construct a household textile style quilt now at the Lafayette Science Museum (Laf 
Sci DesHotels). 

A likely explanation is that Acadian textiles passed down in a family 
were repurposed as quilts by an Acadian who had learned current meth
ods of quilt construction. The quiltmaker retained the traditional quilt 
construction methods found in the earlier quilts: hand piecing, hand 
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quilting, and back-to-front binding. The quiltmaker pieced three of the 
quilts in Acadian format, and used traditional elbow/fan quilting in one of 
them. The quiltmaker also used new methods: block-format piecing, ditch 
quilting, colored quilting thread and buried quilting knots. And the quilt
maker made two of these quilts in a smaller format than was traditional. 
This conversion of sheets to quilts might have been an attempt to preserve 
the heritage of a weaving family while also creating useful as well as beau
tiful objects-very Acadian characteristics. 

Some of these quilts may have been made specifically for sale, since 
in the late 1970s interest in collecting these textiles increased, with more 
money offered for quilts than for sheets. Whatever the motive for making 
the quilts, they were sold to multiple collectors and are now found in pri
vate and public collections across the area. Based on this analysis, the date 
of construction for the household textile quilts in this study is probably 
the third quarter of the twentieth century. 

Conclusion 

Many quilts made in block format with commercial fabrics are found in 
public collections in the Acadiana area. An obvious next step in research
ing Louisiana Acadian quilts is to study these quilts to answer the ques
tion: When did Acadian women first start making quilts, and how do 
cotonnade quilts fit into that tradition? Louisiana folklorist Susan Roach 
asserts that" [ t] raditional quiltmaking ... is widely practiced by Anglo- and 
African-American women in the rural areas of the state .... [T]he quilt
making tradition traveled to Louisiana with settlers across the upland 
South."64 Is this true for the Acadiana region? Did the influx of Americans 
to the area after the Louisiana Purchase influence Acadian households and 
their reliance on blankets for warmth? Or was quiltmaking a later develop
ment, influenced by increased literacy and communication options? Did 
the desire to be "more modern" influence the change? Areas to research 
include estate inventories, area newspapers, public and private collections 
and the family traditions of current Acadian quiltmakers. 

William Faulkner Rushton asserts: "Weaving is the principal and most 
accomplished craft of the Cajuns. Outside of Cajun music and the rich 
Cajun language, weaving is the oldest, and least modified, surviving folk 
phenomenon of the culture."65 The quilts in this study document this 
important heritage by preserving the weaving tradition in a new form. 
Traditional Acadian-format quilts may have been made for practical 
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reasons from the scraps left over from clothing construction, and they cer
tainly reflect the frugality and self-sufficiency apparent in all aspects of 
Acadian life. But they also underscore the central importance of the ex
tended family and the continuity of established traditions, and thus can
not be considered simply utilitarian objects. The quilt made by Eve 
Vidrine for her son Voorhies and the quilt now owned by Jency DesHotels 
Miller's son from cotonnade remnants passed down through this extended 
family manifest not only love for these sons, but their connection with 
their ancestors through these textiles. The newer quilts represent a desire 
to preserve family textiles in a modern format. And all of the quilts record 
the artistry and creativity of the patterns the Acadian weavers wove as they 
made their cotonnades. They are important cultural artifacts that docu -
ment and preserve Acadian heritage. 
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Baltimore Album Quilts: 

-N-ew~R-es_e_a_rc_h~~~~~~~~~---'.(~~~-~ 
Deborah Cooney and Ronda Harrell McAllen 

This paper reexamines the Baltimore Album quilt genre, adding to the 

substantial body of knowledge generated by previous studies. It analyzes the 

stylistic change in high-style Baltimore Album motifs that occurred around 

1848 and confirms the participation of professionals in block design and 

preparation. A compilation of new information on quilts made for Protestant 

ministers documents the role of these quilts in defining a specific Baltimore 

Album style, and in raising the level of their artistic expression. This study 

suggests that by the 1840s social and cultural ideals prescribed for women 

were changing, as seen in album quilt motifs and inscriptions that revealed 

Baltimoreans' religious, political, patriotic and reformist beliefs. 

Reassessment 

Baltimore Album quilts continue to rank among the most accomplished 
creations of women's art ever made. 1 Several major studies of this phe
nomenon have been published, beginning in 1946 with William Rush 
Dunton, Jr., followed by Dena Katzenberg, Elly Sienkiewicz, Jennifer 
Goldsborough, and Nancy Davis. This paper builds on the research of 
these scholars, reassesses the quilts' stylistic progression, and incorporates 
information from quilts and genealogical evidence discovered since those 
works were published.2 

Considered as a group, Baltimore Album quilts give insight into the 
families, religions, reforms, and political climate of the city and surround
ing areas during the 1840s and 1850s. Researchers now have additional 
resources with which to study their production. Digital databases, search 
engines, and expanded computerized technology have allowed fresh in
sights into the time frame in which the quilts were produced, the social 
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context influencing the city and region, and influence of religious and po
litical affiliations on their makers. 

Emergence 

Quiltmaking was in its infancy in the post-Revolutionary period. Fabrics 
and layouts fashionable in Britain and France influenced styles across the 
Atlantic for years to come. The European "Romantic" movement came to 
the U.S. in the early 19th century, promoting a desire for freedom from 
tyranny, greater self-expression, love of nature, and similar liberating im
pulses. In this country, Romanticism influenced literature, architecture 
and dress as well as motivating republican concepts ofliberty, individual
ism, and civic engagement. In popular culture, Romantic ideals including 
the value of imagination and emotional sensibility, and the pursuit of the 
divine through nature, persisted through mid-century.3 

The concept of"republican motherhood" followed from Romantic 

ideals-the duty of women to teach republican values to their children. 
After about 1820 a home-grown ideology termed by historians the "cult 
of domesticity" dovetailed neatly with republicanism and the increased 
religiosity of the Second Great Awakening revivals. Women, according to 
the social expectations of the period, were meant to inhabit the private 
domain of the home rather than the public sphere of men. They were to 
"cultivate piety, purity, submissiveness, and domesticity in all their rela
tions;' according to historian Lucinda MacKethan.4 Women's roles were to 
be wives and mothers overseeing their children's education and creating a 
domestic haven from the world of politics and commerce. These dictates 
were promoted by men and women through popular magazines, house
keeping manuals, and the sermons of clergymen. 

Prescribed behavior for the "true woman" applied largely to Protes
tant women of the expanding middle class and the elite, not to the poor or 
to ethnic and racial minorities. While confining in many ways, the home
centered culture allowed women, within limits of propriety, some freedom 
of thought and activity-given their "natural" gifts of purity and humility. 
Restrictions were never applied consistently, and receded as women 
pushed the boundaries. 

By the early 1830s, women participated in activities that brought them 
out of the domestic sphere prescribed for them, and into "public social 
space:'s Popular literature and women's private diaries mention their in
volvement in benevolent societies and charity work. Many women became 
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involved in organizations that provided relief to the poor, founded schools 
and orphanages, and visited the disabled and sick in their homes. The 
temperance movement became one the most widespread causes for 

women in the 1830s and 1840s. Only the bravest advocated for dress re
form, the abolition of slavery, or the rights of women. 

Women had long been active in their churches, raising money for 
home and foreign missions, and sewing for the poor. Women's efforts 
aided the basic functioning of many churches. However, ministers relied 
on women for more than their labor. Clergy had turned to women to sup

port the theological turn toward a kinder and gentler God in the early 
nineteenth century.6 The Protestant religious revival brought a widespread 
rejection of the old Calvinistic orthodoxies, emphasizing instead 
mankind's potential for good by their own efforts. Ministers recognized 
the power of women's "informal" influence within congregations and 

communities. For example, Methodist minister George C. M. Roberts 

became known as "the quilting room preacher" in the 1830s when one 
woman arranged for a reluctant community of local women to meet him 
during a quilting bee.7 

All of these trends appear in the quilts of the era. New England mills 
produced millions of yards of affordable fabric by the early 1830s, and im
ports supplied more. Quiltmaking was "democratized" as larger numbers 

of women could buy fabrics dyed and printed mechanically. 8 They began 
making quilts in large numbers, judging by the legacy of those that sur
vive. While constructed in fashionable patterns and colors, some of these 
bedcovers revealed the makers' social, religious and political leanings.9 

Quilts were made as tokens of high regard for public figures such as politi
cal leaders and ministers; celebrations of life events; and evidence of com

munity needs, such as charity and sobriety. One type of quilt-high-style 
album quilts made in and near Baltimore around mid-century-particu
larly manifest the convergence of these trends. 

The city of Baltimore lay in the center of the developing nation. Geo
graphically set between North and South, it became a boomtown follow
ing the end of the War of 1812. Its port received domestic and international 

shipments, and canals linked the city to the interior. Baltimore received 
the first telegraph line and the terminus of the first railroad line. In 1824 
President John Quincy Adams called Baltimore the "monumental city" for 
its memorial tributes to George Washington and a victory over the British 
in 1814, plus the spires of many churches. Residents took pride in the city's 
importance in transportation and communications revolutions and in its 
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architectural beauty.10 

The early decades of the nineteenth century saw rapid population 
growth and industrial development, especially in cities such as Boston, 
New York, and Philadelphia. Baltimore moved more slowly into the 
changing economic and social currents, a transition somewhat softened by 
its cultural homogeneity. Its population consisted of British and German 
immigrants, plus a sizable number of free blacks and slaves. 

Local women began making album quilts, in which each block was 
different, in the early 1840s as the style spread beyond its origin in the 
Philadelphia-southeastern Pennsylvania region. 11 Around Baltimore, the 
album style integrated with fine applique work done with floral chintz 
cut-outs. Maryland albums used the newer calicos of red and green in the 
block style; they contained more floral appliques and fewer Pennsylvania
favored geometrics and paper cut-outs. Many album blocks featured 
names of donors, Bible verses, lyrics from hymns, and lines of sentimental 
poetry. The Romantic era seemed obsessed with gardens and with flowers, 
which appeared in clothing and decorations for the home. The numerous 
publications on the language and meaning of flowers probably inspired 
many floral wreaths, bouquets and baskets on album quilts.12 

Early High Style 

In amazingly few years, album quilts in Baltimore and its environs 
became extraordinary in realistic representation and complex layering of 
applique pieces. Even the early Baltimore Album quilts often included new 
designs, especially crossed branches, floral wreaths, bouquets in baskets, 
and three-dimensional flowers. Album blocks appeared that are among 
the most elaborate and graceful in the long history of American quiltmak
ing. 

By about 1845, one particular style had reached a very high level of 
excellence. Its blocks depicted eagles with flags and liberty caps; epergnes 
and cornucopias loaded with flowers and fruits, doves carrying branches, 
and album books or Bibles. Buildings and memorials also appeared: the 
U.S. Capitol; Baltimore's Merchant Exchange and its Battle Monument, 
several Protestant churches, the earliest Baltimore & Ohio Railroad 
engine. A spectacular quilt top dated 1846 comprises twenty-five blocks 
all by the same master maker or group of makers (fig.1, color plate 5). 13 

Each square contained multiple, complex elements. Some flowers have up 
to fifteen pieces set in five or six layers. 
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Fig. 1. Early Designer I blocks, one dated i846. Many motifs are composed of 

multiple pieces in several layers. Cotton, 86 x 84 inches, Daughters of the American 

Revolution Museum 98.31. 

The effect of the combined shapes and colors on the modern viewer 

is almost visually overwhelming, which may explain why this top is the 

only one known with all blocks by this designer. Other album quilts put a 

group of these blocks in the central section, perhaps with one or two in 

the outer frame. 14 

Many of the same blocks appear in quilts by different makers, sug

gesting squares produced in kit form. 15 Very similar blocks exist with vari

ous elements and fabrics swapped out: bouquets sit in different baskets, 

epergnes contain different fruits, wreaths have other flowers, and eagles 

are reversed. The designer or blockmaker apparently customized these 

squares to suit buyers who appliqued them with varying skills, which 
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Fig. 2. Mature Designer I block, motifs of fewer pieces more tightly massed, c. i850. 

Cotton and silk, 26 x 26 inches. Authors' collection. 

accounts for some having a better effect than others. 
This scenario implies a personal interchange between buyer and 

seller. No records of such transactions have come to light. However, ori
gins of many quilts with these blocks can be traced to Baltimore's inner 
wards near the port. Many, though not all Baltimore Albums, bear signa

tures that allow the location of the donors to be found. Quilts with high
style designs had imitators, as these blocks were soon copied in less 
elaborate form. Simple "cookie-cutter" shaped motifs found in the same 

quilts as high-style motifs and in the same fabrics suggest that these 
women worked together, or that the group sold simpler blocks at a lower 
price. 16 
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Fig. 3-Album Quilt, 1848; American; cotton; 1001/4x100 1/4 inches; Saint Louis Art 

Museum, Gift of Mrs. Stratford Lee Morton 1:19n 

Later High Style 

Beginning around 1848, album blocks appeared that took high-style de

sign to yet another level. These squares had even more elaborate wreaths 

and large baskets filled with tighter groupings of blossoms and more over

lapping edges. Especially noteworthy is the woven wicker basket with one 

edge raised. The basic visual vocabulary remained much the same as in 

the earlier high style, but the ornamentation became even greater, and 

near-perfection was achieved in graceful arrangement and draping of all 

elements. Printed fabrics gave depth and contour to individual motifs, 

adding almost a third dimension (fig. 2). 

By 1848, this designer achieved a breakthrough in the shaping and 
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Fig. 4. Album quilt made by Maria Williams for Dr. John P. Mackenzie, c. 1850. Mary 
Simon cut and basted the blocks, according to diarist Hannah Trimble. Cotton and 
silk, 119 x 120 inches. William Rush Dunton, Jr., Dr. J.P. MacKenzie quilt, 1933· Quilt 
scrapbook volume IV, page 55, Dunton Quilting Collection, Archives and Manuscripts 
Collections, The Baltimore Museum of Art. DQ7.55 

assembly of individual motifs to produce intricate designs in a more effi
cient way-by reducing the number of fabric pieces needed. A daisy of 
four or five layers was reduced to one or two. Reverse-appliqued roses 
with tiny openings lost their under layer. The earlier reverse-appliqued 
tulips became more uncommon. Newer style flowers consisted of two lay
ers of three pieces, the top often a contrasting color and texture, including 
velvet and silk. All of these changes added up to a more natural and 
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Fig. 5. Baltimore Presentation quilt, c. 1849. Cotton, 106Xx103 % inches. 
Metropolitan Museum of Art, NY, 1974.24. 

refined look that could produce a complex block faster (fig. 3). 
Peak production of the high style lasted until the mid-185os, after 

which it faded quickly. Baltimore Albums continued to be made until the 
eve of the Civil War without the best of the older blocks. This surge of 

creativity that required such laborious enterprise has scant documenta
tion. It continues to defy efforts to identify the originators of the designs 
and patterns, production and assembly steps, inscribers, and calligraphers, 
in spite of the best efforts of numerous researchers. Women's assignment 
to the domestic realm and anonymity still held sway. 

Reviews of contemporary publications, newspapers and private di

aries have yielded only one short passage, found by Jennifer Goldsborough 
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Fig. 6. Route Hannah Trimble walked on February 1, 1850, to view quilts on exhibition 

and blocks at Mary Simon's home. 

during the work for Lavish Legacies, her exhibitions and catalogue of Bal

timore Album quilts and their history in the early 199os.17 A diary entry of 

Baltimore resident Hannah Mary Trimble for 1 February, 1850 reads: 

" ... Aunt S. & myself went to Mrs. Williams in Exeter St. to see a 

quilt which was being exhibited and intended for Dr. Mackenzie 

as a tribute of gratitude .... I could not imagine anything of the 

kind more perfect .... (Fig. 4.) 

... Then out to Mrs. Simon's in Chesnut St., the lady who cut & 

basted these handsome quilts-saw some pretty squares. [em

phasis added] Next went to Mrs. Sliver's in Constitution St. and 

saw some very beautiful quilts, one of which was a decidedly 

superior one similar to Mrs. Williams .... "18 (Fig. 5, color plate 6; 

fig. 6.) 

Trimble's phrase "saw some pretty squares" suggests that unfinished 

blocks similar to those on the just-viewed quilts were being offered for 

sale. This cottage industry production explains the appearance of nearly 

identical blocks on various album quilts. Goldsborough's research identi

fied Mary Simon as the woman showing the squares; she designated 
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Simon as Designer I of the three major style categories she formulated 
following her examination of around 300 Baltimore Album quilts for 
Lavish Legacies. 19 

Thus Simon's name has come to be associated with most of the high
style Baltimore Album blocks. She cut and basted quilt blocks, but 
whether she worked on her own or under someone else's direction is open 
to question. Recent research has uncovered more information on Simon 
and two other women, expanding the scope of the Designer I designation. 

Simon's Role 

Mary Simon was born Anna Maria Hergenrader in 1808 to Kasper Her
genrader and Maria Eva Sitzmann in Unterleichterbach, Bavaria. Ship 
records confirm that she arrived in Baltimore in late 1839 with one-year
old Catharina. Why she emigrated, who she knew in the city (if anyone), 
and how she supported herself are unknown. Philip Simon, a German 
weaver, arrived in Baltimore on June 7, 1844; sixteen days later he and 
Anna Maria were married. Perhaps they already knew each other or the 
union was arranged. Their family would have numbered four, including 
Philips's seven-year-old son. 

Philip Simon is not listed in the 1845 city directory or in the city tax 
records of 1846, which probably indicates that he had not accumulated 
enough property to meet the $so minimum for an assessment. He is listed 
as a carpet weaver in the 1847 city directory, which means that he and 
Anna Maria had managed to set up a household of their own. Perhaps at 
this point Anna Maria, or "Mary" to her American neighbors, had the 
stability and space in which to cut fabrics and assemble numerous pieces 
into kits. Goldsborough attributes the most accomplished high-style 
blocks to Mary Simon. She describes that in contrast with Simon's later 
work, blocks from this early phase were "more stylized designs using a 
great deal of brilliant blue rainbow fabric with applied yellow and red 
accents may represent a slightly more 'folk-y' phase of her work or that of 
another, similar, very talented designer:'20 

As a German-speaking, Roman Catholic immigrant in an overwhelm
ingly Protestant city, Simon probably was only dimly aware of pride in 
local prosperity, the evangelical religious fervor sweeping the city, or the 
political issues that led to the Mexican War. The designer of the early high 
style likely was native-born or a long-time Baltimore resident. Several 
early Designer I album quilts include pieces of chintz from the 1820s, 
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per haps from a scrap bag of long accumulation. 
Nevertheless, by 1848 Mary Simon was producing quilt squares. Her 

first known work for the Mackenzie and Sliver quilts (mentioned in the 
above quotation) must have been undertaken by late 1848, as the quilts 
were finished and ready for exhibition in early 1850. No evidence has yet 
surfaced to indicate that Simon was involved in the earlier phase. Hannah 
Trimble's diary credits her with supplying squares for quilts made by oth
ers and that people visited her home, presumably to buy similar squares. 

Fig. 7 a & b. Early-style rose (a); and mature-style roses (b, probably by Mary Simon). 
Detail a: cotton, 1846, Daughters of the American Revolution Museum 98.31. Detail 
b: cotton, c. 1850, authors' collection. 
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The extent of her involvement beyond these activities is not known. 
Goldsborough refers to the second design phase as Simon's "mature" 

style, which includes "intricately woven red baskets, miniature figures in 
fully tailored garments;' plus landscapes and sailing ships. She believes the 
mature style flourished between 1850 and 1854 and is epitomized by an 
album quilt made for Mary Heiner at the Maryland Historical Society 
(see fig. n). The spread rose almost defines the mature phase, using what 
Goldsborough describes as the "characteristic layered leaf or paisley
shaped petal technique."21 The earlier style of eight to twelve pieces per 
rose was reduced to five or six pieces (fig. 7a & b). 

Factors in the Transition 

Why did the shift in style take place at this point? Women exhibited their 
handiwork in their homes or shops, presenting opportunities for viewing 
the latest in what had obviously become a fad for making album quilts.22 

Among the few period references is the Baltimore Sun's description of a 
quilt presented to a minister in 1848: "one of the most elegant and curi
ously wrought bed quilts ever exhibited in this city:'23 This comment im
plies that exhibitions had occurred in previous years. By the early 1840s, 
women exhibited quilts and competed for premiums in local county fairs. 
County and church fairs were advertised in the local papers, but private 
exhibitions apparently spread awareness by word of mouth in a small 
community. 

The beginning of the annual fairs of the Maryland Institute for the 
Promotion of the Mechanical Arts in 1848 gave local women the opportu
nity to exhibit quilts and needlework to a wider public, which may have 
spurred greater creativity. Agricultural fairs provided other exhibition 
venues. Newspapers published lists of the items deposited for display in 
all categories and the names of the prize winners. Often female entrants 
shielded their identities by giving only their husband's names, or their last 
names, which makes them hard to trace. 

The desire of women to create presentation quilts, especially for min
isters who were admired or were moving to a new church, may have 
prompted them to buy already basted blocks and borders that could be 
finished more quickly than the earlier, multi-layered kits. Speed was a rela
tive concept in the making of these albums, especially those with twenty
five to forty-two blocks of very complex motifs. Another possibility is that 
new figures joined a flourishing block-production trade. Perhaps Mary 
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Simon and others brought new skills or inspiration to the tasks. To date, 
no quilts signed by Simon or with provenance attributed to her, are 
known. She did not enter her work in the Mechanics Institute Fairs and 
no advertisements of her blocks for sale have been found. 

Whatever the case, the new type of high-style block became dominant 
in the best Baltimore Album quilts made after 1848. The earlier type is sel
dom seen after 1850, suggesting that the earlier designer or designers 
stopped working or adopted the newer style. The context in which diarist 
Hannah Mary Trimble mentioned Simon suggests that she may have 
worked with or for Mrs. Williams and Mrs. Sliver.24 

Other Influences 

Mrs. Williams was Maria Bond Wehner Williams (1792-1863), Baltimore
born and one of the first quiltmakers to use early Designer I blocks. She 
and several family members made two Baltimore Album quilts and con -
tributed to others from about 1846 to 1850. All found to date were made 
for family members or friends and not for sale. This group may have 
played a role in making high-style blocks, but other blocks they con
tributed are not impressive. The Williams family used all mature-style 
blocks in the quilt for Dr. John Mackenzie, who treated Maria's husband 
Samuel Williams, a Methodist lay minister, without charge for many 
years.25 Their working and/or financial dealings with Simon have yet to be 
discovered. 

A more likely candidate for influence on the development of the ma
ture style is Elizabeth McKenney Sliver (1808-1888). Married to Baltimore 
widower Abraham Sliver in 1842, Elizabeth exhibited an album similar to 
Dr. Mackenzie's during Trimble's visit. Quilts in two museum collections 

fit the description in Trimble's journal entry in February 1850. One at the 
Metropolitan Museum of Art in New York has the type of binding men
tioned, but its dedicatory inscription was removed so it is impossible to 
be sure if this is the exhibition quilt.26 The other one is at the Baltimore 
Museum of Art. 27 

The 1850 federal census recorded four women between the ages of 
twelve and twenty living with the Slivers who do not appear to be family 
members. This group may have been a workshop making blocks and 
quilts. Sliver's husband was a well-to-do manufacturer of soap and can
dles, thus Elizabeth had the resources to buy the best fabrics and spend 
time making quilts. 
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In contrast, Mary and Philip Simon had added two sons to the house
hold by 1850; the census records no real or personal estate. The purchase 
of the expensive fabrics used in the quantity of mature-style blocks known 
at present was likely beyond Simon's means. Therefore, someone must 
have supplied her with needed funds or raw materials. Goldsborough even 
found socioeconomic differences in those purchasing these blocks; the 
names she traced on quilts of all-mature blocks "come from a more pros
perous segment of the population than those on quilts with only one of 
her designs."28 

In the fall of 1850 Trimble saw another album quilt at Sliver's house. 
This probably was the quilt for which Sliver won first place at the 1855 
Maryland Institute fair, described as a "fancy quilt" made for her son 
William.29 Like the two quilts described above, this one may have been 
arranged in the "Sliver formula": a large central basket or eagle sur
rounded by four double block-sized woven baskets and single block-sized 
open wreaths. The corners of the outer rows are filled with cornucopias 
and completed with bouquets, wreaths, trees, birds, trophies of arms or 
musical instruments. Several others in this configuration, presumably by 
Simon and Sliver, are located in museum and private collections. 

These quilts boast superior artistic skills. The heavily laden elements 
are laid out in a plain field of negative space, making a bold statement. 
They suggest designers with knowledge of classical imagery and aesthetic 
principles, without the crowded compositions of many earlier Baltimore 
Album quilts or various forms of German folk art. Other quilts of 
Simon/Sliver-style squares are similarly accomplished, although smaller 
and laid out in the standard twenty-five single-block arrangement. 

No advertisements for Elizabeth Sliver blocks or quilts have been 
found, but the presence of four unrelated women in her household hints 
at activities beyond everyday chores. One of them, Margaret McCaddin, 
was listed as a tailoress in the 1860 federal census. Sliver and her helpers 
probably made quilts for sale. Perhaps they were commissioned, but no 
traces of the transactions are known. Several short advertisements did ap
pear in January 1849 in the Sun that read, "Miss Chase would inform her 
friends and customers that she has on hand ... a few Album Squares for 
quilts, very handsome."30 Mary Chase's public notices are the only ones yet 
found. 

Mary Chase was in business for herself. She owned a fancy dry goods 
and millinery store from around 1842 into the 1850s in northwest Balti
more. Dr. William Rush Dunton, Jr., earliest of the Baltimore Album quilt 
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Table 1. Comparison of Women-owned Shops to Total, Baltimore 1847-1850 

200 

150 

100 
Woman- Woman-
owned owned 

50 136 118 

historians, posited that album blocks were "sold at shops," and that such 

commercial sales were a method of distribution.31 

Millinery and fancy dry goods shops have a direct connection with 

album quilts.During the period 1847-1850, seventy percent of the fancy 
dry goods shops in the city were owned and operated by women.32 (Table 
1). By the 1850s, fancywork had become a commercial enterprise for urban 
women. Historian Elizabeth White Nelson found that, "A store for fancy 

goods was an appropriate enterprise for a lady as long as she conducted it 
in a decorous manner:'33 It is reasonable to assume that such shops sold 

preassembled quilt squares that were more accomplished than those pur
chasers had the skills or time to make themselves. 

Several milliners incorporated blocks into album quilts and entered 
them in Maryland Institute fairs. An 1844 album quilt at the Minneapolis 
Institute of Arts includes a block signed by Baltimore milliners Eleanor 
Hugg and Rebecca Haswell.34 In 1850 Ruth Sanks, a milliner at 47 Balti

more Street, won a first prize for her album quilt.35 The Herget family 
owned a confectionary and millinery shop at the time of the making of 
the 1847-1848 Pool-Herget quilt.36 

Mary Chase was involved with the album blocks as early as 1846 when 
she contributed a signed block to an album quilt.37 Again in 1847, she con
tributed a block as did her brother Wells.38 Both blocks are quite simple 
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appliques, nothing like the high-style blocks already available. A recently 
discovered quilt top includes a block in a different but unremarkable pat
tern with Chase's name and the date 1849 inscribed.39 Two of these three 
quilts are attributed to the Gorsuch family in north Baltimore County, 
who may have bought their blocks from Chase directly. In 1848, Chase en
tered two rugs in the Maryland Institute Fair. Baltimore's Sun newspaper 
described them: "These are certainly among the most elegant articles of 
the kind on exhibition. They are altogether the work of the needle, and 
cannot, we should think, be easily surpassed."40 Then in 1849, Chase en -
tered a "fancy quilt" in the Fair, which won a first prize.41 She might have 
used high-style blocks such as those found in the Gorsuch family quilts, in 
order to top the field. 42 The extent of Chase's role in making album quilts 
is uncertain, but she must have been a talented needle artist. The Gorsuch 
family was known for its involvement in Methodism.43 Chase, who was 
baptized as Associate Reformed Presbyterian, converted to Methodism as 
an adult in 1847.44 The Gorsuch/Chase quilting association may have influ
enced her conversion. 

It is very unlikely that one woman could have made the huge number 
of high-style blocks that are known, all with hundreds of pattern pieces to 
be pinned, cut out correctly, positioned to overlap other pieces, and basted 
in place in set schemes. Collaboration must have existed among Mary 
Simon and probably others as yet unidentified, and quiltmakers such as 
Maria Williams and Elizabeth Sliver. Evidence of involvement of the 
Williams household in the design of early high-style blocks is slim, while 
such a role for the Sliver and her household looks more likely. 

Use oflater high-style blocks continued into the mid-185os. More 
than two dozen of the most complex compositions dated from 1850 to 
1856 are known, and others remain to be discovered. 

Pictorial Statements 

As a body of work, Baltimore Album quilts are unique in the history of 
American quiltmaking in several ways. They comprise a very large num
ber of examples-perhaps 350, depending on how the parameters are de
fined. They were made over a short period of time, just over ten years, in 
and around one city. Many are signed, allowing their contributors to be 
identified and their family, social, and religious connections to be traced. 
Some quilt blocks were enhanced with inked drawings of buildings and 
symbols that can be recognized and analyzed. These characteristics exist 
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on a significant number that are among the most artistically skilled and 
elaborately constructed bedcovers known to exist in any location in any 
era. 

Therefore, a large amount of information on these quilts can be un
derstood in the present day. In an age when women's "voices" were a scant 
part of the historical record, these fabric expressions are invaluable indica
tions of their thinking on private and public matters, their lives, and the 
world they inhabited. 

Family and Friends 

The majority of Baltimore Album quilts inscribed with names and occa
sionally dates and places seem to fit the general description and conclu
sions of quilt historians that they were made to acknowledge relationships 
among families and friends. Album quilts are often described as cloth ver
sions of paper autograph albums, popular from the late eighteenth cen
tury. These recordings often included emotional and religious sentiments, 
drawings, and sometimes political and patriotic statements. Women were 
the largest participants in these exchanges. 

Over the years, curators and historians have studied the names on 
many of these quilts. In some examples the identity of the signers and the 
connections among them are discerned through genealogical searches. 
Both male and female names are present, but females predominate. For 
his book Old Quilts, Dunton studied more than fifty album quilts during 
the 1920s and 1930s, recording names and the histories provided by own
ers. At that point, the quilts were still largely held by the original families. 
His research confirmed much of their information, but he recognized that 
some of it was fanciful. He provided better dates and interpretations when 
possible. 

Dena Katzenberg studied examples in the collection of the Baltimore 
Museum of Art and more for her exhibition and catalogue Baltimore 

Album Quilts in the early 1980s. She delved into the family backgrounds of 
the signers, their kinship ties, religious affiliations, and even the types of 
penmanship that were present. However, the true history and purpose of 
many of these quilts may never be known. 

Goldsborough's research uncovered the key piece of evidence of a 
professional designer or group for the high-style blocks. She studied quilts 
of all skill levels and identified two additional style categories.45 Her analy
sis and conclusions remain largely relevant today. The discovery of previ-
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ously unknown album quilts has brought even more signers' names to 
light. A good number can be matched with those identified by the earlier 
historians. Additional community and familial ties are revealed in these 
newer examples. 

Ministers 

Maryland was founded in 1634 as a proprietary colony of the Roman 
Catholic Calvert family, which created a haven for their co-religionists 
from the turbulence of sectarian strife in England. (In 1689 the Calverts 
lost control of their holdings in a Protestant revolt. The new governing 
body barred Catholics from practicing their religion or holding office.) 
Maryland became a royal colony in 1691, after which Anglicanism was es
tablished as the official religion.46 Protestantism was not only the norm 
but enjoyed "quasi-establishment" status, according to historian of reli
gion Michael S. Franch.47 

The religious revival movement characterized by historians as the 
"Second Great Awakening" contributed to the dominance of Protes
tantism in a growing new country. Beginning in the late eighteenth cen
tury as the original states disestablished official religions, the Awakening 
lasted into the 1850s. Revival meetings brought new membership to tradi
tional denominations and newly formed sects in cities and the expanding 
frontier regions. 

Evangelical preachers attempted to turn listeners from sinful ways 
with an emotional message describing the horrors awaiting the unsaved 
and the joys of salvation through a newly empathetic God. Historians note 
that they emphasized individual human initiative, emotional spiritual ex
perience, and egalitarianism, echoing the Romantic impulses that were 
gaining strength at the same time.48 Baptists and Methodists were espe
cially active in holding emotion-charged camp meetings, but even more 
staid Presbyterians and Congregationalists modified their theologies to 
align with populist enthusiasms. By the 1820s, revivalism became part of 
mainstream culture. Protestant women, who were the majority of sup
porters of the movement, were channeled toward domestic duties, as well 
as toward efforts to save others and ameliorate social ills.49 

Having ascended to positions of influence over a range of issues, 
Protestant clergy played large roles in national life in these years. Michael 
Franch contends, "They were leading carriers and shapers of American 
culture, expounding on economics, family life, [and] political responsibil-
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ity" through the pulpit and secular orations, lectures, and literary associa
tions.so Baltimore was a center of populist evangelical activity according 
to William Sutton.s1 By the 1830s, he notes, "Baltimore was unique among 

American cities in terms of the depth of populist religious influence; 
contemporaries estimated Methodism to be significantly stronger in 
Baltimore than in any other urban center:'s2 

In competitive efforts, other denominations recruited membership 
from native-born migrants to the city, immigrants, and-to a lesser ex
tent-free blacks. German churches conducted services in English or 
German, depending on their origins and membership. Evangelical beliefs 
influenced the city's workers as they formed craft unions in the 1820s, 
which became strong and influential in the 1830s. They used the ethics and 
language of evangelical religions in attempting to mitigate the worst ef
fects of unbridled capitalism.s3 Workers, artisans, shopkeepers, and profes
sionals alike joined in a religious movement that began in the winter of 
1839-1840 with a long revival in one Baptist church led by Jacob Knapp, an 
itinerant revivalist. Other Protestant congregations joined in, creating a 
city-wide revival of remarkable intensity. It increased religious fervor, 
brought about numerous conversions, and spurred missionary outreach 
that continued throughout the 184os.s4 

Baltimore's evangelical environment made people receptive to the 
power of such revivals:" ... most major [Protestant] denominations more 
than doubled their number of congregations in a city that increased [in 
population] about 150 percent ... 64 congregations in 1840, 108 in 1850;' 
and at least 155 in 1860.ss Baltimoreans founded so many new congrega
tions because they regarded them as necessary for saving souls and regen
erating society. The city's religious community was vigorous, and had 
good clerical leadership in many denominations-Presbyterian, Episco
pal, Baptist and Methodist-as well as energetic laymen.s6 However, 
Methodists increased the most. Revivals and long prayer meetings already 
were a central part of their practices.s7 Methodism had a large corps of 
trained lay preachers and exhorters to carry its message to the unchurched 
through missions and outreach, and to promote and serve new congrega
tions.ss Methodism became Baltimore's largest denomination in the 1840s 
and 185os.s9 

Women participated fully in the evangelical and revival fervor of the 
time. Women's relationships with their congregations are usually dis
cussed in terms of their spiritual and emotional needs. In Baltimore as 
elsewhere, they depended on their clergy and fellow church members to 
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withstand the churning that accompanied the turnover of urban congre
gations and the increasing pluralism of the culture.6° Franch explains that 
congregations reinforced "the tie of community." "Whether directly 'reli

gious' or not, the sewing circles, fundraising fairs, and other congrega
tional activities tended to increase the role of the church as the center of 
its communicants' lives:'61 

Even though shut out of influence on practices and governance, 
women made large contributions to Baltimore's Protestant congregations 
and their charities. Franch found that, "Women's societies, sewing circles, 

benevolent associations and other groups solicited subscriptions, held 
fairs and teas, and sold the products of their sewing baskets and kitchens 
to pay for the necessities and amenities of congregational life."62 They also 
raised money to pay church debts, support local and foreign missions, 
build and staff their churches' orphanages, refuges, and Sunday schools. 
Women thus demonstrated their abilities "to manage enterprises of con

siderable administrative and financial complexity ... in an otherwise 
male-dominated society." Franch concluded.63 

Despite their enormous contributions, ministers depended more on 
women's participation than on their labors. Franch's study found that 
church attendance was more important in the lives of the city's women 
than men. "Despite an urban population almost evenly divided between 
the sexes, Baltimore's white Protestant churches, across the denomina
tional and economic spectrum, had nearly three females for every male 
member."64 The continued existence of these theocratic organizations, not 
just their congregational programs, would have been at risk without the 
support of the female membership. 

The loyalty of women apparently was not due entirely to their spiri
tual yearnings. Attendance at services, prayer meetings, and church-related 
projects were well known as acceptable reasons for women to leave their 
homes unescorted. The need to seek social contact outside their domestic 
duties brought them into these church-sanctioned activities. In fact, Mrs. 
Franklin Wilson, a Baptist minister's wife, complained in her journal that 
"women of her congregation were more eager to attend the women's 

sewing circle than they were to attend women's prayer meetings:'65 Most 
prayer meetings, especially Methodist class meetings, were segregated by 
sex. Weekly classes, where women and their spiritual leaders met in 
churches or private homes, may have provided some of the creative spark 
for expressions of gratitude and respect. 

Baltimore churchwomen made many quilted tributes, often album 
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Table 2 
Made for Date 

Quilts made for Clergy in Launcelot B. Minor 1840 

Baltimore and nearby Eliza Hay Morris (Rev. John G.) 1842 1844 

communities, 1840-1862. Edward McColgan 1843 

4 John Suman & wife Agnes 1843 1847 

Eli Henkle 1844 

William G. Eggleston & wife Sarah 1844 1847 

Hezekiah Best* 1845 1847 

8 Susan D. Morgan (Rev. Lyttleton) 1846 

John W. Smith 1846 

10 Thomas Harrison West Monroe 1846 1847 

11 Isaiah Mercier 1846 1847 

12 Samuel Williams* (lay) 1846 1847 

13 Francis M. Mills* 1846 1847 

14 William Wagner Orwig 1846 1848 

15 Robert M. Lipscomb & wife Elizabeth* 1847 

16 John G. Smart 1847 

17 Bernard H. Nadal* 1847 

18 Dr. George C.M. Roberts* 1847 1848 

19 Robert S. Vinton 1847 1848 

20 George Holtzman* (class leader) 1847 1849 

21 Thomas McGee 1848 

22 Elias Heiner* 1848 

23 Peter L. Wilson* 1848 

24 Jacob Geiger 1849 

25 John W. Hall (Sunday school leader) 1849 

26 David Thomas (assumed) 1851 

27 Ebenezer Stewart* (supporter) 1851 

28 Mary Heiner* (Rev. Elias) 1852 

29 David H. Laney 1853 

30 William Jenkins 1853 

31 William Finney 1854 

32 John Russell* 1854 

33 Daniel Kreamer* 1856 

34 Joseph Levin Mills 1862 

*High-style design 
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Made by 

"Young Ladies ofThorndale Seminary" 

Women of the First English Lutheran Church 

Probably women of St. Peter's Roman Catholic Church 

Family, friends & congregants 

Location 

Carroll Co., Md 

Baltimore 

Baltimore 

Women ofWestminster Station M.P. Church Carroll Co., Md 

Congregants of various churches served Baltimore/DC/Va 

Members of several religious classes Baltimore 

Women of High Street M.E. Church Baltimore 

Supporters of Seamen's Bethel Mission Baltimore 

Congregants of various churches served Hereford/Baltimore 

Sunday School class, Emory M.E. Church Ellicott City, Md 

Family, friends & congregants, Exeter Street, M.E. Church Baltimore 

Class members, probably E. Baltimore Station M .E. Church Baltimore 

Probably women of Evangelical Association Church Baltimore 

Friends and congregants of High Street M.E. Church Baltimore 

Women ofFirst Presbyterian Church Baltimore 

Women of Columbia Avenue M. E. Church Baltimore 

Class members & friends, several M.E. churches Baltimore 

Women ofWilliam Street M.E. Church Baltimore 

Women ofEutaw Street M.E. Church Baltimore 

Women of his [religious] society, Severn Circuit, M.E. Anne Arundel Co., Md 

Women ofFirst German Reformed Church Baltimore 

Probably congregants of Greene Street M.P. Church Baltimore 

Women of Manchester German Reformed Church Carroll Co., Md 

Women teachers of Caroline Street Sunday School #z Baltimore 

Women ofE. Baltimore Station and Caroline St. M.E. Church Baltimore 

Women of Columbia Ave. M.E. Church Baltimore 

Women ofFirst German Reformed Church Baltimore 

Women of the Severn Circuit, M.E. Anne Arundel Co., Md 

Women of the Lutheran Church Baltimore 

Women of the Churchville Presbyterian Church Harford Co., Md 

Women of Old Otterbein Church Baltimore 

Women ofEmanuel Church Baltimore 

Friends in honor of his ordination Harford Co., Md 

Denomination 

Episcopal 

Lutheran 

Roman Catholic 

Baltimore/N. Va Lutheran 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Evangelical Association 

Methodist Episcopal 

Presbyterian 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

German Reformed 

Methodist Protestant 

German Reformed 

Methodist Episcopal 

Methodist Episcopal 

Methodist Episcopal 

German Reformed 

Methodist Episcopal 

Lutheran 

Presbyterian 

United Brethren 

Evangelical Association 

Methodist Episcopal 
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quilts, for their ministers and class leaders. Whether these often elaborate 
presentation pieces were made within church sewing circles is unknown, 
as scant corroboration of this obvious location has been found. Not sur

prisingly, the largest numbers of these quilts to survive were made for 
Methodist clergy. 

Dena Katzenberg was the first of the scholars to point out the connec
tion between Methodism and Baltimore Album quilts. She identified the 
Methodist affiliation of many album quilt signers from surviving church 
class lists. However, the number of quilts she discussed was small. Golds
borough studied many others, determining that most were made by 
"members of Protestant churches, especially Methodist and German Re
formed:'66 Several more have come to light in the last few years, allowing 
for a wider interpretation. 

At least thirty-four surviving quilts and unquilted tops were made for 
Baltimore-area clergymen, their wives and church supporters between 
1840 and about 1862: twenty-six for city residents and eight in nearby 
communities. (Table 2.) Twenty-eight are floral albums, three are pieced 
blocks, and two are appliqued motifs. In terms of denomination, the 
Catholic, Episcopal, and United Brethren churches are each represented by 
one quilt. Presbyterian and Evangelical Association have two, while 
Lutheran and German Reformed are represented by three quilts. The 
other twenty-one were made for Methodists. Some ministers' quilts were 
exhibited for public viewing. Several were presented to the recipients in 
public ceremonies and written up by local newspapers.67 Quilts given to 
clergy in other areas are known, but the number in Baltimore appears to 
be without equal. 

The beauty of these quilts, made specifically for presentation, is high; 
many are among the best examples known. Several factors may account 
for the number and quality. Evangelical fervor in the city's Protestant sects 
continued to increase, thanks to the still vibrant revival movement that 
had begun in 1839-1840. The female majorities of the most active 
churches were motivated to honor the clergy who tended to their spiritual 
needs with something of themselves-these quilts manifested the makers' 
artistic talents in design and fabric selections, and their devotion in the in
scriptions of scriptural verses and sentiments. 

New and expensive fabrics made up these ministers' quilts.68 Many 
women obviously purchased their blocks from one of the many profes
sional kit makers, including Designer I's high-style offerings (see the 
starred quilts in Table 2). Twenty were made in the years 1845 to 1849. Five 
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included cloth representations of the churches served by the recipient and 
another includes a small drawing of the building. Production was espe
cially large during the years 1846 to 1848. It appears that a competition 
among church-going women across Baltimore was underway, as one 
group learned of the efforts of another. Such motivation might account 
for the cluster of quilts for clergy in those years. If so, more quilts were 
made and either did not survive or are still awaiting discovery. 

Work on these quilts may actually have helped stimulate the develop
ment of the mature-style Designer I blocks, as women showed their will
ingness to buy blocks with even larger numbers of pieces and more 
expensive fabrics. The minister's quilts and tops dating from about 1851 to 
1856 include quite a number of mature-style blocks but only one church 
representation; the fad for these presentation pieces appears to have 
waned. Quilts of high-style blocks were made in the 1850s, many of pres
entation size, but their purposes seem to be more private. 

The larger number of Methodist minister's quilts might be explained 
partly by the larger number of Methodist congregations, and perhaps by 
their clergy and laymen's continued efforts in proselytizing, recruiting 
membership, and building churches. Another factor could have been the 
church's policy of reassigning ministers to different congregations every 
two years. As so many of them left their flocks, with the attendant emo
tional difficulties for them and for the faithful, more parting tributes were 
needed. 

The quilt made for Father Edward McColgan in 1843 is a telling indi
cation of the separation of Catholics from the American mainstream. 
Catholicism was tolerated: "allowed to exist as a sect but defined by the 
dominant religion as on the periphery of national culture,'' historian 
Franch states.70 The small, older Catholic population in Baltimore was 
joined by large tides of immigrants, mostly Irish and Germans, from 1840 
to 1860, which soon led to nativist opposition to their growing presence 
and political power. McColgan's quilt pattern is a Maryland favorite: 
crossed laurel branches. It is the only one known to have been made for a 
Catholic priest in this time period. In 1843, the ladies of the congregation 
held a fair to raise money for the completion of St. Peter's Church. Possi
bly, the quilt was a gift to McColgan around the time of the dedication.71 

Baltimore's small Jewish community was closed and generally not re
ceptive to activities outside of Jewish tradition, with the exception of 
quilting. Goldsborough identified as the work of Designer III, a small but 
distinct group of Baltimore Album quilts, many of which descended in 
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Fig. 8. Baltimore Album quilt presented to Rev. Bernard H. Nadal in 1847 by women 
of his Columbia Avenue congregation. Complex blocks in the center and four 
compass points are early Designer I style. Cotton, 105 x 105 inches. National 
Museum of American History, Smithsonian Institution, 1983-0866.oi. 

Jewish families. Ronda McAllen's 2006 Uncoverings paper described their 
association with Baltimore's German-Jewish community. These quilts 
were outliers; their motifs were based more on German folk art than the 
realistic floral designs of early and mature Designer I blocks. 

Religious Expressions 

Quilted expressions of religious sympathies did not end with clergy and 
churchmen. Christian symbols are some of the more recognizable on Bal
timore Album quilts. The dove bearing an olive branch is seen often; the 
Bible is present on several. Lyres and anchors have religious associations. 
At least one Arc of the Covenant is known, as well as a portrait of John 
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Fig. 9. Mary E. Gray, Baltimore Album quilt, 1851. Cotton and silk, 114 Y, x 113 Y, 

inches. Quilt made for Ebenezer Stewart by the same Columbia Avenue congrega

tion. Its center nine blocks probably were created as kits by Mary Simon. Dallas 

Museum of Art, anonymous gift. 

Wesley, founder of Methodism. Many Baltimore Album quilts, including 

high-style examples, are inscribed with biblical verses, psalms, and lines of 

hymns by Isaac Watts, an interdenominational favorite. 

Three bedcovers made by women of the Columbia Avenue Methodist 

Church illustrate the changes in high-style quilt blocks in just a few years. 

The congregation was formed by laboring-class Methodists in the late 

1830s. In their rudimentary building they held a "notable" revival in the 

winter of 1841-1842; by 1844 they had built a meeting house.72 In 1845, they 

were assigned the Reverend Bernard H. Nadal (1815-1870), a scholarly 
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Fig. 10. Baltimore Album quilt made for Rev. Elias Heiner by women of his First 

German Reformed congregation in 1848. Four elaborate blocks are Designer I early 

style, the cornucopia in mature style. Cotton, 106 x 106 inches. Courtesy of Elly 

Sienkiewicz. 

man, as their pastor. When he left for another assignment in 1847, he was 

presented with a Baltimore Album quilt made largely of early-style 

Designer I blocks almost identical to those on the 1846 DAR Museum 

top.74 The quilt must have been quite an effort in money and time for the 

wives of grocers, shoemakers, a druggist, millwright, butcher, blacksmith 

and wagoner.74 (Fig. 8.) 

Four years later in 1851, the congregation and some of the same con

tributors made the "Brickmaker's" quilt and the "All Saints' Day" top. The 

quilt was created for Ebenezer Stewart, a devoted supporter of the church. 

He was a brickmaker by trade.75 A representation of his house appears in 
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Fig. 11. Baltimore Album quilt made for Mary Heiner in 1852 by members of the same 

congregation. Entirely Mary Simon-style blocks and border. Cotton and silk, 107 x 105 

inches. Maryland Historical Society gi.17. 

the central block, hence the quilt's name (fig. 9). Some of the same women 

made a top honoring their deceased relatives; it was dedicated on Novem

ber 1, 1851, All Saints' Day.76 Inscriptions identify those departed. Both 

pieces are composed mostly of mature-style Designer I blocks of over

abundant wreaths, urns, and baskets with the innovative paisley-shaped 

rose petals. For all reasons suggested previously, the newer high style flour

ished when the best was called for. 

The same shift is seen in two quilts by members of the First German 

Reformed Church, which operated in German and English. In 1848, church 

women made an album quilt for their minister, Elias Heiner (1810-1863), 

who was known across the city and revered for service that stretched 
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almost twenty-eight years.77 An accurate miniature church building sits in 
the center surrounded by chintz wreaths, plus four early Designer I blocks 
(church, urn, compote, double wreath) and one in mature style (cornu

copia). Makers were wives of a clerk, druggist, grocer, carpenter, tailor, but 
also a real estate agent and farm implement manufacturer.78 Most were 
Maryland-born, likely of German descent. (Fig. 10, color plate 7.) 

In 1852, several members of the Horton family, congregants of the 
First German Reformed Church, and several other signers of the Reverend 
Heiner quilt made an album quilt of mature-style blocks and border for 
Heiner's wife Mary. The unity of style and graceful combination of fab
rics, inscriptions, and quilting make this one of the finest dozen Baltimore 
Album quilts, according to Goldsborough.79 Contributors to this master
piece were among the more affluent in the congregation.80 (Fig. 11.) 

Specific Events 

Baltimore Album quilts were made for specific events, according to plausi
ble family history or subsequent research. Four are reliably documented 
marriage quilts. The most elaborate, the 1849 Sliver wedding quilt (dis
cussed above) is the complete work of Mary Simon and Elizabeth Sliver. 
Another for Isabella Battee, about 1852, contains ten blocks by the same 
designer team. Two others from about 1847 have two or three high-style 
squares accompanied by typical wreath and floral blocks.81 The modern 
notion that many Baltimore Albums were made as brides' quilts was dis
proved by Goldsborough's research.82 

Two "freedom" quilts are known. Family tradition related that they 
were made to mark the male recipient's twenty-first birthday and attain
ment of legal majority. Female friends and relatives of Benjamin Almoney 
were said to have gathered to celebrate the day and put the quilt together, 
according to Dunton.83 Another for Daniel Crowl was made by female 
relatives.84 

One of the finest Baltimore Album quilts to survive, the Doctor 
Mackenzie quilt (described above) was presented in honor of many years 
of service to his patient. Some of its history was saved, while those of 
other albums in presentation style have been lost so their recipients and 
reasons for tribute are unknown. The Samuel Williams quilt likely was 
made to mark his retirement from more than forty years of Methodist 
church work.85 The central square was signed by one ofWilliams's friends, 
a lay minister also, who aided Baltimore's poor alongside Williams. 
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A dramatic, mature-style album quilt was made for Captain George 
W. Russell in 1852 as a tribute of esteem for his oversight of the construc
tion and appointment as Captain of the steamer North Carolina. 86 A top, 
also in high-style blocks for a Captain Aust, includes a rendering of a 
three-masted ship likely in recognition of the recipient's profession.87 

Political 

Women could not vote, but their increasing literacy and the explosion in 
popular publications in the 1830s brought them greater means to under
stand the political climate in which they lived. Andrew Jackson was a first 
"man of the people" from the frontier to become a popular favorite. Balti
more was the site of the Democratic Party convention in 1828 that nomi
nated Jackson for president. During the campaign the party made some 
appeals to women, printing fabrics with Jackson's portrait. Women were 
paying attention to these political activities. Appliqued blocks with the 
Democratic Party symbol, the rooster, are found on at least three album 
bedcovers.88 Two of them were made in the Baltimore area in the 1840s. 

Alexander I.W. Jackson, a working-class union leader, printer by 
trade, honored President Andrew Jackson in a block he contributed to a 
high-style Baltimore Album quilt made 1845-1847.89 He inscribed a state
ment attributed to the president, "The Blessings of Government, Like the 

dew of Heaven, Should be equally dispersed on the Rich and the Poor." 
The block, a heart-shaped berry wreath, is inscribed "Andrew Jackson's 
Heart." Although Jackson had died in 1845 he was still considered a 
champion of working people in their struggle against "monied" interests, 
especially the Whigs, the Democrats' political rivals. 

Another Baltimore Album quilt with a similar wreath is inscribed, 
"Presented by Miss Mary Ann Grooms/Democracy is my Motto/Baltimore 
1847'' and "Gen'l Jackson's Heart."90 Quite a few other Baltimore Album 
quilts have such wreath blocks.91 They may indicate approval of Demo
cratic policies or admiration of Andrew Jackson himself. 

The Whig Party's presidential candidate in 1840 was William Henry 
Harrison, a hero of the War of 1812. His nomination was celebrated in Bal

timore with two days of parades and rallies in May 1840. Whig campaign 
organizers encouraged women to attend the main rally, going so far as to 
build a separate pavilion for them and the clergy, so they would not be 
jostled by crowds of rowdy men.92 

Although he was descended from a prominent Virginia plantation-
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owning family, Harrison's campaign used the image of his humble log 
cabin home in Ohio to buttress his appeal to both rural and urban voters. 
Log cabins appeared in political cartoons, on campaign fabric and ribbons 

and elsewhere, becoming one of the dominant motifs of the 1840 elec
tion.93 Log cabins appeared again in the 1844 presidential campaign, when 

Henry Clay was nominated in Baltimore in similar fashion to Harrison. 
Log cabins, indications of Whig sympathies, began appearing on 

quilts in the mid-184os. On the Pool-Herget quilt (mentioned above), 
made largely in Designer I's early style, the log cabin flanks a flag-bearing 

eagle and the United States Capitol-three symbols found on Whig 
campaign banners, ribbons, and other paraphernalia. A similar, elaborate 
Designer I album quilt of the same years features an eagle block with the 
bird's wing pointing to the log cabin in an adjacent block.94 Several other 
Baltimore Album quilts have log cabin blocks, and in others the log cabin 
is drawn on.95 Three high-style albums include blocks depicting the rac

coon, the Whig mascot.96 

Patriotic Expressions 

Evidence both of Baltimore women's engagement with and affection for 
their country are easily read on their album quilts. The eagle is the symbol 
most used, usually set in the center, accompanied by the star-spangled 

banner, liberty cap, shield, and/or bugle, all surmounted by floral gar
lands. The first eagle block appeared on a Baltimore Album around 1845; 
eagles continued to be seen into the late 185os.97 Designer I created the 
most elaborate eagles, which were copied by both professional and ama
teur block makers. 

Several Baltimore Album quilts are inscribed with patriotic state

ments and references. A high-style presentation album dated 1848 puts a 
spread-winged eagle in the center, surrounded by four mature-style bas
kets and an undulating floral border (see fig. 3).98 One block was given 
"from one of the Rough & Ready to the worthy president;' a reference to 

General Zachary Taylor, who was running for president on the Whig 
ticket. The quilt was presented to an "E. Morrison" by the "Ladies of Balti

more:' Katzenberg thought this group was a sewing circle.99 Newspaper 
research has revealed that it was a women's group dedicated primarily to 
honoring the military, supporting troops in wartime, as well as temper
ance activities. 100 It had many counterparts in other cities. The ladies of 
Baltimore commissioned flags for militia companies and Baltimore veter-
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ans of the War of 1812. They visited militia encampments during summer 
exercises in 1844 to thank the troops for their service, and they sent flags 
and supplies to local regiments during the Mexican War in 1846 and 1847. 

Baltimore sent a militia regiment to fight in that war and lost two offi
cers, William Watson and Samuel Ringgold in the first few months. Within 
a year of their deaths, blocks in their honor were produced for album 
quilts. 101 Several other Baltimore Album quilts are inscribed with tributes 
to Zachary Taylor and one includes a drawing of him on his horse. 102 

"Rough and Ready" quilts were entered at the Maryland Institute fairs and 
won prizes. 103 References to political figures have not been found on Balti
more Albums in the 1850s. The Whig Party began to collapse after Taylor's 
death in 1850 and fielded its last candidate for president in 1852. By this 
time the early Designer I blocks are rarely seen. 

Several scholars have suggested that women preferred Whig candidates 
in presidential contests in the 184os.104 They are writing largely about 
white, Protestant women of the middle class, rather than working class. It 
is possible that some early high-style Baltimore Albums were associated 
with quiltmakers of Whig political leanings. The presentation of wreaths 
and bouquets to political figures, and their frequent depiction in Designer 
I blocks, may indicate a connection between political sympathies and the 
popularity of Designer I's output, especially the early blocks made before 

1850. 

Expressions of Reform 

Among the signs of a maturing nation was the recognition of the need to 
reform some of its social ills, which became urgent in the 1830s and 1840s. 
Baltimore had many problems that had to be addressed. Many middle
class Protestant women stepped out of their private roles to help with 
issues of poverty, hunger, and alcoholism. Religious impulses and the obli
gations of women's higher nature to transform society led some of the 
city's women to join reform movements. 105 

The devastating effects of strong drink on men, women, and children 
were already well known early in the century.106 Temperance societies led 
largely by Protestant laymen and clergy began in the 1820s. Temperance, 
like church work, was one of the few socially acceptable associational activ
ities for women. In Baltimore as elsewhere, men led these efforts; women 
played supporting roles. However, both men and women attended public 
meetings, listened to speeches, and advocated for total abstinence to friend 
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and stranger. Among many local groups, the Washington Temperance 
Society began in Baltimore in 1840 with a populist ethos, combining 
benevolence and political goals, including banning the sale of alcohol. 107 

Jacob Knapp, the revival preacher, promoted temperance and became a 
major supporter of the Washingtonians; he reflected "the tendency to link 
temperance to popular evangelism:' 108 

In the mid-184os the Washingtonians were overtaken by a new mutual 
benefit society, the Sons of Temperance, which grew rapidly in Baltimore 
and elsewhere. Women were not allowed membership and thus were de
nied roles they had held in other temperance societies. They were invited 
to the Sons' elaborate parades and conventions to support male members' 
resolve. 109 

Through ministers, the Ladies of Baltimore presented Bibles to chap
ters of the Sons of Temperance at church ceremonies in 1845 and 1847.110 

The Ladies and other supporters included temperance blocks on their 
album quilts. The triangular emblem of the Sons appeared on a Baltimore 
Album quilt made for Methodist minister Thomas H. W. Monroe in 
1847-1848.111 Fountains spouting pure water were symbols of several 
temperance societies. Blocks depicting such fountains, often with eagles 
hovering above, are seen on several Baltimore Album quilts. Many were 
made by Designer I in both early and mature styles as well as simpler 
forms by others. An oversized but unfinished block of Baltimore's City 
Springs is the best known temperance square in the mature style. 112 

Odd Fellows 

The first American wing of the English Odd Fellows was founded in Balti
more in 1819 as the Washington Lodge no.I. In 1843, the Order broke away 
to become the Independent Order of Odd Fellows because of the English 
group's focus on relief, while the Americans included benevolence and 
moral reform with relief. An Odd Fellow's duty was to visit the sick, relieve 
the distressed, bury the dead, and educate the orphan. The first great gen
eral principal was to care for others, due to the belief that no one has the 
right to live simply for himself. As a result, Odd Fellows closely aligned 
themselves with other benevolent societies. In 1851, a fierce battle occurred 
within the Order over female membership, resulting in the creation of a 
female branch, the Rebekah Degree. At that time, only wives of 5th Degree 
or Scarlet members could be appointed. 113 

Odd Fellowship became the working-class alternative to Freemasonry. 
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Its members were primarily Protestant, due to the Catholics' dislike and 

distrust of any secular secret society. During the 1830s, anti-Masonic 
movements swept the nation; a wave of upper-middle-class men joined, 

bringing an emphasis on moral reform. While Baltimore's male citizens 
flocked to the Odd Fellow's Hall on Gay Street, their wives, sisters and 

daughters stitched the Odd Fellows' symbols into their album squares. 
Blocks containing the triple link chain (symbolizing friendship, love and 
truth), as well as beehives, arrows and quivers, heart-in-hand, and the all

seeing eye can be found in many of the best album quilts. 

An album quilt made by Ann E. Bush has a high-style center block 
that depicts the 1843 Gothic fa<;:ade of the Odd Fellows' Hall; thirty-six 
smaller blocks represent different Odd Fellows symbols. 114 This quilt ap
pears to have been made as a tribute to her husband George H. C. J. Bush's 
initiation in 1848 into Baltimore's Iris Lodge no. 48. The quilt was dis
played in May 1848 at the Mechanics and Manufacturers' Fair and entered 

into the Maryland Institute fair. Three other known quilts also depict the 
city's Odd Fellows' Hall fa<;:ade. 115 At least a dozen Baltimore Album quilts 
contain a single block showing Odd Fellows insignia. 

Squares alluding to abolition of slavery or women's rights are not 
found on Baltimore Album quilts. Apparently these issues were too 
controversial for Baltimore women to consider including. 

Conclusion 

The years 1848 to 1852 represent a peak in excellence of design and in 
expressions of support for Protestant clergy, the Whig and Democratic 
Parties, temperance and fraternal organizations, and probably in overall 
production of Baltimore Album quilts. Fewer pictorial images appear after 

1850, as high-style compositions became more complex but largely floral. 
If the latter contain specific references, their meanings are now lost. 

In Maryland, and especially Baltimore, a variety of motives led to a 
decade of enormous physical and mental effort by hundreds of women to 
create statements, both public and private, through quilting. Building on a 
legacy of fine sewing skills, Baltimore women joined with brilliant artists 

such as Mary Simon, contributing to a popular trend to pay tribute to 
public figures as well as domestic relationships. The seemingly sudden ap
pearance of elaborate, multi-pieced quilt blocks from modest predecessors 
may have spurred production beyond ordinary levels. It is also possible 
that the urge to make special quilts inspired by religious exuberance 
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prompted intuitively gifted or artistically trained persons to new heights 
of achievement to fill the demand. 

Women used album quilts to express their views and indicate what 
was most meaningful to them. Baltimoreans put high-style squares in 
their most important quilts, including acknowledgments of family mile
stones of marriage, coming of age, and departures, and gifts or recogni
tions of revered clergy and religious leaders, and political and military 
figures. They showed pride in Baltimore's fine public buildings and mon
uments, as well as the role of overseas trade and the railroad to its eco

nomic power. They recognized the goals of the temperance movement 
and the work of their husbands' fraternal organizations. 

It was a happy coincidence of inspiration from Baltimore women tak
ing larger roles in public life and the presence of highly skilled designers 
with the ability to create finer work that gave Baltimore Album quilts their 
unique character. 
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Figure 2. Detail, Album Quilt, Baltimore, Maryland, 1850. International Quilt Study 
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Whence Garlands, Swags, Bowknots, and Baskets? 
Four Neoclassical Design Motifs Found 

_in_A_m_e_r_ic_a_n_Q_u_il_ts~~~~~~~~----C~~~-~ 
Anita Loscalzo 

Baskets of flowers, bowknots, garlands, and swags appear frequently as 

applique, pieced, and whitework motifs in American quilts made in the first 

half of the nineteenth century. The historical use of these motifs as architec

tural elements and in porcelain, textiles, wallpaper, and furnishings will be 

explored, as well as possible routes of their assimilation into the general 

design vocabulary of American quilt makers. Garlands derived from ancient 

times, first as funerary items in Egypt, and later as decorative elements in 

Greece and Rome with the addition of bowknots or substitution with drapery 

swags. Sixteenth-century architects revived these classical motifs, but the 

greatest revival occurred during the neoclassical period of the mid- to late

eighteenth century. Baskets of fruits or flowers became popular motifs in the 

decorative arts of Europe in the seventeenth century and gained further 

prominence in the eighteenth century. European ideas of architecture and 

decorative arts spread to colonial America, and then to the early federal 

republic, beginning in the last quarter of the eighteenth century. As a result, 

examples of the motifs abounded in the everyday surroundings of the popu

lace of the young United States, giving ready examples to needleworkers to 

copy and adapt for their works. 

Introduction 

Baskets of flowers, bowknots, garlands, and swags appear frequently 
as applique, pieced, and whitework motifs in American quilts made in the 
first half of the nineteenth century (figs. 1 and 2). These motifs did not 
spring spontaneously into the imaginations of needleworkers, but were 
parts of a design vocabulary surrounding them that had evolved over cen
turies: in architecture, home furnishings and decor, textiles, and items for 
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Fig. 1. Detail, Medallion Quilt, possibly Maryland, c. 1810-1830. International Quilt 
Study Center & Museum, University of Nebraska-Lincoln, 1997.007.0634. 

everyday use. Was it a Staffordshire creamware teapot decorated with a 
leafy swag and bow, a Sevres teacup with an openwork basket of flowers 
held by a bowknot, a Tucker creamer decorated with a floral garland, or a 
wall border stenciled with a red and green swag that inspired them? 

The relationship between the decorative arts and motifs in bedcovers 
has been observed and touched upon by others. Lynne Z. Bassett found 
that the floral motifs on whole cloth quilts and bed rugs in the late eigh
teenth and early nineteenth century could be traced to baroque and ro
coco designs appearing in print sources and furnishings. 1 Jennifer 
Goldsborough traced the many designs found on Baltimore Album quilts 
to items in the press and in household use, particularly the English trans
fer-printed dishes in Baltimore homes during the period.2 Robert Shaw, 
Lynne Bassett, Amelia Peck, and Elizabeth Warren noted the popularity of 
stenciling on walls and furnishings and its subsequent use on quilt tops.3 

The use of baskets of flowers, bowknots, swags, and garlands are man
ifestations of the neoclassical period in the history of the decorative arts. 
Lynne Bassett, Linda Baumgarten, Linda Eaton, and Roderick Kiracofe 
have all commented on the appearance of the neoclassical vocabulary in 
the design ofbedcovers made in the United States.4 

Neoclassicism generally encompassed the period from the mid eigh
teenth century to the first quarter of the nineteenth century.5 Its roots 
could be found in the fifteenth and sixteenth century Renaissance appreci
ation of classical Greek and Roman art and architecture, with the first true 
beginnings in the late seventeenth century in France and the early eigh
teenth century in Britain. The ancient architectural works of Rome were 
illustrated with exact measurements in the 1682 publication, Les Edifices 
Antiques de Rome, by the French architect Antoine Desgodetz.6 The book, 
dedicated to Jean-Baptiste Colbert, France's Minister of Finance, affected 
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the development of the classicism of the Louis XIV style. It also was a 
source for the early-eighteenth-century neoclassical works of the British 
architect William Kent and later British architects through the English 
translation published in 177i. 

Many architects in England became part of the so-called neo-Palla
dian movement, based on the architecture and writings of Andrea Palladio 
(1508-80 ). His I Quattro Libri di Architettura appeared in 1570 and later 
editions, one of which was owned by the seventeenth-century British ar
chitect Inigo Jones, who had spent time in Italy. Palladio's work was pub
lished in an English translation in 1715-20 and in 1738. Around 1744 the 
1733 English version translated by Godfrey Richards was the first edition to 
appear in the American colonies.7 

The discoveries at Herculaneum in 1738 and Pompeii in 1748 gave fur
ther impetus to the neoclassical movement. Engravings of the discoveries 
appeared in nine volumes in intervals throughout the latter half of the 
eighteenth century.8 Artists and architects, particularly the British, guided 
by their knowledge of classic literature, flocked to ancient sites in Italy on 
their "grand tours" of Europe.9 The neoclassical style eventually encom
passed architecture, interior design, furniture, and all types of decorative 
objects in Europe and, later, the fledgling United States. Neoclassical 
motifs permeated the design vocabulary of American needleworkers, 
beginning as early as the late eighteenth century until this day. The dis
cussion of the motifs' prevalence will begin with garlands, swags, and 
bowknots found in American quilts. 

Garlands, Swags, & Bowknots in Quilts in the United States 

The first cluster of American-made quilts incorporating these motifs 
appeared during the height of the Federal period of the United States, 
such as one with lace-effect swags documented as a North Carolina quilt 
and another with swags held by bowknots from Maryland, both dating 
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Figure 3. Valance, 1815-1817, Warwick, Rhode Island. Winterthur Museum, Museum 
purchase, 1957.67.6. 

from around 1800.10 Garlands or swags with and without bowknots 
appeared frequently in center medallion-style and whitework quilts, 
counterpanes, and bed hangings of the early Federal period, echoing the 
prominent features of neoclassical architecture (fig. 3) .11 

Most of the early cut-out chintz applique quilts with the motifs were 
made in Maryland and Virginia, while the few whitework examples with 
provenance were made in New York and Rhode Island. The motifs were 
much more prevalent in the period between 1840 and 1860 as borders for 
red and green repeat-block and album quilts as far west as Missouri. Fewer 
quilts with the motifs appear between 1875 and 1900, probably due to the 
popularity of crazy quilts and red work during that period.12 

A look to the past occurred during the twentieth-century Colonial 
Revival. The swags bordering Marie Webster's 1908 American Beauty Rose 
are tricolor and held by rosebuds like those bordering a Rose of Sharon 
made in 1857.13 Rose Kretsinger's New Rose Tree of 1929 has a swag, bow, 
and tassels border, while Hannah Headlee used stylized swags held by 
irises instead of bow knots for the border of her Iris Garland. 14 Mary 
McElwain offered two quilt top kits with swag borders for sale in her 1936 
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catalog: a Double Irish Chain and an Ohio Rose, both with swags held by 
flowers rather than bowknots. 15 Similar border treatments are presented in 
two Mountain Mist patterns for 1935, Painted Poppies and 
Orange Blossoms, while in 1952, a thin ribbon-like swag held by bowknots 
borders Sunburst.16 Over 150 years since first appearing in American 
needlework, these neoclassical elements retained their hold on the imagi
nation of quilt makers, as has the basket motif, to which we will next turn. 

Baskets in Bedcovers in the United States 

Basket motifs became a ubiquitous element of whitework, applique, and 
pieced bedcovers produced in the United States in the nineteenth century. 
The basket of flowers (and sometimes fruit) became a particular favorite 
for accomplished needle-wielding ladies in quilted and candlewick
embroidered whitework pieces in the early nineteenth century. In her pre
liminary study of over 200 surviving candlewick-embroidered bed covers, 
Gail Bakkom found that forty-one percent of them have a basket as the 
center medallion motif.17 Conversely, it appears that far fewer colored
wool embroidered bedcovers incorporated baskets in their designs. 18 

In June of 1831, The Lady's Book (later known as Godey's Lady's Book) 
published a pattern for a paper card receiver in the form of an openwork 
woven basket (fig. 4). The basket in the center of a circa 1840 quilt in the 
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Figure 4. Detail, Basket 
Card Receiver Pattern, 
Godey's Lady's Book, 
June 1831. 

W11A.T-1'0T1, oa nan uczM!ui. 
What-nob, or card receivers, may be made 

bl a variety al llbapea. To comtruct a card 
10 ll 

receiver in the ahape or Fig. 10, cut a piece of 
cud-board ror the back; (Fig. 11) biDd the edge 
of the upper part with gold paper; and paete 
dead gold paper, an tlle eidea, shading it accord· 
iDg to taale ; the lower part ahouJd be bound with 
coloured ribbon ; the front is to be formed iD the 
a.me lhape u the J.ower part or the back, and 
hound with nlibon; it may also be ornamented 

H with diamond figures, (u 
fig. 6,) in the followiDg 

- _, Cnt""°"""P""'' 
of pasteboard the 111.me sizer 

. and paste them together, 
first cutting the diamonds 

ill the outer, or front one; pm small ciroulu 
pieoem ol gold paper oa the intenectiom, or dia
mondl, and iiptly shade the intervemngapace... 

Philadelphia Museum of Art bears a striking resemblance to this form, but 
also has several slatted baskets included as well (fig. 5, color plate 8). 19 

Not all quilters were so proficient in applique and, hence, one of them in
vented the familiar pieced version around 1840 composed of alternating 

triangles in a manner similar to a circa 1810 checkered-diamond-pattern 
yarn-sewn rug.20 

The highly accomplished needleworkers of appliqued baskets exhib
ited their skills primarily in the genre of album quilts, and particularly 
those made in Baltimore between 1845 and 1855. A Mary Simon-style 
album quilt in the Metropolitan Museum of Art includes five finely 

wrought baskets: three with openwork slats, one with woven openwork, 
and one with closed slats. Less-skilled needleworkers abstracted their 

baskets, as in the Harper Baltimore album quilt in the DAR Museum.21 

Over 300 pieced basket quilts appear in the Quilt Index for the last 
forty years of the nineteenth century, consisting of a mix of triangle-
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Figure 5. Botanical Album Quilt, made by Cinthia Arsworth, Baltimore, Maryland, 

1840-1845. Philadelphia Museum of Art, Gift of Mr. and Mrs. Percival Armitage, 

1942-4-1. 

pieced and solid-pieced bodies for the baskets and only two quilts with 

openwork slatted baskets. Another three hundred pieced basket quilts are 

listed for the first thirty years of the twentieth century and over 400, with 

the vast majority pieced, for the period between 1930 and 1949.22 

In the 1920s and 1930s era of the Colonial Revival, some patterns were 

published for applique openwork woven baskets, such as the Needle Art 

Guild kit #3577 Floral Basket, and and the St. Louis Fancy Work Company 

of St. Louis, Missouri French Basket, Design No. 1212, marketed as a 

"Martha Washington Patchwork Quilt Design:'23 The November 1934 issue 

of Needlecraft, The Home Arts Magazine advertised the Basket of Happi

ness Quilt as a kit for purchase that included sheeting for the top stamped 
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Figure 6. Baltimore Album Quilt, made by Beatrice S. Utley, Connecticut, i990. New 

England Quilt Museum, Lowell, MA, Gift of William T. Utley, Sr., 2003-01. Photograph 

by Meghan Moore. 

with applique and quilting lines and all the pre-stamped fabric necessary 

to complete the applique flowers and openwork woven baskets.24 

The openwork basket, woven or slatted, resurfaced as an applique 

motif beginning in the late 1980s with the revival of the Baltimore Album 

genre, championed by Elly Sienkiewicz.25 While it is not indicated in the 

Quilt Index (due to date parameters set by most documentation projects), 

anecdotally, hundreds were made. Many included the ubiquitous open

work slatted baskets seen on the originals, as well as bowknots and gar

lands (fig. 6). 
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Antecedents of the Neoclassical Motifs-Garlands, Swags, & Bowknots 

What were the historical antecedents of the neoclassical motifs? Gar

lands, also known as festoons, derive from ancient times. Egyptians placed 

garlands of flowers on their dead; Greeks used them liberally as decoration 

in home and civic life. The early Romans hung loops of real fruit and 

flowers held together by ribbons and leaves around the friezes of temples 

to celebrate festive days. Later, these motifs were transformed into sculp

tural reliefs on Roman buildings and depicted on wall paintings.26 Swags 

are a variant when fabric is depicted. Roman mosaics and wall paintings 

including garlands appeared as early as the second century B.C.E.27 Travel

ers to Italy would have seen sculpted garlands on the Ara Pacis (Altar of 

Augustus, 9 B.C.E.), the Arch of the Goldsmiths (A.D. 204) and the Tem

ple of Fortuna Virilis ( c. 100 B.C.E.) in Rome, and the Temple of Vesta at 

Tivoli (c. 100 B.C.E.) (the latter three appear in aforementioned Desgodetz 

publication).28 Bowknots tie the ends of the garlands on the Arch of the 

Goldsmiths. 

Architects and artisans began to incorporate classical motifs in their 
works in the sixteenth century. Sansovino's Biblioteca Marciana in Venice, 

begun in 1536, features garlands of fruits and flowers. Garlands and swags 

appeared on majolica wares produced in Italy and distributed to all parts 

of Europe in the late sixteenth century.29 Palladio gave examples of the use 

of garlands and swags held by bowknots in his 1570 publication.30 

The seventeenth century saw an increased use of classical elements 

such as garlands or swags held by bowknots. In Britain, Inigo Jones fea

tured them in the Somerset House Chapel, as did Webb on the Wilton 

House ceiling, and Pratt in the Coleshill House stairway. Grinling Gibbons 

was noted for his intricate carvings of fruit and flower garlands, at times 

held by bowknots.31 In Europe, the Belgian priest Daniel Seghers produced 

many paintings of garlands of flowers commissioned by the Jesuit order 

and presented to the royalty of Orange-Nassau, Sweden, and England.32 

However, in the latter half of the eighteenth century the greatest 

dissemination of neoclassical motifs occurred in France under the aegis 

of Louis XIV. Jean -Baptiste Monnoyer specialized in flower paintings, of 

which Louis XIV owned about sixty. Monnoyer included garlands of 

flowers and swags in his designs for Gobelins tapestries, as well as painted 
garlands in the Queen's apartment at the chateau in Vincennes.33 In the 

last quarter of the eighteenth century, Charles Le Brun undertook the 

design of the decoration of the Palace of Versailles, incorporating classical 
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motifs, including garlands held by bowknots, on wall panels and torcheres 
in the Hall of Mirrors, frames in the Diana Salon, and wall panels in the 
Bull's Eye Salon. Le Brun was also the director of Gobelins Royal tapestry 
manufacture, where several of his designs featured luxurious garlands of 
flowers. 34 In 1674 Jean Berain I became the principal designer of costumes, 
scenery, stage productions, festivals, ships, and furnishings incorporating 
neoclassical motifs and themes for Louis XIV. Berain's designs found wide 
circulation, as in the series of prints Ornemens Inventez par J. Berain 
(1710) and the Oeuvre de Jean Berain (1711).35 

Daniel Marot, a Huguenot born and trained as an artist in France, 
found refuge after the Revocation of the Edict of Nantes in the court of 
William of Orange, and became Royal Architect when William became 
King of Great Britain. Marat's designs, published in a series of engravings 
during his lifetime, encompassed all aspects of the decorative arts and ar
chitecture, including elaborate swag and bowknot designs for draperies 
and bed hangings. His engravings set examples for interior decoration for 
English designers of the early eighteenth century.36 

Garlands, Swags, & Bowknots-Eighteenth Century 

The classical elements were well incorporated into British architecture 
by the early eighteenth century, as evidenced by James Thornhill's designs 
for the Saloon at Blenheim of 1714.37 The neo-Palladian classical style in 
England received its greatest emphasis with the publication ofVitruvius 
Britannicus by Colen Campbell in 1715. The book included the works of 
British architects of the day and Campbell's designs for Wanstead House, 
built for the third Earl of Burlington, promoter of Campbell and others 
of the neo-Palladian movement.38 Lord Burlington and the architects 
William Kent and James Gibbs all spent extensive time in Italy.39 The 1720s 
witnessed the increased use of garlands, swags, and bowknots by Camp
bell, Gibbs, and Kent, making the motifs ubiquitous elements in the deco
ration of interiors and exteriors of great houses and public buildings.40 

In 1745, Abraham Swan published his design book, The British Archi
tect, with the common craftsman, rather than the elite architect, in mind. 

It includes illustrations of three chimneypieces, each with garlands. Batty 
Langley's, The City and Country Builder's and Workman's Treasury of 

Designs (1740 ), features a Tuscan altarpiece with drapery swags and 
bowknots. Langley's book greatly influenced British and American archi
tects and builders, first appearing in the colonies in 1754.41 
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After spending two years studying in Rome, the architect Robert 
Adam returned to England in 1758 where he specialized in classical interi
ors of country houses. Garlands held by bowknots adorn the interior and 
the fa<;:ade of Kedleston Hall (1765-70) and numerous interiors for his 
other wealthy patrons' homes in the third quarter of the eighteenth cen
tury, as well as a public building, the Theatre Royal Drury Lane (1775). The 
"Adam Style" carried into furnishings, as well. The interiors, furniture, and 
elevations and plans of the principal works of Robert and his brother 
James were published in several volumes between 1773 and 1779, with one 
posthumous volume appearing in 1822.42 

In the last quarter of the eighteenth century, George Hepplewhite 
adopted the Adam style for his neoclassical furniture designs by simplify
ing the elements, as in chair backs and bed hangings. His designs reached 
the American colonies through his 1788 publication, The Cabinet-Maker & 

Upholsterer's Guide, which influenced the work of Samuel Mcintire of 
Salem, Massachusetts, and others.43 

In France, the lighter and more curvaceous Rococo style that relied on 
the realistic representation of flowers supplanted the formal classic style of 
Louis XIV. The romantic use of flowers carried into the Louis XVI period, 
with an overlay of the neoclassical. The textile designers Philippe de 
Lasalle and Jean Pillement utilized bouquets and garlands tied by ribbon 
bowknots in their designs.44 French cabinetmakers of the Louis XV and 
Louis XVI periods adorned their works with brass swag and garland 
mounts, producing ornate pieces for the French and English aristocracy.45 

Tapestries replaced carvings in the paneled areas of great houses. The 
tapestries of the Gobelins and Aubusson factories featured ever-more 
abundant floral garlands into the last quarter of the eighteenth century, 
with and without bowknots, both for patrons in France and England.46 

The last quarter of the eighteenth century brought a lighter look to swags 
and garlands in printed and woven textiles.47 Indian palampores and 
household textiles produced for the European trade featured garlands as 
early as the mid eighteenth century and bowknots by the last quarter of 
the eighteenth century.48 

Swags and garlands carried into fashion. A circa 1730 painting of the 
dancer Madame de Camargo by Nicholas Lancret shows the ballerina in a 
costume bedecked with flower garlands.49 The polonaise skirt of the late 
1770s featured a back consisting of three swags of fabric held by bows over 
a straight skirt.50 A continuous series of large swags held by bows encircles 
the skirt and borders the train of a court robe said to have been made in 
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the 1780s for Marie-Antoinette by Marie-Jean Rose Bertin. 51 English 
quilted petticoats incorporated swags in their designs from the mid eigh
teenth century onward, often made by professionals for trade in England 
and the American colonies (fig. 7).52 

Wallpaper, while not inexpensive, came to replace tapestries for filling 
wall panels in the great homes of France in the late eighteenth century. 
The designs of the French manufacturers and Jean-Baptiste Reveillon in 
particular featured garlands like those seen on Gobelins tapestries and silk 
textiles. 53 Others imitated festooned drapery, such as an example from the 
former home of the Marquis de Taulignan or those that Thomas Jefferson 
imported from Paris in 1790.54 

Porcelain exhibited the motifs by the second quarter of the eighteenth 
century. The swag and bow designs of Jean Berain decorate a French serv-

Figure 7. Petticoat, 

1760-1780, American 

or European. Silk and 

wool. Winterthur 

Museum, Bequest 

of Henry Francis 

du Pont, 1967.1482. 
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ing platter from the Clerissy pottery works made around 1730.55 Fine 
porcelain offered by the German Meissen and the French Sevres factories 
in the 1760s featured garlands held by bows.56 The Chinese potters of the 
last quarter of the eighteenth century adapted French designs in wares for 
the export market (fig. 8) 57 By the late eighteenth century, neoclassical 
motifs were fully established into the design vocabulary of Europe, with 
inroads into North America. 

Garlands, Swags, & Bowknots - Colonial and Federal America 

Classical elements appeared early in the North American colonies. 
Swags held by rosettes surround a 1732 carved urn in Independence Hall in 
Philadelphia and a painted swag with tassels borders the ceiling of a home 
in southeastern Massachusetts built in the early eighteenth century.58 It 
was primarily through the importation of goods and design books from 
Europe, particularly from England and France, that the neoclassical style 
made its mark on the arts of the English colonies and, later, Federal 
United States. 

By the 1760s the major east coast port cities became centers for the ex
port of commodities to Europe and the West Indies: Boston for fish and 
timber products, Philadelphia and New York for agricultural products, 
Baltimore for wheat and tobacco, and Charleston for rice and indigo.59 

Figure 8. Plate, Chinese, for export, 
c. i780. Porcelain. Philadelphia 

Museum of Art, Bequest of 
Henrietta Dallas Pepper, 

i 93s-11-6f. 
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The value of colonial commodities exported to England rose five-fold in 
the period from 1700 to 1770, while the importation of items from England 
increased at a higher rate. While the wealthy colonists imitated the English 
aristocracy, in time even the less wealthy came to consume previously non -
essential items, such as ceramic tea cups and fine cloth for dresses and 
coats. Former Puritan Boston's middle and lower classes turned to the 
consumption of luxury items, particularly those of English taste. Goods 
flowed into the Atlantic ports, some up the Connecticut rivers into western 
Massachusetts; from New York to Albany and beyond; from Philadelphia 
west on the wagon roads, then south through Virginia to North Carolina 
along the Great Wagon Road; and from Charleston west to the upland 
plantations. Peddlers traveled with their wares far into the interior, as 
well.60 

Yet the neoclassical styles prevalent in England and France during the 
last quarter of the eighteenth century did not fully take hold in America 
until after the American Revolution. The neoclassical symbols and motifs 
fit the ideals of the new republic that was turning from the extravagant 
luxury and corrupt power of royalty to rational governance and conduct. 
Greek and Roman motifs, filtered through the design books and com
modities of neoclassical Europe, began to dominate post-Revolutionary 
architecture, furnishings, and decorative arts. Not only was there a revival 
of importation of European furniture after the war, but also a wave of Eu
ropean craftsmen steeped in the neoclassical style coming to the new re
public.61 

The majority of furniture and architectural design books published in 
England and in English translation during the eighteenth century could be 
found in America. By the end of the 1760s, London booksellers had set up 
shop in New York, Boston, Charleston, and Philadelphia. The design books 
of Palladio, Desgodetz, Gibbs, Langley, Adam, Swan, Pain, Chippendale, 
Hepplewhite, Sheraton, and others appeared in the personal and institu
tional libraries of the Federal period. Also, The Ladies Amusement, a com
pilation of decorative design elements gleaned from French and English 
sources for craftsmen, was issued in several editions between 1758 and 1762 
and had wide distribution in England and America.62 All of the aforemen
tioned included designs incorporating garlands or swags and bowknots. 

Charles Bulfinch, the first native-born professional American archi
tect, studied the works of the Roman architect Vitruvius, Andrea Palladio, 
and the English architects Isaac Ware, William Kent, William Chambers, 
and Robert Adam. He saw some of the English architects' works while on 
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the Grand Tour in 1786-87, but was most inspired by the decorative de
signs of Adam. In 1791-92, he designed the Joseph Coolidge, Sr. House in 
Boston, his earliest neoclassical work. Its Adamesque fa<;:ade included a 
garland and bowknot relief above the second-story Palladian window. 
Bulfinch used the decorative motif in and on other private homes, and 
notably on two public buildings (the State House in 1795-97 and Faneuil 
Hall in 1805-06, both in Boston), where all could view it (fig. 9).63 

Bulfinch's contemporary, Samuel Mcintire of Salem had access to 
many design books, and not only designed decorative elements, but also 
carved them. He furnished wealthy clients with chairs, such as the set with 
a drapery motif that he carved for Elias Hasket Derby ( c. 1795 ), based on 
plate two of Hepplewhite's 1788 edition of The Cabinetmaker and Uphol

sterer's Guide. His carved interiors often featured garlands held by 
bowknots, as on a mantelpiece in the parlor of the Peirce-Nichols House 
in Salem, Massachusetts ( c. 1800 ). Mcintire employed drapery and 
bowknots on the decoration for exteriors of the E.H. Derby summer 
house in 1794, the E.H. Derby House in 1798, and Hamilton Hall in 1805, 

all with open views to the public.64 

In his 1797 architectural design book, the first published in America, 
Asher Benjamin included two designs for mantels decorated with festoons 
held by bowknots. In a later publication, he advises the architect to orna
ment drawing rooms with "foliage, wreaths, festoons, or baskets of flowers 
... displayed with taste, and in a lively manner."65 He also includes illustra
tions of the suggested elements for frieze, ceiling, and doorway ornamen
tation. 

Figure 9. Detail of interior, Faneuil Hall, Boston, Massachusetts, designed by Charles 
Bulfinch, 1805-1806. Photograph by the author. 
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The decorative motifs appeared in interiors of the wealthy in other 

states. Stucco and plaster renditions of swags and garlands ofbellflowers 

adorned the mantels and doorways of several houses built in Baltimore in 

the late eighteenth century.66 In Charleston, the Manigault House (1803), 

features garlands on its parlor, dining room, and study mantels and dining 

room frieze. Bowknots hold the garlands on the stairwell ceiling.67 The 

motifs traveled to the carvers in the interior United States, as seen on gar

lands on a wooden mantel made in Carlisle, Pennsylvania (c. 1815) and 

swags on the portico of Boscobel House (1804-08) on the Hudson River, 

sixty miles north of New York City.68 

Items for daily living exhibited garlands and swags as well. With the 

taste for English goods so prevalent before the Revolution, it is likely that 

Staffordshire creamware decorated with neoclassical decoration appeared 

on the tables of the colonists. 69 Chinese export and French porcelain wares 

appeared in America shortly after the Revolution, bearing floral garland 

borders in the French style. In 1782, the Count de Custine-Sarreck pre

sented Martha Washington with a Niderviller porcelain tea and coffee 
service decorated with flower garlands and Washington's arms and mono

gram.French-style garlands decorate a circa 1794 Chinese export porcelain 

service made for Moses Brown of Providence.70 

The Boston silversmith Paul Revere adopted the neoclassical forms, 

engraving items with stylized swags and tassels, as did the Philadelphia 

silversmiths, Joseph and Nathaniel Richardson.71 Bohemian wine glasses, 

exported in great quantities to the United States in the late eighteenth and 

early nineteenth centuries, appear to be the models for early-nineteenth

century American-made glassware incised with swags and bowknots.72 

The first truly American porcelain manufacturer, William Tucker (later 

Tucker and Hemphill) of Philadelphia, specialized in neoclassical forms 

and decoration. The firm's works often closely copied the styles of French 

Sevres porcelain; indeed, from around 1832, the firm employed artists and 
artisans from France, in time to feed the vogue for French floral ornamen -

tation.73 Textiles produced in England for the American market reflected 

the fashion for floral garlands of the 1830s (fig. 10 ).
74 Duncan Phyfe's fur

niture also embodied the neoclassical style in the mode of Adam with his 

carved swags, tassels, and bowknot elements. His furniture gained great 

cachet, with his customers hailing from New York, Philadelphia, New 

Jersey, Charleston, and the southern plantations.75 

Wendy Cooper noted that beginning around 1800 the neoclassical 

style reached beyond the elites to the middle class.76 In America, the 
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wealthy began using wallpapers in the first quarter of the eighteenth cen
tury, choosing expensive English and French papers. By the 1740s, Ameri
can manufacturers started to produce less costly papers and wallpaper 
came into general use by the economic elite, while imports of English and 
French papers continued well into the nineteenth century.77 Moses Grant 
of Boston produced a variant of a French design for the walls of General 
Henry Knox's home in 1795, while Appleton Prentiss, also of Boston, 
printed a garland border paper around the same time. A newspaper adver
tisement featuring a swag and tassel for Thomas S. Webb in the Providence 
Gazette dated August 4, 1804, boasts having "A very large assortment of 
PAPER-HANGINGS, suitable for Parlours, Keeping Rooms, Entries, Halls, 
&c. with Festoon, Patch, Lace and Fruit Borders, of various widths .. :'78 

Wallpaper's use was not confined to walls; inventive decorators covered 

Figure 10. Detail, wholecloth quilt, 1830-1850, American. Cotton. Winterthur 

Museum, Bequest of Henry Francis du Pont, 1969.3830. 
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bandboxes and other decorative boxes with drapery swag and garland bor
der papers.79 

Beginning around the 1790s, largely in New England, the imitation of 
wallpaper by means of freehand painting and stenciling provided a less 
expensive means of wall decoration. Itinerant craftsmen traveled up and 
down the Connecticut River and from eastern Massachusetts throughout 
New England. Swags and garlands appeared as border motifs in homes 
and taverns from Massachusetts north to Vermont, New Hampshire, and 
Maine; and south to Rhode Island and Connecticut. In the first quarter of 
the nineteenth century, wall stenciling spread to eastern New York State 
and its western reaches following the shifts in population from eastern 
New England. Similarly, stenciling motifs found their way to Kentucky 
and Tennessee via the Shenandoah Valley trail through Virginia from the 
south and through New York and Pennsylvania from the north. Two Ten
nessee and Kentucky homes, circa 1830 and before 1840, respectively, and 
with their locations separated by 390 miles, have walls decorated with an 
identical swag and tassel border, probably by the same itinerant artist 
working in the region. Of particular note for the relationship of wall 
stenciling to quilting, the most popular color scheme was red and green 
stenciled onto white or light gray walls. 80 Quilters adopted this color 
scheme readily into their design vocabulary as part of the fashion for red 
and green quilts in the 1840s to the 1860s (fig. 11, color plate 9 ). 

Antecedents of the Neoclassical Motifs-Baskets in Architecture & Furnishings 

While the basket motif served as a secular motif on American quilts 
and textiles (fig. 12), early in history the basket was entwined in religious 
ritual. In ancient Greece, kanephoroi, maidens in the period just before 
their marriage, carried baskets containing items used for ritual sacrifice on 
their heads to the altar. Syrian sun-worshipers viewed the basket as the 
container for the soul in their tomb reliefs, while early Christians depicted 
baskets full of loaves as symbols of the Eucharist in catacomb paintings. 
The secular still life appeared in first century A.D. Roman villas in Pom
peii that included wall frescos displaying the bounty of nature, with some 
items in baskets.81 

In the late sixteenth and early seventeenth century, the still life be
came a popular genre, with baskets of fruit and other objects shown as 
symbols of an ideal Christian life in some instances, and as plain abun
dance in others. The taste for still life paintings flourished in the merchant 
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Figure 11. Mariner's Compass quilt, probably American, circa 1840-1860. 

International Quilt Study Center & Museum, University of Nebraska-Lincoln, 

2008.040.0193. 

class of the seventeenth-century Dutch Republic with baskets and vases 

of flowers appearing in profusion. 82 In France, Jean -Baptiste Monnoyer 

produced a series of prints of baskets of flowers in a book published in 

the second half of the seventeenth century, as well as paintings based on 

the drawings.83 "October" from the series of plates in the Twelve Months of 
Fruits published by Robert Furber in 1732 and based on the work of an

other Flemish artist, Pieter Casteels, features an open-work basket over

flowing with fruit. The prints were sold in colored and uncolored versions 

in England at varying prices, making them available to a wide range of 

consumers.84 
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Figure 12. Detail, whitework quilt, 1825-1840, American. Cotton and linen. 
Winterthur Museum, Gift ofFelicia Krygier, 1989.27. 

In the realm of architecture, baskets appeared on a decorative panel in 
Certosa di Pavia (circa 1490) and on a pilaster on Santa Maria dei Mira
coli, Venice (1481).ss Quite probably, these were seen by seventeenth- and 

eighteenth century travelers on the Grand Tour. Baskets appeared as deco

rative elements on newel posts in mid-seventeenth century England at 
Ham House, Thorpe Hall, and Tyttenhanger.s6 By the mid eighteenth cen

tury, architects included reliefs of baskets of flowers on chimney pieces 
and mantels of great houses, with some based on designs by Batty Langley 
and others by Robert Adam.s7 As early as 1749, an example of the open
work basket in an English whitework coverlet mirrored the designs seen in 
decorative interiors.ss 

The basket found its way into the design vocabulary of American 
colonial artisans. Trained in England and influenced by Chippendale, 
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Thomas Elfe became the pre-eminent furniture maker in Charleston, 
incorporating neoclassical elements in his works, such as the use of the 
basket as a pediment decoration.89 The early eighteenth-century Boston 
furniture carver John Welch possibly influenced Samuel Mclntire's use of 
the basket in his carvings for the mantels, cornices, and furnishings com
missioned by Mclntire's well-to-do patrons; it is a ubiquitous feature of 
Mclntire's carvings. Both woven and openwork baskets, some held by 
bowknots, adorned the mantels and cornices of the interior of the Oak 
Hill, the country house of Elizabeth Derby West and Nathaniel West (circa 
1800) in Peabody, Massachusetts.90 

Baskets in Porcelain 

Porcelain depictions of baskets abounded in Europe. In accord with 
the popular Dutch still life genre, a circa 1690 Delftware figure depicts 
Queen Mary II of England, wife of the Dutch-born William III, holding a 
woven basket meant to be used as a vessel for real flowers. The French 
Sevres and German Meissen factories produced actual openwork porce
lain baskets beginning in the mid eighteenth century.91 The painted basket 
motif began to appear on porcelain made by the Meissen factory in the 
second quarter of the eighteenth century, overlapping with the fashion for 
the chinoiserie. 92 Basket motifs (also known as corbeilles ), both woven and 

openwork, and refined by Sevres porcelain painters such as Bouillat, Par
pette, and Xhrouet, became fixtures in French decorative design in the 
second half of the eighteenth century. The wealthy of France were privi
leged to have elaborate furniture created that included Sevres porcelain 
plaques with basket motifs, on vases, and on dinnerware.93 Some French 
cabinetmakers chose marquetry to pattern their creations with the same 
designs utilized by the porcelain painters.94 

Perhaps some of these pieces came to America in the 1790s with the 
French exiles from the Haitian slave revolt or the French Revolution who 
settled in Charleston, Baltimore, Philadelphia, and New York. These exiles 
were gentry, artisans, and craftsmen, both bringing their refinement and 
manners, and a demand and taste for French luxury goods of the neoclas
sical taste that affected the native citizens of the cities they inhabited. The 
Binghams of Philadelphia imported coffee cups "with a design similar to 
those used by the Queen,'' while the Morrises owned a table made from 
Sevres porcelain.95 
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Baskets in Textiles & Needlework 

As early as the mid-seventeenth century, the basket motif appeared on 
a carpet produced by the Savonnerie Manufactory during the early reign 
of Louis XIV.96 Eighteenth-century silk designers incorporated baskets in 
their works in both Spitalfields, England, and Lyons, France, as did the 
French wallpaper designer, Reveillon.97 A circa 1760 indigo resist panel of 
baskets of flowers thought to have been made in India for the American 
market appears to have been based on a Monnoyer engraving from the 
late seventeenth century.98 The aforementioned The Ladies Amusement, 

which received wide circulation in America after its publication in 1760, 
served as a guide for designs for needleworkers and included several ex
amples for woven baskets of flowers. Sarah Hinchman in 1768 and Su
sanna Meyer in 1787, both of Philadelphia, adapted the woven basket of 
flowers in their designs for needlework samplers.99 

A British textile designer adopted the basket motif in cotton textiles 
by the last quarter of the eighteenth century, but most appeared in the 
first quarter of the nineteenth century.100 An openwork basket in the 
French style held by a bowknot is featured on a drab-style textile incorpo
rated into an English-made counterpane finished in 1817, while numerous 
American-made quilts and counterpanes of the first and second quarters 
of the nineteenth century incorporated the circa 1815 English openwork 
basket of fruit printed panel based on the Furber/Casteels "October" 
print. 101 The woven basket also appears on circa 1815 English textiles. Eng
lish designers returned to the motif for furnishing fabrics in the 1820s and 
1830s, including a basket in a draped window and a pillar print from Eng
land, available in four colorways.102 The post-War of 1812 influx of fine 
cotton textiles to United States from England, whether because of excess 
capacity or an attempt to destroy the nascent American textile industry, 
provided needleworkers with ample examples of textiles in the neoclassi
cal taste. 

Baskets in Other American Decorative Arts 

The basket permeated all aspects of the decorative arts in the first half 
of the nineteenth century. The maker of a circa 1810 sewn rug previously 
mentioned transformed the woven basket into a checkered diamond pat
tern.103 Theorem painting on velvet, which relied on the use of stencils, 
became a necessary skill for young cultivated ladies beginning around 
1800 and remained in vogue until the 1840s. Still life portrayals of baskets 
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of fruit or flowers were the most common subjects. 104 Hitchcock chairs 
stenciled in the fashion of theorem paintings flooded the American mar
ket at the rate of 15,000 per year from about 1825 to the early 184os.105 

Stenciling on textiles also occurred during this period, including on quilts 
and other bedcovers, particularly in the northeastern United States.106 

Meanwhile, the Tucker porcelain factory of Philadelphia continued its 
imitation of fine French porcelain, producing openwork fruit baskets and 
scent bottles decorated with woven baskets of flowers. 107 

Conclusion 

What made these neoclassical motifs so appealing to needleworkers in 
America? European ideas about and examples of architecture and decora
tive arts spread to colonial America, and then to the early federal republic, 
beginning in the last quarter of the eighteenth century. To own refined 
decorative objects denoted taste, fed by the dual tendencies of Anglophilia 
and Francophilia in the elite of the early republic, whose influence spread 
to provincial parts of the nation. 108 The desire to emulate the ideals of the 
ancients or the tastes of the wealthy had some part in the adoption of the 
neoclassical motifs, but surely their visual appeal and ubiquity in the 
makers' surroundings also played a great part in their use. 

Surrounded by an abundance of architectural, furnishing, and deco
rative items bearing fashionable neoclassical motifs, it is natural that 
needleworkers would incorporate them into their quilts and counter
panes. Elegant baskets of flowers seen on porcelain and furnishings were 
translated into whitework and applique masterpieces and adapted for 
piecing by those less skilled in, or with less patience for applique. Stenciled 
borders on walls of red and green swags inspired their translation to fabric 
borders for numerous quilts and counterpanes. With the rise of agricul
tural fairs beginning in the 1810s that included prizes for the textile items 
produced by women, the spread of these motifs naturally would have 
occurred.109 The motifs remained as design elements in applique and 
pieced bedcovers into the early 1950s, with a revival in the 1980s that 
continues to this day. 

Notes and References 

i. Lynne Zacek Bassett, "Inspired Fantasy: Design Sources for New England's Whole-Cloth 

Wool Quilts;' The Magazine Antiques, September 2005, 122-24. 

2. Jennifer Faulds Goldsborough and Barbara K. Weeks, Lavish Legacies: Baltimore Album 

Four Neoclassical Design Motifs 165 



and Related Quilts in the Collection of the Maryland Historical Society (Baltimore, MD: 

Maryland Historical Society, 1994), 27-34; Jennifer F. Goldsborough, "An Album of 

Baltimore Album Quilt Studies;' in Uncoverings 1994, ed. Virginia Gunn (San Francisco: 

American Quilt Study Group, 1994), 101-05. 

3. Robert Shaw, American Quilts: The Democratic Art, 1780-2007 (New York: Sterling Pub

lishing, 2009),34-35; Lynne Zacek Bassett, "Stenciled Bedcovers;' The Magazine Antiques 

163 (2003): 72; Amelia Peck and Cynthia V.A. Schaffner, American Quilts & Coverlets in the 

Metropolitan Museum of Art, new ed. (New York: MQ Publications USA, 2007), 134; 

Elizabeth V. Warren, Quilts: Masterworks from the American Folk Art Museum (New York: 

Rizzoli International Publications, 2010 ), 21. 

4. Lynne Z. Bassett and Jack Larkin, Northern Comfort: New England's Early Quilts 

(Nashville, TN: Rutledge Hill Press, 1998), 8, 85-86; Linda Baumgarten and Kimberley 

Smith Ivey, Four Centuries of Quilts: The Colonial Williamsburg Collection (New Haven, 

CT: Yale University Press, 2014), 52,77; Linda Eaton, Quilts in a Material World: Selections 

from the Winterthur Collection (New York: Abrams, 2007), 22; Roderick Kiracofe, The 

American Quilt: A History of Cloth and Comfort, 1750-1950 (New York: Clarkson Potter, 

1993), 64. 

5. "Neo-Classicism;' in Encyclopedia of Interior Design, ed. Joanna Banham (London: 

Fitzroy Dearborn Publishers, 1997 ), 863. 

6. Antoine Desgodetz, Les Edifices Antiques de Rome Dessines et Mesures Tres Exactement 

(Paris: Jean Baptiste Coignard, 1682); Philippa Lewis and Gillian Darley, Dictionary of 

Ornament (New York: Pantheon Books, 1986), 107. 

7. Ibid., 225-226. 

8. Ibid., 157. 

9. Jeremy Black, The British Abroad: The Grand Tour in the Eighteenth Century (Phoenix 

Mill, UK: Sutton Publishing, 2003), 305-308. 

10. Appliqued Quilt, Perquimmons County, NC, c. 1800, Museum of Early Southern 

Decorative Art, 2636; Chintz Appliqued Quilt, Maryland, c. 1800, Metropolitan Museum 

of Art 197u80.123. 

11. Eaton, Quilts in a Material World, 22-23. 

12. Identified by consulting the Quilt Index and online and published collections from 

major American museums with quilt collections not included in the Quilt Index. 

13. Marie Webster, "American Beauty Rose;' 1908, Indianapolis Museum of Art 78.287; 

Gillie P. and Margaret E. Wright, "Rose of Sharon;' Monroe County, Missouri, 1857, Los 

Angeles County Museum of Art (LACMA) 30.i. 

14. Rose Kretsinger, "New Rose Tree;' 1929, Spencer Museum of Art 197i.0103; Hannah 

Headlee, "Iris Garland;' 1930-39, Kansas Historical Society 1990.55.i. 

15. Mary A. McElwain, The Romance of the Village Quilts, 2014 reprint ed. (Walworth, WI: 

Mary A. McElwain Quilt Shop, 1936), 5,10. 

16. Mountain Mist Catalog of Classic Quilt Patterns, (Cincinnati, OH: Stearns Technical 

Textiles, c. 2000 ), 32,33,59. The dates are documented in Vickie Paullus and Linda 

Pumphrey, Mountain Mist Blue Book of Quilts (Cincinnati, OH: Stearns Technical Textiles, 

1996), 55-56. 

17. Information presented in a Study Center at the American Quilt Study Group 2013 

Annual Seminar, Charleston, SC. Her subsequent publication groups baskets with vases, 

urns, and sprays. See Gail Bakkom, '"Candlewicks': White Embroidered Counterpanes in 

166 Uncoverings 



America 1790-1880;' in Uncoverings 2015, ed. Lynne Zacek Bassett (Lincoln, NE: American 

Quilt Study Group, 2015 ), 72. 

18. The author was only able to identify five examples by consulting the Quilt Index and 

online and published collections from major American museums with quilt collections 

not included in the Quilt Index. 

19. "The Ornamental Artist;' Godey's Lady's Book, June 1831; Philadelphia Museum of Art 

1942-4-1. 

20. Jan Whitlock, American Sewn Rugs: Their History with Exceptional Examples (New 

York: Jan Whitlock, 2012), 24; the author identified eighteen pieced basket quilts made 

between 1840 and 1860 and one purported to have been made around 1825 by consulting 

the Quilt Index and online and published collections from major American museums 

with quilt collections not included in the Quilt Index. 

21. Presentation-Style Quilt, Baltimore, c. 1849, Metropolitan Museum of Art 1974.24; Bal

timore Album Quilt, made for Betsy Hobbs Harper and William Harper, c.1848, DAR Mu

seum 87-68. 

22. www.quiltindex.org. 

23. "Floral Basket;' c. 1932, International Quilt Study Center & Museum 1997.007.0791; 

Waldvogel Archival Collection in Quilt Index, Ephemera Record: 5B-AA-19, 

www.quiltindex.org. 

24. Michigan State University Museum ACC. #6119-44.21, Ephemera Record: 1E-A3-6CF, 

www.quiltindex.org. 

25. Elly Sienkiewicz, Baltimore Beauties and Beyond, vol. 1, Studies in Classic Album Quilt 

Applique (Lafayette, CA: C&T Publishing, 1989). 

26. "Garland;' Encyclopedia Britannica Online (2012), www.britannica.com/ 

EBchecked/topic/226011/garland. 

27. See the mosaic floor from a Roman altar at the Athens Acropolis, c. 150 B.C.E. 

(Pergamon Museum, Mos. 71) and a wall painting from the villa of P. Fanni us Synistor at 

Boscoreale, c. 50-40 B.C.E. (Metropolitan Museum of Art, 03.14-4). 

28. Desgodetz, Les Edifices Antiques de Rome, 93, 102, 219. 

29. See Maiolica Plate, Urbino, Italy, Philadelphia Museum of Art 1999-99-11. 

30. Andrea Palladio, The First Book of Architecture by Andrea Palladio, trans. Godfrey 

Richards (London: A. Bettesworth & C. Hitch, 1733), pl.i39,6i. 

31. Isaac Ware, Designs of Inigo Jones and Others (London: I. Ware, c. 1731), pi.29; Charles 

Saumarez Smith, Eighteenth-Century Decoration: Design and the Domestic Interior in 

England (New York: Henry N. Abrams, 1993), pl.3; Peter Kid son, Peter Murray, and Paul 

Thompson, A History of English Architecture (Harmondsworth, England: Penguin Books, 

1965), 184; Grinling Gibbons, Overmantel, c. 1675, Metropolitan Museum of Art 16.88a. 

32. Irene Haberland, "Seghers, Daniel;' Grove Art Online, www.oxfordartonline.com; an 

example of his work in the Brussels Royal Museum of Fine Arts features a garland of 

spring blooms held in place by bowknots at each end, Musees Royals des Beaux-Arts de 

Belgique, Inv.183. 

33. Lesley Stevenson, "Monnoyer, Jean Baptiste;' Grove Art Online, 

www.oxfordartonline.com; Morgane Mouillade, "Versanel, Monnoyer, Blin De Fontenay: 

Les Artistes De La Premiere Tenture Chinoise:' moeblu.fr/2013/12/20/guy-louis-vernansal

jean-baptiste-monnoyer -jean-baptiste-blin-fontenay-part -respective- trois-artistes- realisa

tion-premiere- tenture-chinoise/. 

Four Neoclassical Design Motifs 167 



34. Claire Cons tans, "Le Brun, Charles;' Grove Art Online, www.oxfordartonline.com. See 

"Portiere des Renommes:' Metropolitan Museum of Art 53.57. 

35. Jerome de la Goree, "Berain, Jean, I;' Grove Art Online, www.oxfordartonline.com; 

Roger-Armand Weigert, Textiles En Europe sous Louis XV (Fribourg: Office du Livre, 

1964), figs.28,36. See also Christie's auction sale 5324, Lot 4. 

36. P. Jessen, Das Ornamentwerk des Daniel Marat: In 264 Lichtdrucken Nachgebildet, 

(Berlin: Wasmuth, 1892), [ii],157, digi.ub.uni-heidelberg.de/diglit/marot1892; Saumarez 

Smith, Eighteenth-Century Decoration, pl.6. 

37. Ibid., pl.3i. 
38. Michael Snodin and John Styles, Design & the Decorative Arts, Britain 1500-1900 

(London: V&A Publications, 2001), 3. For an interior view showing ceiling garlands, see 

William Hogarth's "Assembly at Wanstead House:' Philadelphia Museum of Art M1928-

1-13. 

39. Ibid., 220; Michael I. Wilson, William Kent: Architect, Designer, Painter, Gardener, 

1685-1748 (London: Toutledge & Kegan Paul, 1984), 52; Terry Friedman, James Gibbs (New 

Haven, CT: Yale University Press, 1984), 5. 

40. Saumarez Smith, Eighteenth-Century Decoration, pl. 46, 48, 49, 58; see Charles Philips, 

"The Strong Family;' 1732, Metropolitan Museum of Art 44.159 and Gibbs' King's College 

fa<;:ade, Cambridge, 1724. 

41. Abraham Swan, The British Architect: Or the Builders Treasury of Stair-Cases (London: 

Robert Sayer, 1745), pl. 48, 51, 54; Batty Langley, The City and Country Builder's and Work

man's Treasury of Designs, (London: S. Harding, 1756), pl. CVIII, digital.library.wisc.edu/ 

1711.dl/DLDecArts.CityCtryLang; Lewis and Darley, Dictionary of Ornament, 184. 

42. Saumarez Smith, Eighteenth-Century Decoration, 215-221, pl. 216; Damie Stillman, The 

Decorative Work of Robert Adam (London: Academy Editions, 1973 ), pl.3; Kidson, Murray, 

and Thompson, A History of English Architecture, 239; Lansdowne House Dining Room, 

Metropolitan Museum of Art 32.12; Croome Court Tapestry Room, Metropolitan Museum 

of Art 58.75.1; The Works in Architecture of Robert & James Adam, (New York: Dover Publi

cations, 1980 ), pl. 66, 79; Eileen Harris, The Furniture of Robert Adam (London: Alec 

Tiranti, 1963 ), pl. 24; Lewis and Darley, Dictionary of Ornament, 22. 

43. George Hepplewhite, The Cabinet-Maker & Upholsterer's Guide, 3rd ed. (London: I. & J. 

Taylor, 1794; repr., London: B. T. Batsford, 1894 ), pl. 12, 95, 98; Lewis and Darley, Dictionary 

of Ornament, 153-54. 
44. Belle McCullough Borland, Philippe de Lasalle: His Contribution to the Textile Industry 

of Lyons (Chicago: University of Chicago Press, 1936), 8, 12, 30. For a design attributed to 

Pillemont, see Metropolitan Museum of Art 1970.736-41. 

45. See Pierre Langlois, Commode with Drawers, c.i766-67, Fitzwilliam Museum M/F.11-

1938; Martin Carlin, Drop-front Secretaire, c. 1780, Louvre OA11176. 

46. Croome Court tapestries, 1763-1771, Metropolitan Museum of Art, 58.75.1-22; Fables de 

La Fontaine, c. 1775-1780, Musee Nissim de Camondo 114; and an Aubusson 

upholstered settee, c. 1785, Musee Nissim de Camondo 135. 

47. Judith Straeten, Toiles de Jouy (Salt Lake City: Gibbs Smith, 2002), 17; Mary Schoeser 

and Kathleen Dejardin, French Textiles from 1760 to the Present (Singapore: Laurence King, 

1991), 43; Josette Bredif, Printed French Fabrics: Toiles de Jouy (New York: Rizzoli, 1989), 137. 

48. John Irwin and Katherine B. Brett, Origins of Chintz; with a Catalogue of Indo

European Paintings in the Victoria and Albert Museum, London, and the Royal Ontario 

168 Uncoverings 



Museum, Toronto (London: Her Majesty's Stationery Office, 1970 ), pl. 31, 93. 

49. Nicholas Lancret, Madame Camargo Dancing, c. 1730, The Wallace Collection P393. 

50. Kendra Van Cleave and Brooke Welborn, '"Very Much the Taste and Various are the 

Makes': Reconsidering the Late-Eighteenth Century Robe a la Polonaise:' Dress 39, no. 1 

(2013): fig.I. 

5i. Marie-Antoinette's Court Gown, Royal Ontario Museum 925.18.3.A. 

52. See quilted petticoats from the second half of the eighteenth century: Colonial 

Williamsburg Foundation 1996-291, 1941-211. 

53. Fram;:oise Teynac, Pierre Nolot, and Jean Denis Vivien, Wallpaper: A History, trans. 

Conway Lloyd Morgen (New York: Rizzo Ii, 1981), 87, 89; Lesley Hoskins, ed. The Papered 

Wall: The History, Patterns and Techniques of Wallpaper, 2nd ed. (London: Thames & 

Hudson, 2005), 61. See also a French wallpaper in the style of tapestry, c. 1795, Musee Jes 

Arts Decoratifs 2008.10.i. 

54. Wallpaper fragment, c. 1800, V&A E.1042-1925; Beatrice B. Garvan, Federal Philadel

phia: The Athens of the Western World (Philadephia: Philadelphia Museum of Art, 1987), 

62. 

55. Grand Plat de Monstre, Fabrique Clerissy, c. 1730, Musee Les Arts Decoratifs 2122. 

56. Plates, Meissen, c. 1765, Philadelphia Museum of Art 1882-1773, 1774; Pot-pourri Vase & 

Cover, Sevres, c. 1765, V&A 434o&A-1857. 

57. Plate, Chinese, for export, Philadelphia Museum of Art 1935-11-6f; Elinor Gordon, Col

lecting Chinese Export Porcelain (Pittstown, NJ: The Main Street Press, 1984), 43, fig. 39. 

58. Alexander Speltz, Styles of Ornament (New York: Bruno Hessling, 1906), pl. 335(4); Ann 

Eckert Brown, American Wall Stenciling, 1790-1840 (Hanover, NH: University Press 

of New England, 2003), i. 

59. "The Economies of the British North American Colonies in 1763;' American Hus

bandry (1775), www.sjsu.edu/faculty/watkins/colonies1763.htm; Blaine A. Brownell and 

David R. Goldfield, eds., The City in Southern History: The Growth of Urban Civilization in 

the South (Port Washington, NY: Kennikat Press, 1977), 38, 48. 

60. T.H. Breen, "An Empire of Goods: The Anglicization of Colonial America, 1690-1776;' 

Journal of British Studies 25 (1986): 485, 487-490, 493-494; Carrie Reborn et al., John Sin

gleton Copley in America (New York: The Metropolitan Museum of Art, 1995), 32. 

61. Jules David Prawn, "Style in American Art: 1750-1800;' in American Art: 1750-1800 To

wards Independence, ed. Charles F. Montgomery and Patricia E. Kane (Boston: New York 

Graphic Society, 1976), 37; "Style as Evidence;' Winterthur Portfolio 15 (1980 ): 207-208; 

Rosemary Troy Krill and Pauline K. Eversmann, Early American Decorative Arts, 

1620-1860: A Handbook for Interpreters (Lanham, MD: Altamira Press, 1992), 102-103. 

62. Morrison H. Heckscher, "English Furniture Pattern Books in Eighteenth-Century 

America;' in American Furniture 1994, ed. Luke Beckerdite (Hanover, NH: University Press 

of New England, 1994), 172-205; William Bainter O'Neal, Jefferson's Fine Arts Library 

(Charlottesville, VA: University of Virginia Press, 1976); Catalogue of the Books in the 

Boston Athenaeum, (Boston: Boston Athenaeum, 1810 ), cdm.bostonathenaeum.org/cdm/ 

search/searchterm/BA_Catalogue_1810.pdf; Charles Over Cornelius, Furniture Master

pieces of Duncan Phyfe (New York: Doubleday, Page & Co., 1922), 43; The Ladies Amuse

ment, or Whole Art of Japanning Made Easy, facsimile ed. (London: Robert Sayer, 1760 ), 

preface, pls.10,137 

63. Harold Kirker, The Architecture of Charles Bulfinch (Cambridge, MA: Harvard Univer-

Four Neoclassical Design Motifs 169 



sity Press, 1969), 4-5, 9-12, pis. 14, 55, 65. 

64. Dean T. Lahikainen, Samuel Mcintire: Carving an American Style (Hanover, NH: 

University Press of New England, 2007), 37, Figs. 4-75, 4-84, 4-91; Art Institute of Chicago 

1938.1321; Dean T. Lahikainen, "A Mcintire Restoration: The East Parlor in the Peirce

Nichols House, Salem, Massachusetts;' The Magazine Antiques, Dec. 2007, 81. 

65. Asher Benjamin, The Country Builder's Assistant (Bedford, MA: Applewood Books 

reprint, orig. published 1797), pis. 19, 20; The American Builder's Companion (Charlestown: 

Etheridge and Bliss, 1806), 47, pis. 25, 27, 29. 

66. Rodris Roth, "Interior Decoration of City Houses in Baltimore: The Federal Period;' 

Winterthur Portfolio 5 (1969): Figs. 9-14. 

67. "Joseph Manigault House:' www.charlestonmuseum.org/joseph-manigault-house. 

68. See Robert Wellford, Mantel from Beltzhoover House, Carlisle, Pennsylvania, c. 1815, 

Metropolitan Museum of Art 18.119.1; "Boscobel House and Gardens:' 

www.boscobel.org/history/. 

69. Reborn et al., John Singleton Copley in America, 32. See Staffordshire Cream-colored 

Earthenware Teapot & Cover, England, c. 1770, Skinner Auction 2663B, Lot 1179. 

70. Susan Gray Detweiler, George Washington's Chinaware (New York: Henry N. Abrams, 

1982), 67-68, 72; Herbert Schiffer, Peter Schiffer, and Nancy Schiffer, China for America: 

Export Porcelain of the 18th and 19th Centuries (Exton, PA: Schiffer Publishing, 1980 ), 78, 

111. 

7i. Paul Revere, Sugar Bowl & Creampot, Boston, c.1795, Metropolitan Museum of Art 

33.120.546 & 547; Joseph & Nathaniel Richardson, Cream Pot, Philadelphia, 1781-1790, 

Philadelphia Museum of Art, 1940-16-701. 

72. Wineglass, Bohemia, 1790-1810, Winterthur 1957.18.38; Covered Sugar, Pennsylvania, 

c.1820, Wheaton Glass Museum. 

73. Edwin A. Barber, "The Tucker and Hemphill Hard Porcelain Manufactory, Philadel

phia, 1825-38;' Bulletin of the Pennsylvania Museum 14, no. 4 (1906): 17, 22. See Tucker 

Porcelain Factory, Pitcher, 1828/35, Metropolitan Museum of Art 2002.279. 

74. See textiles used for two whole cloth quilts, Winterthur Museum 1969.3830 and 

1969.3924. 
75. Cornelius, Furniture Masterpieces of Duncan Phyfe, 48 inset; Duncan Phyfe, "Sofa;' 

c. 1820, Museum of Fine Arts Boston 39.114; "Duncan Phyfe;' Grove Art Online, 

www.oxfordartonline.com. 

76. Wendy A. Cooper, Classical Taste in America 1800-1840 (New York: Abbeville Press 

Publishers, 1993), 22. 

77. Teynac, Nolot, and Vivien, Wallpaper, 120-121; Roth, "Interior Decoration of City 

Houses in Baltimore: The Federal Period;' 70; Phyllis Ackerman, Wallpaper: Its History, 

Design and Use (New York: Frederick A. Stokes, 1923), 68-69; Brown, American Wall Sten

ciling,3. 

78. Wallpaper, General Henry Knox Museum, Thomaston, Maine (compare to Reveillon, 

Wallpaper, Winterthur Museum 1970.143i.001); Wallpaper, Appleton Prentiss Manuf., U.S., 

1790-1815, Historic New England 1972.11}C; Richard C. Nylander, Wallpaper in New Eng

land (Boston: Society for the Preservation of New England Antiquities, 1986), fig. I-22. 

79. Lilian Baker Carlisle, Hat Boxes and Bandboxes at Shelburne Museum (Shelburne, VT: 

The Shelburne Museum, 1960), 100-101, 62-63. 

80. Brown, American Wall Stenciling, 15, 90, 140, 143, 150, 169, 196, 206, 209, 218, 228-229. 

170 Uncoverings 



81. Linda Jones Roccos, "The Kanephoros and Her Festival Mantle in Greek Art;' 

American Journal of Archaeology 99, no. 4 (1995): 641-642; William Romaine Newbold, 

"The Eagle and the Basket on the Chalice of Antioch;' American Journal of Archaeology 29 

(1925): 360, 366; Sybille Ebert-Schifferer, Still Life: A History, trans. Russell Stockman (New 

York: Henry N. Abrams, 1999), 20. 

82. Ibid., 38, 41, 48, 93-102. 

83. Jean-Baptiste Monnoyer, Livre de Plusieurs Corbeilles de Fleurs Dessine et Grave par 

Baptiste Monnoyer (Paris: N de Poilly, 1660-1690?); Metropolitan Museum of Art 

20.61.2(13-16); Monnoyer, "Basket of Flowers;' c.1692, Versailles. 

84. Furber, Robert, "October;' 1732, facsimile, http://www.allposters.com/-sp/Twelve

Months-of-Fruits-1732-0ctober-Posters_i}75895_.htm; Stanley H. Johnston, Jr., ed., The 

Cleveland Herbal, Botanical, and Horticultural Collections (Kent, OH, Kent State University 

Press, 1992), 343, https://books.google.com/books?isbn=o873384334. 

85. Owen Jones, The Grammar of Ornament (London: Day & Son, 1856; repr., New York, 

DK Publishing, 2001), 350, 353, 356. 

86. Lewis and Darley, Dictionary of Ornament, 50. 

87. Stillman, The Decorative Work of Robert Adam, pis. 97, 100; "Room from Wrightington 

Hall;' Philadelphia Museum of Art 1928-62-1; "Mantel;' Chesterfield House, Metropolitan 

Museum of Art 56.234-4· 

88. Knotted Whitework Coverlet, English, 1749, in Cora Ginsburg 2002 catalogue, 8. 

89. Samuel A. Humphrey, Thomas E/fe, Cabinetmaker (Charleston, SC: Wyrick, 1995 ), 3; 

Thomas Elfe, Library Case, Heyward-Washington House, Charleston, SC, c.i770. 

90. Lahikainen, Samuel Mcintire, 146-147, 149, figs. 4-99 & 4-02; Museum of Fine Arts, 

Boston 22.805, 22.807, 22.809, 22.811. 

91. Bouquetiere, Delft, c. 1690, Aronson Antiquairs advertisement, The Magazine Antiques 

May/June 2014, 15; Meissen Basket, c.i774-1800, Metropolitan Museum of Art 66-40; 

Sevres Fruit Basket, 1756 in Svend Eriksen and Geoffrey de Bellaigue, Sevres Porcelain: Vin

cennes and Sevres, 1740-1800 (Boston: Faber and Faber, 1987), pl. 116. 

92. Meissen plate, c. 1740, Metropolitan Museum of Art 1995.268.196. 

93. Sevres: Porcelain from the Royal Collection: [Exhibition] the Queen's Gallery, Buckingham 

Palace, 1979-1980, (London: [s.n.], 1979), 45, 50, 100-101; Linda Paredes, Sevres Then and 

Now (Washington, DC: Hillwood Museum and Gardens Foundation, 2009), fig.5; Sevres 

Cup & Saucer, 1770-75, Musee National Ceramique 22997. Edme-Fram;:ois Brouillat 

(active 1758-1810), Philippe Parpette (1738-1808), and Philippe Xhrouet (1725-1775) were 

pre-eminent porcelain painters for the Sevres manufactory. 

94. French Cabinetmakers of the Eighteenth Century, (Paris: Hachette, 1963), 146, 215. 

95. Francois Furstenberg, When the United States Spoke French (New York: Penguin Press, 

2014), 102-104, 132. 

96. Carpet (Tapis), Savonnerie Manufactory, mid-seventeenth century, Metropolitan 

Museum of Art 1976.155.111. 

97. Natalie Rothstein, Silk Designs of the Eighteenth Century in the Collection of the 

Victoria and Albert Museum, London (London: Thames and Hudson, 1990 ), pl.i02; 

Marianne Carlano and Larry Salmon, eds., French Textiles from the Middle Ages through 

the Second Empire (Hartford, CT: Wadsworth Athenaeum, 1985), fig. 3, 34; Henri Clouzot, 

Le Histoire du Papier Peinten France (Paris: C. Moreau, 1935), color plate [n.p.]. 

98. Amelia Peck, ed. Interwoven Globe: The Worldwide Textile Trade, 1500-1800 (New York: 

Four Neoclassical Design Motifs 171 



Metropolitan Museum of Art, 2013), 113-114, figs. 03 & 04. 

99. The Ladies Amusement, 6, 10, 11, 18; Betty Ring, Girlhood Embroidery: American 

Samplers & Pictorial Needlework 1650-1850, 2 vols. (New York: Alfred A. Knopf, 1993), 352, 

357. 

100. Linda Eaton, Printed Textiles: British and American Cottons and Linens 1700-1850 

(New York: Monacelli Press, 2014), 211. 

10i. See New England Quilt Museum 2010.21; Winterthur Museum 2010.0038; Maciver 

Percival, The Chintz Book (New York: Frederick A. Stokes [1924] ), frontispiece; Merikay 

Waldvogel, "Printed Panels for Chintz Quilts: Their Origin and Use;' in Uncoverings 2013, 

ed. Lynne Zacek Bassett (Lincoln, NE: American Quilt Study Group, 2013):, 124, panel 5. 

102. Mary Schoeser and Celia Rufey, English and American Textiles from 1790 to the Present 

(London: Thames and Hudson, 1989 ), 58; Eaton, Printed Textiles, 276, 292, 293. The 

"basket in a draped window" textile in red was used as an alternate block for a c. 1830 stars 

quilt documented by the Massachusetts Documentation Project (MQ 7043). 

103. Whitlock, American Sewn Rugs, 24. 

104. "The Fine Arts: Painting on Velvet;' The Balance, & New York State Journal, Sept. 4, 

1810; Sumpter Priddy, American Fancy: Exuberance in the Arts, 1790-1840 (Milwaukee: 

Chipstone Foundation, 2004), fig. 345; "Yellow Basket with Flowers:' c. 1825, Colonial 

Williamsburg Foundation 193i.403.17. 

105. John Tarrant Kenney, The Hitchcock Chair (New York: Clarkson N. Potter, 1971), 96; 

Priddy, American Fancy, fig. 265; "Rocking Chair;' c. 1832-1843, Brooklyn Museum of Art 

76.35. 

106. Bassett, "Stenciled Bedcovers:' 72. Plate III shows an example of a basket motif 

stenciled on a quilt made in Reading, New York, in 1834 (Winterthur Museum 

1959.0022.08). 

107. "Fruit Basket;' Tucker Factory, 1826-1831, Philadelphia Museum of Art 1892-65; "Scent 

Bottle;' Tucker Factory, 1826-1831, Philadelphia Museum of Art 1988-27-38. 

108. Catherine E. Kelly, Republic of Taste: Art, Politics, and Everyday Life in Early America 

(Philadelphia: University of Pennsylvania Press, 2016), 5-6; Garvan, Federal Philadelphia, 

23; Richard L. Bushman, The Refinement of America: Persons, Houses, Cities (New York, 

Alfred A. Knopf, 1982), 403, 411. 

109. Virginia Gunn, "Quilts at Nineteenth State and County Fairs: An Ohio Study;' in 

Uncoverings 1988, ed. Laurel Horton (San Francisco: American Quilt Study Group, 1988): 

105-106; Aimee E. Newell, "Agricultural Fairs and Quilts;' in Massachusetts Quilts: Our 

Common Wealth, ed. Lynne Zacek Bassett (Hanover, NH: University Press of New 

England, 2009), 99, 181. 

172 Uncoverings 



The Mystery of the Harlequin Star Quilts: 
Finding and Naming a Previously Unidentified 

Regional Design (~v~ 

Kathleen L. Moore 

Could two strikingly similar quilts found by chance in Texas and Georgia 

state quilt documentation books and identified as belonging to two different 

families have been made by the same maker? Research on these two quilts 

found separate journeys but amazing coincidences in their histories. Investi

gation into state documentation projects and the Quilt Index uncovered 

several more quilts of similar design. The study of these quilts revealed a pre

viously unknown cluster of unique quilt block designs narrowly confined in 

origin to the southeastern corner of Tennessee and northwestern corner of 

Georgia in the third and fourth quarters of the nineteenth century. This case 

study of regional tastes and design aesthetics additionally illustrates historical 

truths of nineteenth-century American quilt survival and migration, as the 

quilts traveled with their owners-possibly crossing paths in post-Civil War 

Texas. 

Discovery 

Sometime in 2010, while methodically scanning a stack of quilt docu
mentation books for patterns based on a now-forgotten theme, the dis
covery was made of two nearly identical quilts documented in separate 
states, one on the east coast and one in the middle of the country. One 
quilt was well documented, with a picture of the maker and a bit of her 
life story. It remains in the hands of the quiltmaker's descendants. The sec
ond quilt was very poorly documented, but examination of photographs 
of the two quilts side-by-side gave a strong impression that both quilts 
might have come from the same quilter or family of quilters. The nearly 
identical Mariner's Compass blocks were very distinctive and technically 
difficult to construct. Indeed, the quiltmaker had added an element to in
crease the level of difficulty: she pieced some of the radiating star points 
from minute fragments of red and white fabrics to create a checkerboard 
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or harlequin pattern. Additionally, the vining border was pieced rather 
than appliqued. The result is visually stunning. 

Gone to Texas-Sally Lewellin's Sunburst Quilt 

The discovery in the state documentation book, Lone Stars: A Legacy 
of Texas Quilts, 1836-1936, of a unique version of a pieced and appliqued 
Mariner's Compass quilt which was documented as having been made in 
Texas by Sally Beaird Lewellin led to a compelling and years-long search 
for others like it. 1 Family history 
suggests that Sarah Louisa (Beaird) 
Lewellin, known as "Sally;' moved 
from Georgia to Texas sometime in 
the late 1870s or very early 188os.2 

(Fig. i.) Sally was born September 
22, 1852 in Walker County, Georgia, 
very near the site of the days-long 
and brutal Civil War battle of 
Chickamauga. According to her 
granddaughter, Sally "was a child in 
Georgia during the Civil War and 
used to tell of being 'afraid of the 

Northern soldiers who came 
through the country burning barns 
and driving off our mules and 
cows.'"3 The war experience had a 
lasting effect on Sally and may have 
influenced her choice to leave Geor-

gia when, as a young woman, the 
opportunity presented itself. 

Fig. 1. Sally Beaird Lewellin, Elkins 

Community, Brown County, Texas, 

prior to i932. Photographer unknown. 

Sally's birthplace in Walker County is located in the far northwest cor
ner of the state of Georgia. The area was first settled by Creek and Chero
kee Indians, who farmed their lands and peacefully co-existed with each 
other and their European immigrant neighbors. The discovery of gold de
posits in the early nineteenth century led to a highly partisan states-rights 
campaign in state and federal courts over the land rights of Native Ameri
cans.4 By the 1830s, primarily during the administration of President An
drew Jackson, the Native Americans living in north Georgia were 
dispossessed of their land and moved to Oklahoma territory.5 Immigrants 
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and Americans of European heritage quickly acquired the vacated farm
steads and resumed the agricultural activities that had existed there for 
generations. 

The economy of the South, and particularly the Beaird family's exis
tence, from then until well into the twentieth century was primarily based 
on agriculture. Given its location in a geologically mountainous region, 
Walker County, Georgia, was not populated by large or wealthy planta
tions. Property tax records indicate that Sarah's father, Elbert Beaird, was 
a middle class yeoman farmer growing crops on his 160 acres of land and 
raising a small herd of livestock.6 As might be expected, Elbert's military 
record shows that he enlisted in the 9th Infantry of the Confederate Army 
in 1865.7 It is interesting to note that this is more than a year after the hor
rific Chickamauga Campaign (August 21 to September 20, 1863) which 
was, as noted, fought in the geographic area that includes Walker County.8 

It is not without good reasons that Sally had nightmares about marauding 
bands of militia stealing their livestock and ransacking their farmstead. 
Soldiers on both sides were guilty of such depredations. 

How and when the opportunity presented itself for Sally and her 
family to leave Georgia for Texas is unknown. There are no surviving let
ters or diaries. There are no extant documents to tell us how she traveled 
to Texas or with whom. According to census records, she was living with 
her parents and siblings in Walker County, Georgia, in 1870 at age 17, a 
marriageable age, but given the realities of casualty rates during the Civil 
War, there may not have been many marriage opportunities for Sally. That 
census says she was "attending school."9 The census of 1880 no longer lists 
Sally as living with her parents in Georgia. 10 But, she does appear in the 
1880 Brown County, Texas, census. At that time, she was living with her 
brother, whose name is given as Monroe Beard (also known as James Mar
ion Beaird), and his wife Maggie. In this instance, Sally was listed by the 
census taker as Lula Beard (not Beaird) .11 This is the only time that her 
name appears as Lula in available records. 

By 1885 Sally and Monroe's father, Elbert A. Beaird, had moved to 
Texas and was a land owner living with his children and family in Brown 
County, Texas. 12 Given this data, it would seem that the Beaird family 
moved in stages to Brown County in the early 1880s, a fairly common 
practice during that era. Elbert died in Elkins, Brown County, Texas, in 
1918, and is buried in the Elkins cemetery. 13 

Sally married Gabrel (or Gabriel) B. Lewellin, a rancher in Brown 
County, Texas. 14 According to state marriage records, their actual marriage 
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date is given as 1August1883.15 There are tax records related to Gabrel's 
ownership of property in Brown County sporadically from 1877-1892, but 
images of these records are not available online. 16 Without more specific 
details regarding his status in the community, it is difficult to speculate 
when and how he came to be in Elkins. Having been born in 1850, he was a 
child during the Civil War- consequently, there are no military records 
related to him. Sally's granddaughter, Murl Lewellin Dobbs, inherited 
Sally's quilts and is responsible for registering them with the Texas Quilt 
Search in the mid-198os. She reported that Sally"came to Texas with her 
parents,'' where "they settled in the Elkins Community."17 Based on the 
available census data, it appears that Sally actually migrated to Texas with 
her brother and his wife a few years before her parents and some siblings 
joined them in central Texas. 

What can be discerned about the reasons for the Beaird family's move 
and establishment in Brown County, Texas, must rely on Sally and her 
family's appearance in census records. The evidence there suggests some 
possible explanations about the Beaird family's situation in Georgia and 
their subsequent move to Texas. Since the early 1830s, a steady stream of 
settlers from the middle and lower South had been moving west to Texas. 
In central Texas they found land they could farm and, with luck, they 
could prosper. 18 Very few Georgians moved to Texas before the Civil War, 
primarily because land was readily available in Georgia. But by the time 
the Civil War was over, the economic value and productivity of agricul
tural land in Georgia had declined to the point that Georgians, with an in
terest in looking for more fertile fields, were willing to take a chance on a 
move to Texas. Even though it was farther away and plagued with rumors 
of Indian depredations and general lawlessness, many immigrants skipped 
over already populated Alabama and Mississippi in favor of Texas, basing 
their decisions on successful promotions by railroads and real estate spec
ulators.19 

Once married, Sally and Gabrel built a house of stone quarried from 
a mountain (or more likely a hill full of limestone rocks) on their home
stead in the little community of Elkins.20 They raised four children there: 
Hettee B., Carl A., Bertie A., and Jessie M., all born between 1885 and 
189i.21 Sally died at Elkins on May 27, 1941 and is buried in the Elkins 
cemetery.22 

For us, the important part of Sally's story is that while living in Brown 
County she is credited by her granddaughter, Murl Dobbs, as having made 
a couple of outstanding and unique quilts. As noted above, her Sunburst 
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Fig. 2. Sunburst quilt by Sally Beaird Lewellin, Elkins Community, Brown County, 
Texas, c. 1885, 62 x 78 inches, private collection. Photograph by Matthew Lawrence 
McCoy. 

quilt, a tour de force of piecing and applique work, is pictured and de
scribed in the first volume of Lone Stars: A Legacy of Texas Quilts, 1835-

1935. (Fig. 2, color plate 10.) It was assumed that Sally's Sunburst was made 
as a part of her wedding "trousseau of thirteen quilts."23 Whether or not it 
was a trousseau quilt, the maker was clearly a skilled and gifted quiltmaker 
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Fig. 3- Sunburst quilt, Orange and Green version, by Sally Lewellin, c. 1885, 61 x 81 
inches, Museum ofTexas Tech University, TTU-H2015-011-ooi. Image courtesy of 
Museum ofTexas Tech University. 

with an eye for color and balance that one might be surprised to find in an 
isolated farming community in the middle of Texas in the late 1800s. At 
the time this quilt was documented, a second, matching, quilt assumed to 
have been made by Sally was documented by Karey Bresenhan, who de
scribed it as being "executed in different color combinations ... primarily 
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red and teal with gold and green accents."24 (Fig. 3, color platen.) Bresen
han also noted that, "The gold in both quilts has proved unstable through 
the years and is sporadically fading to pale yellow."25 This second quilt was 
not included in the Texas documentation book. 

Both of Sally's Sunburst quilts are striking and complex, with unique 
design elements based on what we now know as a Mariner's Compass pat
tern. The pattern requires a skilled quiltmaker who has mastered the chal
lenges of geometry and who can successfully translate those challenges to 
drafting and piecing small fabric triangles arrayed in a circle. Indeed, in 
their description of this quilt, Bresenhan and Puentes commented that 
"These long slender patches, tiny pieces, and sharp points are postgradu
ate work for any quilter. Mathematical precision and well-chosen colors 
make this quilt a particularly fine example of excellence in needlework."26 

Further knowledge about the second quilt was provided by the wife of 
one of Sally's great-grandsons, who reported the family's belief that Sally 
planned on making one for each season of the year.27 This information is 
consistent with data on The Quilt Index, which states that, "This quilt is 
one of a pair of matching quilts made by Sally Lewellin, each with designs 
in different color combinations. The mate to this quilt is predominantly 
green and gold."28 

At some point when the family was in financial difficulties, the green 
and gold quilt was sold and knowledge of its location was temporarily 
lost. Thankfully, in February 2016, this lost quilt resurfaced. It had been 
donated by its new owner to the Museum of Texas Tech University some
time in 2015 and has since been included in the catalog for the quilt ex
hibit, Legacy of a Thousand Stitches: Quilts of Texas Tech University, curated 
by Dr. Marian Ann Montgomery.29 The quilt is, indeed, as Bresenhan de
scribed it: a duplicate of the red, green and gold quilt pictured in Lone 
Stars: A Legacy of Texas Quilts, 1836-1936. 

Sally's descendants did not know of the existence of any more quilts 
she might have made. Surprisingly, then, two more of Sally's quilts were 
discovered in a 1986 exhibition catalog from the National Ranching Her
itage Center of Texas Tech University.30 One or both of the quilts were 
likely stitched at the time of or shortly after Sally's migration to Texas. One 
is an Oak Leaf and Acorn quilt (fig. 4), dated between 1885 and 1895. The 
second, a Chimney Sweep quilt (fig. 5 ), was probably made around 1880, 

the year in which research first places Sally in Texas. 
These other two examples of quilts made by Sally look nothing like 

her challenging and superbly made Sunburst quilts. They are typical of 
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Fig. 4. Sally Beaird Lewellin, Oak Leaf and Acorn quilt, Elkins Community, Brown 

County, Texas, c. 1885-1895, 74 x 82 inches, owner and current location unknown. 

Photographer unknown. Published in Quilts of the Texas South Plains: A Sesquicen
tennial Exhibition October 19, 1986-March 8, 1987-

their day and could be found in many quilters' repertoire. Though they are 

utilitarian and a bit ordinary in comparison, they may have been a wel

come relief from the challenges posed by the Sunburst quilts. Sally's Oak 

Leaf and Acorn quilt was described in the catalog as being a "formal ap

pliqued arrangement of nine large blocks" made with a cotton muslin 

background and a green fabric for the leaves and acorn shells. The dye was 

described as being fugitive in nature. The "lining" or backing fabric was 
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Fig. 5. Sally Beaird Lewellin, Chimney Sweep quilt, Brown County, Texas, c. 1880, 74x 

84 inches, owner unknown. Published in Quilts of the Texas South Plains: A Sesqui
centennial Exhibition October 19, 1986-March 8, 1987-

identified as "coarse muslin." The quilting was described as "an allover 
shell pattern ... evenly quilted with ecru thread:'31 

The second of Sally's quilts, the Chimney Sweep quilt, was made of 
cotton prints "in pink, rose, reddish brown, tan and gray" on muslin. The 
Garden Maze setting includes solids and prints "of green with yellow and 
black, and a solid orange fabric .... "32 It is bound with a green print and "a 

piped cording of the orange fabric:' 33 The current whereabouts of these 
two quilts is not known. 
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Fig. 6. Maker unknown, Mariner's Compass Variation, possibly Georgia, c. 1860, 87 % 
x 78 % inches, collection of the Bartow History Center, 1988.56.1. Courtesy ofBartow 

History Center. 

For Sally and her family, life in Brown County in the last quarter of 

the nineteenth century could not have been easy.34 Brown County is lo

cated right in the middle of the state in a triangle created by Fort Worth to 

the north, San Angelo to the southwest, and Austin to the southeast. For 

most of the eighteenth and nineteenth centuries, this location was a part 

of well-established Indian Territory known as the Comancheria. As a mat

ter of fact, it was at the very end of Native American dominance in that 

area that the little community of Gholson was "developed on two early 
Comanche Indian trails:'35 The Gholson name was changed to Elkins 
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around 1900, "after a family who owned and operated a mercantile store 
in the area:'36 

It appears the little community was never very prosperous. It did not 

have a post office until 1901 and that was gone by 1906. In 1947, the popu
lation was counted at twenty-five people, but by 1949 there were no popu
lation figures available. This is probably because the community was 
"displaced" by the establishment in 1939 or 1940 of a very large military 
training installation-Camp Bowie-that trained soldiers for battle and 
also housed German prisoners of war during World War II.37 The camp 

was decommissioned after the war in 1946.38 The federal government still 
maintains some of the original property and currently a National Guard 
training center is there, on a portion of what was the original camp. 

We can only guess at the joys and difficulties Sally experienced in her 
new life in Texas. We can be fairly confident that she did not experience 
the terror of a Comanche raid, but it is entirely possible that she heard 

stories of the horrors experienced by others, particularly from the Civil 
War years when military presence was thin to non-existent and Comanche 
raids were frequent and ferocious. We do know she married a rancher in 
1883 and lived the rest of her days in Elkins. Sally died of heart disease on 
May 27, 1941 at age 88 years, 8 months, and 5 days.39 She was survived by 
three daughters and a number of grandchildren-and at least four quilts, 

two of which are stunning Sunburst designs.40 But where did Sally get the 
idea for her intricate and unusual block design? There are no surviving 
drawings or instructions to tell us how she developed her patterns. Thank
fully, the historical record is not blank, but a considerable degree of infer
ence is required to find some answers. 

Left in Gratitude-Elizabeth Mosteller Parham 

A second-and strikingly similar-quilt was found in the Georgia 
quilt documentation book, Georgia Quilts: Piecing Together a History. 41 

The citation for this quilt refers to it as a Mariner's Compass Variation and 
notes that the quilt's maker and origins are unknown. (Fig. 6.) It further 
states that the quilt resides in the Bartow History Center, a gift to the cen

ter from Elizabeth Mosteller Parham.42 The block setting for this quilt is 
much simpler and straight-forward, with each "compass" or roundel set in 

a dark blue field. The blocks are simply sashed with red-white-red strips. 
There is no border on this quilt. 

The striking thing about this Georgia quilt is that its Mariner's Com-
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pass blocks are identical in every detail, except their colors, to the Lewellin 
quilts from Texas. There are twenty-four primary star points in each block 
of this Mariner's Compass, just as there are in the Lewellin quilt. Twelve of 
the star points emanating from each roundel in the nine compass blocks 
are pieced from tiny eye-catching red-and-white diamonds similar to a 
harlequin pattern. All the little diamond pieces are no larger than a dime 
and their production is consistent across all three quilts. There are also 
twelve small red pointers and twelve dark blue or green pointers and a yel
low/gold roundel in the center of each block of the Georgia quilt, just as 
there are in the Lewellin quilts from Texas. An even more striking charac
teristic is that the points of all the star points and pieced diamonds of each 
compass in this quilt are, as in the other Lewellin quilts, sharp and crisp. 
The aesthetic effect and stunningly successful construction of the star 
points of these Mariner's Compasses are amazing to behold on each quilt. 

These quilts had to have been made by an experienced quiltmaker 
who understood how to make many small triangular pieces fit together 
successfully and to lie flat once pieced. Such specific evidence and a lack of 
comparable examples hint at the possibility of the same maker or family 
of makers for the three quilts. There is at least one problem with this as
sumption. Two quilts are documented in Texas and the other in Georgia. 

Information from the museum in Bartow County, Georgia, which 
owns the Mosteller family quilt, provides some intriguing details. Accord
ing to the museum's donor files, the Mosteller family lived near 
Adairsville, Bartow County, Georgia, for most of the nineteenth century. 
The museum record states, "During the Civil War, a refugee family from 
north of Bartow County passed the Mosteller home and stopped for food 
and shelter:' The Mostellers fed the family. The refugee family had no 
money but wanted to pay the Mostellers for their kindness, so they gave 
the quilt as payment. The Mosteller family accepted the quilt and has 
passed it down through succeeding generations:'43 Walker County, where 
Sally Beaird Lewellin's family lived, is north and a bit west of Bartow 
County. It is hard by the Tennessee state line. 

Could members of the Beaird family have been the refugees who 
passed through and left the quilt? The evidence is very tempting but cir
cumstantial and problematic. We know that Sally did not leave Georgia 
until around 1880. Is it possible that the Mosteller family's story is off by a 
few years, or that their quilt came from a different refugee family? Impor
tantly, if it did come from another family, the Mosteller quilt becomes an 
unrelated and additional example of this quilt block design having been 
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made in the northwest corner of Georgia in the nineteenth century. 
The Bartow History Center's donor record provides another tantaliz

ing detail about the Mosteller quilt's past. At the time the quilt was do
nated in 1988, the donor lived in Mineral Wells, Texas. The museum 
attempted to contact this family in 1995 but mail was returned with no 
forwarding address. Mineral Wells, Texas, is approximately 110 miles north 
of Brown County, Texas. When and how the donor, Elizabeth Mosteller 
Parham, or her branch of the Mosteller family relocated to Texas is not 
known, but its proximity to the community of Elkins in Brown County 
adds a compelling coincidental aspect to the story.44 

Even though it has proven difficult to connect the two sources of the 
Texas and Georgia Sunburst quilts through family or friendship, the fact 
that these two quilts made similar journeys and were owned within 110 
miles of each other is interesting for what it says about migration and set
tlement in America in the nineteenth and twentieth centuries. Their 
provenance and their continued existence are evidence of the social and 
cultural upheavals that occurred within families and geographic regions of 
the post-Civil War era in the United States. In this sense, the quilts be
come historical documents as real and telling as a diary or a collection of 
letters from family members scattered across the continent. 

There is yet another example of this block design which may point to 
the origin of the design choices Sally made for her Mariner's Compass 
blocks. The Quilt Index has a Starburst quilt with blocks very similar to 
Sally Lewellin's Mariner's Compass blocks.45 It was identified through the 
Quilts of Tennessee documentation project as having been made by Polly 
Elkins of Loudon County, Tennessee, between 1850 and 1875. Polly's date of 
birth is given as 1803. The image available on the Quilt Index website 
shows a series of nine Mariner's Compass blocks on a white background. 
Just like those on Sally Lewellin's quilt, there are twenty-four star points 
on each of Polly Elkins' blocks. The star points are identical in color and 
arrangement to those on Sally's quilt. Additionally, the construction of the 
central roundel of each block is identical on both Polly's and Sally's quilts. 

Whether Polly Elkins' Starburst/Sunburst quilt was made sometime in 
the 1850s or later, it seems possible that either Polly's block inspired Sally's 
later quilt or Sally's block inspired Polly later than that early 1850 date. 
Could it even be possible that they worked together on these blocks? Side
by-side visual and technical examination might reveal some answers, but 
at the time Polly Elkin's quilt was documented, it was in private hands. It 
needs to be located and secured for research and investigation. A search 

Harlequin Star Quilts i 85 



for Polly Elkins in April, 2015, on Ancestry.com was fruitless. There is too 
little information on the Quilt Index about Polly Elkins to track her or lo
cate her descendants. 

There are yet other possible examples of this quilt block design that 
were seen in Tennessee but not documented, and their current locations 
are unknown. In corresponding with Merikay Waldvogel in 2012 about 
Polly Elkins' Sunburst quilt, Waldvogel stated that there was a notation 
from Bets Ramsey in the documentation file commenting on the fact that 
she (Ramsey) had photographed a similar quilt at the home of Creed 
Bates on Signal Mountain, Tennessee.46 Her reference to this event can be 
found in her footnoted comment stating that Ramsey "first saw this Sun
burst pattern on Lookout Mountain in 1972 at the home of Phenie 
McGuffey. The quilt had been made about 1870 by Sallie Boyles from a 
pattern she had acquired in a fortuitous way. A quilt like it had dropped in 
the road in front of her house when it fell from a passing wagon filled with 
the belongings of a family moving to a new location:' Ramsey also noted 
that there was a second Sunburst quilt in the possession of Creed Bates of 
Signal Mountain.47 It is important to note that Signal Mountain, Ten
nessee, is about forty miles north of Walker County, Georgia. Lookout 
Mountain, Tennessee, straddles the border between Tennessee and Geor
gia and is about thirty miles north of Walker County.48 

Yet another quilt using this basic design is pictured in The Quilts of 
Tennessee: Images of Domestic Life Prior to 1930 by Ramsey and Waldvo
gel. 49 It was signed by the maker, "Mary Hutton May 20, 1850, Bedford 
County:' The authors cite the maker as Mary Hutton Rankin and it was 
owned at the time of documentation by her great-great-grandson, Arthur 
Rankin, Jr. This quilt is a red, green and white Mariner's Compass on a 
white background. It is not as complex a block as Sally's and the star 
points are fewer in number at eighteen. That means the harlequin star 
points would have been larger and a little easier to piece than were Sally's 
star points. Mary Hutton's central "compass" is much simpler in construc
tion, also. Her harlequin star points are the only element in these 
Mariner's Compass pieces that resemble Sally Lewellin's compasses. But 
this quilt, with its date and location inscribed on the quilt, give us a date 
much earlier than Sally's quilts. Given that date, we can say that the con
cept of piecing a harlequin star point for a mariner's compass quilt block 
dates at least to Mary Hutton's dated quilt from 1850 and possibly Polly 
Elkins' quilt with an early estimated date from approximately 1850. 

Mary Hutton's home in Bedford County, Tennessee, is within 120 
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miles of Walker County, Georgia. Even more interesting, it is within 100 
miles of Lookout Mountain and Signal Mountain, in Hamilton County, 
Tennessee. Given the information we have from Bets Ramsey's experience, 

the quilts from these two mountain communities were likely made twenty 
to twenty-five years later than Mary Hutton's quilt. We do not have 
enough information at this time to surmise how this pattern moved east 
and slightly south from Bedford County to the Lookout and Signal Moun
tain and Walker County, Georgia, areas, but they all appear to have been 
made within a narrowly defined geographic area and it is clear that shar
ing of the pattern could very likely have happened between 1850 and the 
1870s. 

The question becomes, did Sally Lewellin see Mary Hutton's, Creed 
Bates, or someone else's quilts featuring the harlequin star points and copy 
the idea, then add her own personal refinements in design and construc
tion? Furthermore, if Sally didn't get the idea from one of the Tennessee 

quilts, where else could she have gotten this challenging quilt block pat
tern? Are there more quilts out there with this unique feature awaiting 
discovery? 

Ultimately, if Sally Lewellin did make the Bartow County quilt before 
leaving Georgia, and, considering the Texas documentation that identifies 
her as the maker of the two Texas quilts, it would seem that she came close 
to completing her goal of a quilt for each season made from the same 
challenging pattern. It also begs the question: Could there be a fourth 
quilt of this design waiting to be discovered? 

Sally Lewellin's quilts and their story are significant because it and the 
citing of similar quilts in the general area of southeastern Tennessee and 
northwestern Georgia point to the occurrence in a specific and limited 
geographic location and time period of a unique and difficult-to-execute 
quilt block design. It is one of a very small cluster of similar quilts with 
specific and unique characteristics. The fact that dates of occurrence of 
this design are within an approximate forty-year span of time between 
1850 and 1890, and the makers of this quilt block pattern lived within a 
small geographical radius in the area encompassed by Bedford County to 
Hamilton County, Tennessee, and Walker County, Georgia, strongly sug
gests the pattern originated in that area. While some early quilt patterns 
are known to have been published early in the nineteenth century by 
periodicals like Godey's Lady's Book, quilt patterns were not standardized, 
syndicated and widely distributed across the country until late in the 
nineteenth century.50 
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Given the current information, this pattern does not seem to have 
been published and distributed. A search in Brackman's Encyclopedia of 
Pieced Quilt Patterns revealed a number of block patterns based on the 
mariner's compass concept, but none match the design Sally used in her 
quilts. Somehow or somewhere, probably in the southeast Tennessee area 
or northwest Georgia, Sally saw this pattern and adapted the design to suit 
her personal preferences. The technical challenges of executing this design 
did not dissuade her. Indeed, her pieced vining sashes and border and 
small appliqued star cornerstones are not only unique in their own right, 
but had to have been a challenge to construct. The finished quilt tops are a 
joyous exhibition of design and execution. 

Facts and Interpretations 

In summary, there is a substantial body of circumstantial evidence 
and documentation that Sally Lewellin's beautiful and unique Mariner's 

Compass quilt block design was being made as early as 1850 in south cen -
tral Tennessee by Mary Hutton, who signed and dated her quilt, and pos
sibly by Polly Elkins who very well could have made hers that early. 
Approximately twenty-five years later, a quilt of similar unusual design 
can be located in Bartow County, Georgia, a distance of about 120 miles 
from Mary Hutton's location. The similarity of fabric, colors, and con

struction of the Mariner's Compass blocks, the dating of events and quilt 
construction estimates to within the time frame of the Civil War or post
Civil War period, and Sally Lewellin's subsequent move to Texas suggest 
the possibility that either Sally or a close relative made the Georgia quilt 
and it was given to or found by the Mostellers. But this cannot be proven 
and seems problematic in clarifying its provenance. Bets Ramsey's story 
about a similar Sunburst quilt made by Sally Boyles in Tennessee in ap
proximately 1870 having been inspired by a quilt that fell from a wagon in 
front of her house lends credence to the belief that this pattern existed in 
the approximate geographic area through which Sally Lewellin might have 
traveled. 

Sally's two quilts, made around 1870 to 1880, are based on the same 
basic pattern and design used by Mary Hutton around 1850. There is even 
the possibility that one or both of these quilts could have been made be
fore she left Georgia and brought by her to Texas. Their extravagant and 
brightly colorful detailing exhibit a high degree of technical and aesthetic 
skill in all aspects of quilt design and construction. Her dedication to this 
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unique design and the border construction on both quilts seem to have 
become Sally's magnificent obsession. She couldn't stop making them 
once she perfected her technique and her design. 

Making and using those two quilts would have brightened her days 
while living in an isolated rural community in the late nineteenth cen -
tury-days that must have been defined by hard work and long hours. She 
married at age thirty in Texas. Her four children were born between 1885 
and 1891, so she would have had considerable childrearing responsibilities 
added to her routine household duties during those years, but her mother 
and father, who arrived in Brown County about 1885, lived nearby and 
survived into old age. Sarah's mother, Susan (born in about 1830 in Geor
gia), would likely have been of considerable help to her and may have even 
contributed fabrics and needle time to the making of Sally's quilts.s1 There 
is even the tantalizing but unprovable possibility that it was actually Sally's 
mother, Susan, who made these quilts.s2 They are elegant creations and 

telling evidence of the skill and determination of the maker to decorate 
her surroundings and to leave something of herself for her heirs. 

Ultimately the many coincidences in this story are far too compelling 
to be dismissed as serendipity. It is too difficult a pattern to have been at
tempted by a novice quiltmaker. The difficulty of drafting and piecing this 
design so that it would keep its shape and remain flat would be as intimi
dating to most quilters in the late nineteenth century as it is today. 

In testimony to that specific issue, a very skilled and knowledgeable 
Texas quilter, Kathleen McCrady, drafted a pattern for this block in the 
early 1980s, just about 100 years after Sally did the same.s3 In her memoir, 
Kathleen noted, "Piecing the 24-pointed star is not for the faint hearted, 
and she [Sally Lewellin] added another challenge by piecing half of them 
with sixteen diamonds. The more I worked on the quilt, the more it chal
lenged me. I thought if someone could draft and piece this star in 1885, 
surely I could do it one hundred years later. I found it was indeed a chal
lenging project, enough so that I chose only to piece one block!"s4 

The basic Mariner's Compass block that Sally modified to fit her own 
design aesthetic had been drafted and/or made in the United States for a 
number of decades. Early in the development of American quiltmaking 
history, American women must have been teaching themselves and others 
how to draft this pattern. Privileged young women may have learned the 
basics of drafting this pattern in young ladies' academies in the early nine
teenth century. Tellingly, Lynne Bassett found an example of a Mariner's 
Compass design from 1798 made by a New England schoolgirl.ss Addition-
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ally, in her book, American Patchwork Quilts, published in 1980, Lenice 
Ingram Bacon cites a reference in Florence Peto's, Historic Quilts, which 
describes a Mariner's Compass made by the daughter of"Captain James 
Darling of Smithtown, Long Island, who drew his Compass Star pattern 
for the quilt to be made by his daughter while he was away on a long sea 
voyage:' 56 Peto and Bacon's undated description suggests Captain Darling 
drafted his assignment for his daughter during the time when whaling 
ships and long transoceanic voyages were being made on wooden sailing 
ships such as would have been used in the eighteenth and nineteenth 
centuries. 

Sally's story and the existence of similar Mariner's Compass quilts tes
tifies that this was a pattern favored by skilled quiltmakers who enjoyed 
the challenge and-even in isolated circumstances-were moved to make 
a statement, as well as something beautiful for themselves and their 
homes. If Sally's life is any example, it must have been a very satisfying 
exercise and have given her and her contemporaries a feeling of accom
plishment in the midst of long days of domestic hard work. 

Summary 

The appearance of regional preferences in the production of material arti
facts like quilts has long been used as a tool for documenting the evolu -
tion and dissemination of cultural traits in any society, whether it be a 
clan, a city-state, or a country. The items human beings make and use and 
their conditions and the context in which they are found can tell us much 
about the individual(s) who made them, as well as the culture from which 
they come. Not only can we discern much about the culture's aesthetic 
priorities and their very real worldly circumstances, but we can learn 
much about the individual maker's preferences and possibly their standing 
in their community. By comparing an item to a larger sample of similar 
items, both in context and across time, we can tease out the existence of 
aesthetic and fabrication preferences by region. Much of this discernment 
comes from both comparison of real artifacts and a good degree of suppo
sition, but the closer the items come to belonging in our contemporary 
times, the easier it is to verify our suppositions with known historical 
facts, especially when comparing to other items in like and kind.57 

This is certainly the case when studying nineteenth-century quilts. We 
have access to much of the historical record of our country's development 
and growth since its inception. Our research has context thanks to the 
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breadth of technology's reach into the records of our ancestral past and a 
practice among our cultural historians to compare and contrast our mate
rial cultural artifacts. We researchers like to publish and discuss our find
ings and suppositions and theories. Since the publication of state quilt 
documentation books and articles began, we have been accumulating an 
ever-growing and ever-refined collection of images and data to help us 
identify the growth and spread of the aesthetics and technical aspects of 
quiltmaking in America and abroad. Our own publication, Uncoverings, is 
but one of those publications dedicated to the collection, refinement and 
dissemination of the information we keep "uncovering:' 

Utilizing the many state documentation books, online databases, and 
articles about quilts that have accumulated to date is a daunting task and 
has limitations, including the amount of time it takes to survey and or
ganize the findings on spreadsheets and yet more databases. Another 
limitation in analysis is the bias of survival. The fact that the quilt being 
studied has survived when an unknown number have not, makes it diffi
cult to evaluate its relationship to the unknown universe of its contempo
raries. As cultural historian Jules D. Prown has noted, its value and 
relationships can get skewed by the mere fact of its survival.58 

Keeping in mind the precautions of material culture scholars and 
critics about the intricacies and limitations of material culture analysis, we 
must forge ahead with the resources at hand to reach some conclusions 
about the value offered by Sally's quilts in answering the question of 
regionalism in the making of this Mariner's Compass composition. An 
informal search through approximately twenty state quilt documentation 
books, along with a search of The Quilt Index and the International Quilt 
Study Center online databases, found that the many variations on 
Mariner's Compass block patterns fall into three general descriptive 
categories. Names for these general categories have been authoritatively 
cataloged by Barbara Brackman in her Encyclopedia of Pieced Quilt 
Patterns. They are variously and commonly known as Sunflower, Sun
burst, Starburst, or Mariner's Compass.59 

Using these names, limited occurrences of these patterns were found 
in state documentation books and online databases. An experienced quilt
maker can understand why this would be the case. Even with the tools and 
equipment available to twenty-first-century quilters, the pattern is chal
lenging to piece and requires a degree of precision known only to the 
most intentional and adventuresome quiltmaker. Given such a high degree 
of construction and creative difficulty, it is not surprising that a prelimi-
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nary survey of published sources found that these designs were limited, 
not exclusively, but predominantly to the states of Connecticut, Illinois, 
Indiana, Kentucky, Massachusetts, New Jersey, New York, Ohio, Pennsylva
nia, Tennessee and West Virginia in the nineteenth century. More specifi
cally, of all the quilt patterns documented within the sample, the 
Mariner's Compass pattern appeared with the least frequency. Quantify
ing and identifying the number of examples on the databases consulted 
proved problematic due to wide variation in data entry, pattern naming, 
dates and locations of examples, and the number of duplications of a vari
ety of examples. Consequently, that data was used more as a way to vali
date general findings from the somewhat informal sampling of published 
sources. 

After viewing so many examples, it became obvious that even though 
Sally named her quilt "Sunburst;' it is the Mariner's Compass pattern that 
most accurately describes her design. Brackman's pattern #3400 comes 
closest to illustrating the design Sally used. Interestingly, Brackman also 
offers the names Sunburst, the name Sally chose for her quilts, as well as 
Chips and Whetstones. Mariner's Compass is a very early pattern and one 
of a select few whose name we can actually trace to a given date (1798, as 
mentioned previously).60 

The quilts found in Tennessee, Georgia and Texas all have one defin -

ing aesthetic and construction characteristic that sets them apart from all 
other examples found. It is the insertion of the compass points that are 
pieced from tiny red and white diamonds in the harlequin pattern. Only 
in the examples found in these three southern states does this element 
occur. The date of 1850 for Mary Rankin's Tennessee quilt establishes the 
beginning of the occurrence of this improvisation in the pattern. Bets 
Ramsey's experience in Tennessee, where she saw two examples from the 
1870s of this variation on the Mariner's Compass, provides verification 
that this design had been adopted and employed by a few other regional 
quiltmakers. Finally, the appearance of Sally Lewellin's two quilts from the 
1870s and 1880s further validate that this pattern was of more than passing 
interest to some quilters in a restricted geographic region of the Deep 
South in a definable period of time in the nineteenth century. In putting 
together the many pieces of the story of Sally's Sunburst quilts and other 
such examples, the evidence points to the conclusion that her Mariner's 
Compass variation was inspired by a regional pattern that came from Ten -
nessee/Georgia connections and was brought to Texas. There is no evi
dence that it spread further and there is only one known attempt to 
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reproduce the pattern, that having been done approximately 100 years 
later. 

Finally, the story of the Beaird/Lewellin family's immigration from 
Georgia to Texas with the quilts or quilt block designs in tow illustrates a 
common story of life in the United States in a time of war, upheaval and 
westward movement. Ultimately, whether the quilts were made by Sally or 
by her mother, Susan, the survival of these quilts and their life stories 
shines a light on the conditions and shared experiences of ordinary nine
teenth-century women making quilts of stunning beauty and technical 
proficiency, all while living in obscurity and isolation on the sparsely set
tled and somewhat dangerous frontier. As Linda Eaton has noted, "historic 
quilts are often the only evidence that survives of the maker's skill, artistry, 
or existence. It is unusual for a quilt to survive with enough primary doc
umentation to inform us of the significance of the object within the life of 
the maker or the context of her community:'61 I would only add that with

out Sally's quilts, we would likely never have been able to identify this re
gional improvisation and no one outside her family would ever have 
reason to know that she existed. 

Notes and References 

1. Karoline Patterson Bresenhan and Nancy O'Bryant Puentes, Lone Stars: A Legacy of 

Texas Quilts, 1835-1935 (Austin, TX: University of Texas Press, 1986), 96-97. 

2. Sarah is identified as Sally in the 1930 United States Federal Census for Gabe B. Lewellin. 

http://interactive.ancestry.com. According to the documentation data from the family, 
Sarah/Sally migrated to Texas with her family early in the 1880s. See: Bresenhan and 

Puentes, Lone Stars, 96-97. 

3. Bresenhan and Puentes, Lone Stars, 96-97. 

4. H. W. Brands, Andrew Jackson: His Life and Times (Anchor Books/Random House, Inc: 

New York, NY, 2006), 488-492, 536. The gold discoveries in Georgia were minimal in com

parison to that of the California gold fields found in 1848. It is likely that for this reason, 
few general history books mention the existence of gold in Georgia and the role it played 

in Georgia's early history. B. J. Ramage, "Georgia and the Cherokees;' The American 

Historical Magazine and Tennessee Historical Society Quarterly 7, no. 3 (1902): 199-208. 

Ramage describes in greater detail the interest white settlers took in acquiring Native 

American property held by members of the Cherokee tribe of Georgia. Agricultural land 

and the discovery of gold deposits figure prominently as motives. He describes in detail 
how, despite the best efforts to resist by the Cherokee land owners, state and federal politi

cians and officials were successful in dispossessing the original land owners and driving 

them from the state in the 1830s. Jon Meacham, American Lion: Andrew Jackson in the 

White House (New York: Random House, 2008), 91-97, 151-153, 203-205, 317-218. 

Meacham provides clear and objective narrative on Jackson's involvement in the effort to 

Harlequin Star Quilts 193 



dispossess and move the Cherokee from the state of Georgia. He makes clear that Jack
son's motives had to do with national security and his view that the Cherokee needed to 

be removed for their own protection. 
5. We know it as the "Trail of Tears;' because of the consequential deaths and destitution of 

so many Native Americans. 

6. According to the Georgia Property Tax Digests, 1878-1882, Elbert A. Beaird and family 

were living in Walker County, Georgia in the 871 Georgia Militia District and owned 160 

acres of land valued at $600. A detailed listing shows that the aggregate value of their en

tire property was $1,164, including livestock and household goods. The range of property 
values on page 26 of this digest started at $30 for twenty acres and went as high as $1,800 

for 300 acres. This suggests that the Beairds were likely closer to what we would now 

consider to be the middle class. They would have been among the yeomen farming class 

(middle class) of the Old South as described by Frank L. Owsley in Plain Folk of the Old 

South, which became a groundbreaking report on the agricultural and economic stratifi

cation of southern people before and after the Civil War. His work clarified and defined 
the yeomen farm class of the Old South and differentiated it from the poor and rich 

classes. See: Frank L. Owsley, Plain Folk of the Old South (Baton Rouge: Louisiana State 

University Press, 1949). 

7. National Archives and Records Administration (NARA); Carded Records Showing 

Military Service of Soldiers Who Fought in Confederate Organizations, compiled 1903-1927, 

documenting the period 1861-1865; Catalog ID: 586957; Record Group#: 109; Roll#: 238. 
8. Walker County is now included in the Chickamauga and Chattanooga National 

Military Park. See http://www.aboutnorthgeorgia.com/ang/ Chickamauga_Battlefield. 

9. Found in 1870 United States Federal Census for Elbert A. Beard (misspelling of Beaird), 

accessed through http://interactive.ancestry.com. 

10. Found in 1880 United States Federal Census for Elbert Bayard (misspelling of 

Beaird/Beard) accessed through ancestry.com. 
11. Found in 1880 United States Federal Census for Monroe Beard accessed through ances
try.com and 1880 United States Federal Census for Lula Beard; Year: 1880; Census Place: 

Precinct 1, Brown, Texas; Roll 1292; Family History Film: 1255292; Page: 366C; Enumeration 

District: 023. Accessed through ancestry.com. On this census record an alternative name 

for Monroe Beard is given as James Marion Beaird and Lula Beard is shown as a female 
member of the household, age twenty-six, which matches up with Sally's 1862 birth date. 

Lula's record from the 1880 census corroborates this, showing that she is living in Monroe 
Beard's household. Given all the evidence in these records, it is not a far stretch to imagine 

the name "Lula'' to be a diminutive for the name Louisa, which was one of Sally's given 

names. Consequently, the author assumes that Lula and Sally Louise are the same person. 

12. Texas, County Tax Rolls, 1846-1910, index and images, FamilySearch https://family

search.org/pal:/MM9.i.1/VB9Q-GP1, E. A. Beaird, 1885. 
13. Ancestry.com. Texas, Death Certificates, 1903-1982 [database online]. Provo, UT, USA: 

Ancestry.com Operations, Inc., 2013. Original data: Texas Department of State Health 

Services. Texas Death Certificates, 1903-1982. iArchives, Orem, Utah. 

14. Bresenhan and Puentes, Lone Stars, 96. 

15. Ancestry.com. Texas, Select County Marriage Index, 1837-1965 (database online). 

16. Ancestry.com. Texas, County Tax Rolls, 1846-1910 (database online ). 

194 Uncoverings 



17. Prairie Windmill Quilt History and Research Chapter of the National Quilting Associa

tion, Quilts of the Texas South Plains: A Sesquicentennial Exhibition, October 19, 

1986-March 8, 1987 (The Ranching Heritage Center, The Museum, Texas Tech University: 
Lubbock, TX), 18. 

18. T. R. Fehrenbach, Lone Star: A History of Texas and the Texans, (New York: MacMillan 

Publishing Company, 1968), 287. 

19. R. Marshall Smith, "Migration of Georgians to Texas, 1820-1870;' Thi: Georgia Histori

cal Quarterly 20 (Dec.1936): 307-325, http://www.jstor.org/stable/40576460. Smith's article 

explains that the expulsion of Cherokee Indians from Georgia after the 1835 treaty ceding 
their lands to the U.S. government and their agreement to migrate to the west resulted in 

large tracts of land in Georgia available for settlement. This settlement activity continued 

in Georgia until just prior to the Civil War. Consequently, a very small number of Geor

gian individuals participated in immigration traffic to Texas. The 1845 annexation of Texas 

to the United States as the 28th state included some unique and confusing homesteading 

laws influenced by Spanish and Mexican laws, which had precedence and were more 
liberal particularly to women, especially widows of land owners. Thus, Texas became a 

desirable option for some potential Georgia immigrants. Financial panics in the 1870s 

were also a driving force in the decision to immigrate. See: Barbara J. Rozek, Corne to 

Texas: Attracting Immigrants, 1865-1915 (College Station, TX: Texas A&M Press, 2003). 

Rozek describes a variety of published documents promoting Texas as a good place to 
immigrate to. She describes and identifies articles and letters and "enticement literature" 

that were published in newspapers, almanacs, company pamphlets, real estate and railroad 

company promotional literature, and a number of other documents. 

20. Quilts of the Texas South Plains, 18. 

21. Year: 1900, Census Place: Justice Precinct 4, Brown, Texas, Roll: 1650; Page SA, Enumer

ation District 0008; FHL microfilm: 1241615. 
22. Sarah L. Lewellin. Austin, TX, USA: Texas Department of Health, State Vital Statistics 

Unit, Certificate number 21289, Found on Ancestry.com, Texas Death Index, 1903-2000. 

23. Bresenhan and Puentes, Lone Stars, 96. 

24. Ibid. In an email to the author dated April 8, 2015, Karey Bresenhan emphatically stated 
that she "saw two of these quilts with my own eyes! One is in the book, the other was in 

greens and golds:' 

25. Email from Bresenhan, April 8, 2015. 
26. Bresenhan and Pueentes, Lone Stars, 96. 

27. Conversation with Sally Lewellin's great-grandson and his wife, Ronald and Gayle 

Dobbs, New Braunfels, TX, July 6, 2010. 

28. Sally Beaird Lewellin, Sunburst. c. 1885. From Briscoe Center for American History, 

University of Texas at Austin, Texas Sesquicentennial Quilt Association, Texas Quilt 

Search. Published in The Quilt Index, http://www.quiltindex.org/fulldisplay.php?kid=4F-
88-FA. 

29. Marian Ann J. Montgomery, Ph.D., Legacy of a Thousand Stitches: Quilts of the Museum 

of Texas Tech University (Lubbock, TX: Museum of Texas Tech University, 2016), 40-41. 

30. Prairie Windmill Quilt History and Research Chapter, National Quilting Association, 

Quilts of the Texas South Plains: A Sesquicentennial Exhibition, October 19, 1986-March 8, 

1987 (Lubbock, TX: Ranching Heritage Center, The Museum of Texas Tech University, 

1987), 18. 

Harlequin Star Quilts 195 



31. Quilts of the Texas South Plains, 18. 

32. The author of the narrative in Quilts of the Texas South Plains specified "agrimony 
orange" in describing the color. A search of the internet for "agrimony" used as a dye was 

not successful, but did find a number of sites specifying agrimony as an herb that "grows 

extensively throughout Europe, Canada and the United States:' Several sites of use: 
www.webmd.com; www.mountainroseherbs.com; www.altnature.com. It is possible that 

the author of that quilt description may have been referring to antimony, a chemical used 

from antiquity to produce a variety of colors; in certain combinations it is toxic. Barbara 
Brackman, in her Clues in the Calico, refers to antimony orange and chrome orange both 

of which were available from the 1840s throughout the nineteenth century. She specifies 

that antimony orange was "discovered in 1817 ;'and she gives a general range of 1840-1890 

for purposes of dating antimony orange fabric. Barbara Brackman, Clues in the Calico 

(Charlottesville, VA: Howell Press, 1989), 69. 

33. Quilts of the Texas South Plains, 18. 
34. Florence C. Gould and Patricia N. Pando, "Women Homesteaders;' Handbook of Texas 

Online (http://www:tshaonline.org/handbook/online/articles/pwwo5). Uploaded on June 

15, 2010. Published by the Texas State Historical Association. This article focuses on 

women homesteaders in Texas and it details the difficulties women homesteaders faced. 
It also notes that "For women and men alike, making a livelihood from 160 acres or less 
would never have been easy;' and that "larger tracts were usually needed for successful 

farming:' 

35. Rachel Jenkins, "Elkins, TX (Brown County;' Handbook of Texas Online (http://www. 

tshaonline.org/handbook/online/articles/hve19). Published by the Texas State Historical 

Association. 

36. "Elkins Cemetery in Brown County" (http://browncountyhistory.org/elkinsC.html), 4. 

37. Ibid. 
38. Lorene Bishop, "History of Camp Bowie;' (www.brownwoodtexas.gov/323/History-of

Camp-Bowie) The only remaining evidence that the Community of Elkins existed is the 

Elkins Cemetery, which was established in 1876 and operated until 1939 when Camp Bowie 

was created. According to a citation describing the Elkins Cemetery, the cemetery dates to 

the establishment of the Live Oak Church in 1876. Burials were suspended between 1939 
and 1946 when Camp Bowie was commissioned and built. Once decommissioned in 1946 

some people returned to the community and the cemetery was reopened. (www.brown

countyhistory.org/elkinsC.html) 

39. Texas Department of Health, Bureau of Vital Statististics, Standard Certificate of Death 

found at www.browncountytexasgenealogy.com. 
40. The son, Archie Carl ( or-inexplicably-"Carl A:'), died in 1901 at age 14 and is buried 

in the Elkins Cemetery. In the 1900 Federal Census he is listed as Carl A Lewellin, age 13. 

Year:1900; Census Place: Justice Precinct 4, Brown, Texas; Roll: 1650; Page 8A; Enumeration 

District 0008; FHL microfilm: 1241615. The Find A Grave citation lists him as Archie Carl 

Lewellen with a death date of March 22, 19oi. Ancestry.com. U.S., Find A Grave Index, 
16oos-Current [database on-line]. Provo, UT, USA: Ancestry.com Operations, Inc., 2012. 

41. Anita Zaleski Weinraub, ed., Georgia Quilts: Piecing Together a History (Athens, GA: 

The University of Georgia Press, 2006), 93. The museum collection accession number for 

this quilt is BHM 1988.56.1. 

42. Ibid., 92. The accession number of the quilt is 1988.56.1. 

i 96 Uncoverings 



43. Email from Tina Shadden, Registrar, Bartow History Museum, May 11, 2010, to Kathy 

Moore. 

44. Attempts to locate Ms. Parham have had limited results. She was born Carrie Elizabeth 

Mosteller in 1929 in Cartersville, Bartow County, Georgia, to Joe A. Mosteller and Nannie 

L. Randolph Mosteller. She was still listed in Social Security records as Carrie Elizabeth 

Mosteller in 1943, but in January 1957 her name is listed in the records as Elizabeth M. 

Parham. She donated the quilt to the museum in Bartow County, Georgia, in 1988 when 

she was living in Mineral Wells, Texas. Available Social Security records indicate that she 

was still living in Mineral Wells in 1993, but in 1994 her address is listed in Birmingham, 

Alabama. She died December 4, 1997 and was buried in Oak Hill Cemetery, Cartersville, 

Bartow County, Georgia. Because of legal restrictions on access to census records before 

1950, no census records are currently available for Elizabeth M. Parham, under that or any 

other name, making it impossible to find records of her husband or offspring. Therefore, 

it is not possible at this time to track her whereabouts or that of relatives during the years 

before she donated her quilt to the Bartow County Museum. 

45. Polly Elkins, Starburst, c. 1850. Published in The Quilt Index, http://www.quiltindex. 

org/fulldisplay.php?kid=4C-83-1E2. Notes made by Bets Ramsey on a Quilts of Tennessee 

documentation form in October, 1984, cite Polly Elkins (born 1803) as the quiltmaker and 

the date made as circa 1850. Interestingly, her notes indicate that she originally estimated 

the date as circa 1870-1880, then upon reflection changed it to c. 1850, which makes sense 

given the maker's potential age in 1880. Ramsey further notes that "this quilt is like one I 

photographed at the home of Creed Bates, Signal Mt., TN." Copy of this documentation is 

in possession of the author and is available on the Quilt Index. 

46. Email correspondence from Merikay Waldvogel to Kathy Moore, May 30, 2012. 

47. Bets Ramsey and Merikay Waldvogel, The Quilts of Tennessee: Images of Domestic Life 

Prior to 1930 (Nashville, TN: Rutledge Hill Press, 1986), 76. See footnote 28. 

48. Current mileages by modern highways found on Google Maps. 

49. Ramsey and Waldvogel, The Quilts of Tennessee, 69. 

50. Lynne Z. Bassett and Jack Larkin, Northern Comfort: New England's Early Quilts, 

1780-1850 (Nashville, TN: Rutledge Hill Press, 1998), 61-62. 

5i. Year: 1910; Census Place: Justice Precinct 4, Brown, Texas; Roll T624_1535; Page 2A; 

Enumeration District: 0104; FHL microfilm:1375548. 

52. Sally's father, Elbert A. Beaird, died April 26, 1918. Ancestry.com. U.S., Find a Grave 
Index, 16oos-Current ( online database). Sally's mother, Susan A. Beaird, died December 

28, 1922. Ancestry.com. U.S., Find a Grave Index, 16oos-Current ( online database). 

53. Kathleen McCrady, interview by Kathleen L. Moore, Austin, Texas, May 27, 2015. See 

also, Bresenhan and Puentes, dedication page. This book, Lone Stars: A Legacy of Texas 

Quilts, 1836-1936, is "the official catalog for the Texas Sesquicentennial Quilt Association's 

traveling exhibition." 

54. Kathleen H. McCrady, My Journey with Quilts (Austin, TX: Mc Crady Enterprises, 

2005), 29. 

55. Lynne Z. Bassett, Telltale Textiles: Quilts from the Historic Deerfield Collection (Deer

field, Massachusetts: Historic Deerfield, Inc., 2003), 37, 62. 

56. Lenice Ingram Bacon, American Patchwork Quilts (New York: Bonanza Books, 1980 ), 

122. 

Harlequin Star Quilts 197 



57. Kenneth L. Ames, "The Stuff of Everyday Life: American Decorative Arts and House

hold Furnishings;' in Material Culture: A Research Guide, ed. Thomas J. Schlereth 

(Lawrence, KS: University Press of Kansas), 79-112. Ames makes the point on page 80 that 
"things constitute one of the most significant classes of human behavior and accomplish

ment, and, therefore, one of the most valuable kinds of historical document." In this 

article, he also notes on page 87 that "objects reflect cultural values:' Jules D. Prawn notes 

that "objects made or modified by man reflect, consciously or unconsciously, directly or 
indirectly, the beliefs of individuals who made, commissioned, purchased, or used them, 

and by extension the beliefs of the larger society in which they belonged." Jules D. Prawn, 
"Mind in Matter: An Introduction to Material Culture Theory and Method" in Material 

Life in America, 1600-1860, ed. Robert Blair St. George (Boston: Northeastern University 

Press, 1988 ), i. 

58. Prawn discusses how the bias of survival can skew its value in the mind of the evalua

tor. He also warns against the dangers of letting our change in values and taste-what he 
refers to as a "degree-of-sophistication scale" -from one culture or generation to another 
to weight, or skew, our evaluation of the artifact. See: Prawn, "Mind in Matter;' 4. 

59. Barbara Brackman. Encyclopedia of Pieced Quilt Patterns (Paducah, KY: American 

Quilter's Society, 1993 ), 410-421. 

60. Bassett and Larkin, Northern Comfort, 61. 
6i.Linda Eaton, Quilts in a Material World: Selections from the Winterthur Collection (NY: 

Abrams, 2007), 10. 

i 98 Uncoverings 



_c_on_t_ri_b_ut_o_rs~~~~~~~~~~----',~~-~ 

Lynne Zacek Bassett is an award-winning independent scholar specializing 
in historic costume and textiles. Among her recent quilt publications are 
Massachusetts Quilts: Our Common Wealth (2009), for which she was 
editor and primary author, and Homefront & Battlefield: Quilts & Context 

in the Civil War (2012), co-authored with Madelyn Shaw. Forthcoming is 
the International Quilt Study Center & Museum's American Quilts in the 
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University of Washington, an M.Ed. in Curriculum and Instruction from 
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Deborah Cooney is a quilt historian, writer, and lecturer. She has made 
presentations at DAR Museum and Colonial Williamsburg symposia, and 
spoken on various topics of quilt history. She has contributed to several 
publications, including the DAR's Eye on Elegance exhibition catalogue 
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board of directors. She did her graduate work at the University of 
Wisconsin, Madison. 
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paper column. She co-edited An Index to Records of the Indiana Soldiers' 
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research Indiana families as a professional genealogist. She began quilting 
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specializing in Baltimore Album quilts and Maryland history. She has 
presented at Colonial Williamsburg, the DAR symposium, as well as the 
American Quilt Study Group. Her paper "Jewish Baltimore Album 
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Rhode Island Foundation Scholarly Excellence Award. She was named a 
Fellow of the Costume Society of America in 2004 and the International 
Textile and Apparel Association's Distinguished Scholar in 2002. She both 
makes and collects quilts. 
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Color plate 1. Quilt top #1, Hexagon Mosaic, "Planned and sewn by Dr. and Mrs. 
Hasell Crouch." Cotton. 84" x 83" Historic Textile and Costume Collection, University 
of Rhode Island, gift ofFranklin R. Cushman 1952.63.124. 
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Color plate 2. Quilt top #2, constructed in part by Franklin R. Cushman. Cotton. 

98" x 60". Historic Textile and Costume Collection, University of Rhode Island, gift 

ofFranklin R. Cushman, 1952.63-125. 
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Color plate 3-Acadian cotonnade quilt made by Eve Vidrine Thompson (LafSci 
Thompson in the appendices), c. i930, 88 x 58 inches, Lafayette Science Museum 
i985.3c.1950. Photograph courtesy oflafayette Science Museum. 
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Color plate 4. Acadian format quilt of household fabrics (Erath #1), c. 1970, 62 x 46 

inches, Acadian Museum, Erath, Louisiana. Photograph by the author. 
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Color plate 5. Early Designer I blocks, one dated 1846. Many motifs are composed of 
multiple pieces in several layers. Cotton, 86 x 84 inches, Daughters of the American 
Revolution Museum 98.31. 
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Color plate 6. Baltimore Presentation quilt, c. 1849. Cotton, 106 Xx 103 % inches. 
Metropolitan Museum of Art, NY, 1974.24. 
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Color plate 7. Baltimore Album quilt made for Rev. Elias Heiner by women of his First 

German Reformed congregation in 1848. Four elaborate blocks are Designer I early 

style, the cornucopia in mature style. Cotton, 106 x 106 inches. Courtesy ofElly 

Sienkiewicz. 
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Color plate 8. Botanical Album Quilt, made by Cinthia Arsworth, Baltimore, 
Maryland, 1840-1845. Philadelphia Museum of Art, Gift of Mr. and Mrs. Percival 

Armitage, 1942-4-i. 
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Color plate 9. Mariner's Compass quilt, probably American, circa 1840-1860. 

International Quilt Study Center & Museum, University of Nebraska-Lincoln, 

2008.040.0193. 
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Color plate 10. Sunburst quilt by Sally Beaird Lewellin, Elkins Community, Brown 

County, Texas, c. i885, 62 x 78 inches, private collection. Photograph by Matthew 

Lawrence McCoy. 
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Color plate 11. Sunburst quilt, Orange and Green version, by Sally Lewellin, c. 1885, 

61x81 inches, Museum ofTexas Tech University, TTU-H2015-011-ooi. Image courtesy 

of Museum ofTexas Tech University. 
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THE AMERICAN QUILT STUDY GROUP 

· Publishes an annual journal, Uncoverings 

· Sponsors an exciting Seminar each year 

· Publishes the quarterly, Blanket Statements 

·Offers Research Grants, Outreach Grants and 
Seminar Fellowships 

· Produces a series of Technical Guides 

· Fosters networking among members 

MISSION STATEMENT: The American Quilt Study Group establishes and 
promotes the highest standards for interdisciplinary quilt-related studies, 
providing opportunities for study, research and publication of works that 
advance the knowledge of quilts and related subjects. 

The American Quilt Study Group is dedicated to preserving the story of 
quiltmaking-past, present, and future. We invite you to join our ranks! 

LEVELS OF SUPPORT: 

$75 Friend 

$65 Senior (65+) 

$55 Student (full-time) 

$120 Associate 

$120 Corporate/Organization 

Canada, please add $18 for postage. 
All other countries please add $25 for postage. 

American Quilt Study Group, 1610 L Street, Lincoln, NE 68508 
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