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Quilting has a much longer history than can 
be determined, based on the sophistication of 
the oldest surviving quilted piece, which dates 
from about 100 B.C. to A.D. 200. Preserved 
by permafrost, this ornamental yet serviceable 
floorcovering for a nomadic chieftain’s tomb was 
discovered at Noin-Ula in Russia by a scientific 
expedition in 1924–1926. In Europe, during the 
Middle Ages, knights who could not afford armor 
wore a many-layered and heavily quilted fabric 
jacket known as a gambeson (under chain mail) or a 
jupon (alone or over a mail shirt) to deflect the force 
of an arrow and function in a fashion similar to 
what we today call a bulletproof vest.

The term “quilt” is derived from the Latin culcita, 
for a stuffed sack. Over time, the word has come to 
have two meanings. Used as a noun, it refers to a 

three-layer cloth sandwich with a decorative top, a 
backing, and a filler material in between. As a verb, 
it describes the act of stitching through the three 
textile layers to hold them together. Today, the word 
“quilt” has been extended to designate a decorative 
surface that may or may not be fabric, and that 
is neither layered nor stitched in the traditional 
manner. This catalogue and accompanying 
exhibition explores the evolution of what is known 
as “the quilt” or referred to as “quilted” in America, 
which includes bedding, clothing, furniture 
accessories, wall art, and three-dimensional room 
sculpture. Throughout the nineteenth, twentieth, 
and twenty-first centuries, artists have defined and 
pushed the boundaries of the medium and continue 
to expand the concept of what a quilt could be, now 
and in the future. 

Quilts are, perhaps, one of the most accessible and 
ubiquitous forms of American art. As children, 
we come to know quilts as sources of warmth and 
comfort, and as we grow older we appreciate them 
for their beauty and layers of significance. The broad 
appeal and the enduring fascination with quilting have 
led to many popular community and museum quilt 
exhibitions across the country.  

Beyond the Bed: The American Quilt Evolution covers 
two hundred years of American quilts, from an early 
19th-century four-poster bedcover to a contemporary 
quilt that is more installation than object. All of the 
quilts have been chosen for their artistic excellence, 
technical achievement, and as exemplars of their 
functional types: bedspread, clothing, furniture 
covering, wall art, and floor sculpture. This focus on 
function, which dictates the exhibition’s organization 
and presentation, makes Beyond the Bed truly unique 
among museum quilt exhibitions. 

Jean M. Burks, Chief Curator at the Shelburne 
Museum, has been the perfect partner to organize 
this superb exhibition. She has brought together an 
unprecedented number of quilt masterpieces – historical 
and contemporary – and has added a new dimension to 
the museum experience by presenting them as they were 
originally meant to be seen. 

We are indebted to the many public and private 
lenders and artists who graciously loaned their objects 
for the public’s enjoyment. A special thank you must 
go to Shelburne Museum Director Thomas Denenberg 
for allowing us to borrow twelve of his institution’s 
finest quilts, to Jacquelyn Oak for securing images 
of these works for the catalogue, and to Tinwood 

Director of Exhibitions Matt Arnett for finding us 
such a magnificent Gee’s Bend quilt. 

This exhibition would not have been possible 
without generous financial support from a number of 
organizations and individuals. We are deeply grateful 
to The Coby Foundation; Ralph and Ricky Lauren 
Family Foundation; Edwin Binny III Foundation, 
Bank of America, N.A., Co-Trustee; Karen B. 
and Arthur G. Cohen; Deborah Mullin and John 
Chatzky; ArtsWestchester; New York State Council 
on the Arts; and the Museum’s Exhibition Patrons.

The outstanding staff and volunteers at the Katonah 
Museum of Art must be recognized for their efforts to 
help create Beyond the Bed and all related programs. 
Nancy Wallach worked closely with Jean Burks and 
supervised every detail of the project. Naomi Leiseroff 
skillfully designed the catalogue. Nancy Hitchcock 
managed all loans and oversaw the installation, which 
was innovatively designed and executed by Mike 
Prudhom and his team of professional installers. 
Nikki Alexander and Nancy Beckerman brought 
enthusiasm and expertise to their docent training 
sessions. Gail Bryan developed additional exhibition 
content accessed through QR codes. Margaret 
Moulton created outstanding exhibition-related public 
programs. Karen Stein, Ellen Williams, Margaret 
Adasko, and Pam Hart brought Beyond the Bed to life 
for children and their families through creative and 
diverse education offerings.  

As always, we appreciate the enthusiasm and support 
of the Boards of Trustees and Overseers and the 
dedicated KMA volunteers.
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On the Bed

The concept of the bed quilt originated in Europe 
in the mid-eighteenth century and was brought 
across the Atlantic by immigrants to this country. 
Worsted whole cloth quilts with a “glazed” surface 
sheen were some of the earliest bedcoverings 
imported to the United States in the late eighteenth 
century. The wool fabric was commercially 
manufactured in England and typically dyed a deep 
rich color with a polished surface. The term “whole 
cloth” is somewhat misleading as the tops of these 
bedcovers were rarely made from a single piece of 
fabric, because of the limited width of eighteenth-
century looms, and were usually pieced from several 

lengths of material. Made specifically to fit a four-
poster bed, this glazed, twill-woven wool quilt in 
brilliant red-orange is constructed from four pieces 
of material and lined with a homespun woolen 
blanket. Heavily stuffed whole cloth quilts like this 
were often called comfortables or comforters and used 
as substitutes for blankets, laid under the bedspread. 
The quilting on this example, which was probably 
completed in this country, is done in the same color 
as the top and executed in an elaborate pattern 
composed of serpentine feathered scrolls and flowers 
typical of the period. 

Unknown Maker
White Work Trapunto Quilt, 19th century

Northeast Region
Cotton

82 ½ x 76 inches
Karen B. Cohen Collection

Unknown Maker
Whole Cloth Quilt, 1800–1830

Northeast Region
Wool

96 x 100 inches
Collection of Shelburne Museum, 
Shelburne, Vermont, 1954-539.2

Early nineteenth-century, white-on-white quilts were 
a hallmark of the wealthy (who had the resources 
to keep them clean) and provided the means for 
accomplished needlewomen to display their dexterity. 
Without colors to help create a pattern, white stitches 
on a white background demand an exacting eye, 
excellent technique, and extreme patience. Some 
examples, such as this one, have been enhanced 
with elaborate trapunto, or stuffed work. After 

the sewing was completed, small pieces of cotton 
fabric or yarn were inserted between the coarser 
threads of the backing to give sculptural relief to 
the quilted patterns on the front. All-white quilts 
gained popularity during the neoclassical period and 
traditionally were designed with a central medallion 
surrounded by large-scale imagery featuring urns and 
floral or geometric motifs. 
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Attributed to a Member of the Vanderbilt Family
Pincushion Quilt, mid-19th century

Clarkson, New York
Cotton

93 x 79 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1955-676

Emeline Barker
Mariner’s Compass Quilt, 1840–1860

New York, New York
Cotton

100 x 96 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1952-545

Quilts made in the Pincushion pattern are rare; fewer 
than ten examples in public and private collections 
across the country have been published. Renowned 
quilt historian Florence Peto (1881–1970), who 
aided Electra Havemeyer Webb in forming the 
Shelburne Museum’s textile collection, wrote about 
the difficulty of utilizing curved pieces—a technique 
that was not often attempted except by the most 
experienced needleworker: “Devotees of pieced work 
will appreciate the dexterity displayed in assembling 
the ‘pincushion.’ All geometric piecing demanded 
neatness with even and well-defined points and 

angles…. When sewing was done with curved lines, it 
took infinite patience [because] puckers kept a quilt 
top from laying [sic] flat. Dark but glowing calicoes, 
ginghams and chintzes form the ‘pincushions,’ whose 
concave and convex curves fit into each other with 
snug precision.”1  This design can be broken down 
into intersecting circles, with the white portions 
forming a four-petal flower and the calico patches 
making the pincushion motif. The reversal by the eye 
between the dark and light motifs creates a shifting 
kaleidoscopic quality. 

The increased accessibility of cotton fabric is directly 
responsible for the escalation of quiltmaking in 
nineteenth-century America. Although the plant 
itself was first brought to America from the West 
Indies in the 1770s and grown extensively in the 
South, fiber processing was revolutionized by Eli 
Whitney’s invention of the cotton gin. The new 
technology reduced the amount of time required to 
remove seeds from the raw material as well as the 
cost to an emerging American middle class, who now 
were offered a variety of affordable dyed and printed 

fabrics in an array of assorted colors and patterns.

Pieced quilts reached their zenith in the mid-
nineteenth century, and quilters went to great lengths 
to outdo one another in design and workmanship. 
This circular pattern of radiating points is inspired by 
a mariner’s compass—which consists of a revolving 
magnetized pointer and a compass card divided into 
thirty-two equal points, designating incremental 
divisions of North, East, South, and West. One of 
the earliest named quilt designs in America, its first 
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A distinctive development in quiltmaking in the 
mid-1800s was the emergence of “block” patterns—a 
term that refers to any arrangement of motifs, either 
pieced or appliquéd, made in individual squares 
and then sewn together to make an entire quilt top. 
While not necessarily an American innovation, the 
block quilt represents a composite method that came 
to be recognized as indisputably “American.” It has 
dominated quiltmaking in this country ever since 
the rise of the printed cotton industry in the mid-
nineteenth century made colorful, inexpensive fabrics 
available domestically. One probable reason for its 
popularity was that blocks of about twelve inches 
squared were easily transportable. 

Album quilts were so named because the individual 
blocks were created to suggest pages from one of the 
pictorial or autograph albums that were popular in 
mid-nineteenth-century America. The pieced block 
method enabled and encouraged wider participation 
in quilt construction; the completed project could be 
the work of a single individual or the collaborative 
efforts of a group. Among the most famous album 
quilts are those made by a group of women living 
in the Baltimore area, from about 1842 to 1853. 
Dr. William Rush Dunton, the founder of the 
American Occupational Therapy Association, was 
the first person to research, document, and identify 
these pieces as a specific genre of complex figural 

appliqué quilts.3  Baltimore-style album quilts—
made by professional quiltmakers and imitated by 
skilled amateurs—are known for the excellence of 
their craftsmanship, their use of a wide range of 
elaborate textiles, and the overall design assembled 
with printed cottons. As the second largest port 
in America during the mid-nineteenth century, 
Baltimore was a major trade center for both imported 
and domestic printed and woven cloth. Quiltmakers 
took advantage of the opportunity to purchase a 
variety of fine fabrics and skillfully used them in 
multilayer appliqué to emphasize their designs.  

Memorable events—whether political, historical, 
or personal—prompted special occasion quilts and 
provided the needleworker a canvas on which to 
express patriotic pride. Many Baltimore-style album 
quilts, like this one, celebrate events and heroes 
of earlier wars. The top center block depicts the 
temporary memorial erected in 1846 to honor Major 
Samuel Ringgold, who was born in Washington 
County, Maryland, in 1800 and graduated from 
West Point in 1818. He died a hero in 1846 from a 
cannonball wound he received at the little known 
battle of Palo Alto in the Mexican-American War. A 
Currier and Ives print commemorating the battle and 
his death was published later the same year. Major 
Ringgold’s body was returned to Baltimore and 
buried with military honors. 

Unknown Maker
Major Ringgold Album Quilt, 1847–1850

Baltimore, Maryland
Cotton

94 x 110 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1959-270

recorded use is in 1834.2  Great skill was required 
to create the sixty-four well-defined tapering pieces 
that comprise each of the nine compass units of 
the pattern, which have been set in blue, bronze, 
and yellow calico. This quilt took first prize in the 
antique quilt exhibition at the Tennessee State Fair 

in 1949. Although the maker is unknown, a quilt 
virtually identical in both design and quality of 
workmanship (in the collection of the Museum of 
the City of New York) is marked “Emeline Barker 
No. 7.”
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Unknown Maker
Mennonite Scherenschnitte Appliqué Quilt, c. 1880

Possibly Lebanon County, Pennsylvania
Cotton

80 x 80 inches
Collection of Packwood House Museum

Other distinctive regional quilt styles, which 
reflect the aesthetic traditions of different cultures, 
developed between the Civil War and the turn of 
the century. The art of cutting designs from folded 
paper, known as scherenschnitte (meaning “scissor 
cuts”), was popular in Germany in the sixteenth 
century and was brought to colonial America by 
immigrants who settled primarily in Pennsylvania. 
This technique, often part of a young woman’s 
domestic education, was used to produce a variety 
of decorative pictures, certificates, and valentines. 
The detail and intricacy of the cut and pierced 

fabric appliqué motifs were achieved by using paper 
templates as pattern guides, which were probably 
created with ornamental paper-cutting techniques.  

Aniline dyes derived from chemicals were introduced 
commercially in the 1850s and produced a 
much brighter palette than the natural pigments 
created from the plant sources that preceded 
them. Pennsylvania German appliqué quilts often 
favor vibrant color combinations on a non-white 
background, like this orange-yellow fabric with vivid 
red appliquéd designs. 

Stars did not make a major appearance in American 
quilts until the last quarter of the eighteenth century, 
when they were increasingly featured as a pieced field 
motif. As Stacy Hollander, Curator of the American 
Folk Art Museum, points out, this development was 
probably a response to the flag design of the newly 
formed United States.4  Geometric patterns were 
also influenced by the kaleidoscope, which became 
an international sensation soon after it was invented 
in 1816 by the Scottish physicist Sir David Brewster 
(1781–1868). The whimsical optical patterns created 
by fragments of broken glass viewed through a 
rotating mirror-lined cylinder had a strong effect on 
popular taste and defined a cultural phenomenon 
known as the Fancy style. Fueled by imagination 
and creativity, Fancy found physical expression 
in the colorful and complex painted furniture, 
slip-decorated ceramics, and woven carpets of the 
early nineteenth century. Quiltmakers set down 
in cloth and thread what they saw in Brewster’s 
new optical invention. “When women creatively 
adapted [the kaleidoscope’s luminous patterns] for 
quilts, they transformed Brewster’s restrictive idea of 
beauty into a more permissive, more individualized 
interpretation; women quiltmakers identified with 
the kaleidoscope, personalized the experience, and 
further collapsed the distance between subject and 
object—between themselves and the image—by 
fashioning a cover for the family bed.”5  

The most visually appealing and technically 
challenging quilts are those with a single large star 
almost always constructed of equilateral diamond-
shaped patches that radiate outwards in concentric 
rings. One of the most basic star patterns is the Le 

Moyne Star, named after two French Canadian 
brothers, Jean-Baptiste and Pierre Le Moyne, who 
explored the American coastline during the early 
eighteenth century and founded the cities of Mobile 
and New Orleans. Formed by eight equilateral 
diamonds, the Le Moyne Star design was first used 
in quilts made in the French colonies along the 
Mississippi River and is the central building block for 
every Star of Bethlehem quilt, including this one (see 
page 12). 

This stunning example has been pieced from 
diamonds cut from patterned cotton, with blocks of 
appliquéd flowers forming the border. New research 
on Native American quilts by Marsha MacDowell 
at the Michigan State University Museum links 
this quilt to six other bedcovers with documented 
association with an unidentified Odawa maker from 
northern Michigan.6  Three of these are recorded and 
pictured in the Quilt Index as follows: “Each square 
and triangle formed against the white background by 
the center star is filled with floral designs that mimic 
those depicted in earlier porcupine quill work and 
beaded pieces of the same region. It is probable that 
Native Americans began quilting after the Grand 
Traverse Mission period which was established in 
1839. The first person who was recorded to have had 
furniture in his home, which precipitated the need 
for domestic furnishings such as quilts, was Ahgosa, 
who lived on Old Mission peninsula [Michigan], 
during the mid 1840s.” 7 All piecing and quilting on 
this example were done by hand, even though the 
quilt dates from the turn of the century when sewing 
machines were widely available in most parts of the 
United States.
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Unknown Odawa Indian Maker
Bethlehem Star Quilt, late 19th century

Probably Peshawbestown, Michigan
Cotton

78 x 70 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1988-16

Rebecca Fisher Stoltzfus
Diamond in the Square Quilt, 1903

Vicinity of Groffdale, Lancaster County, Pennsylvania
Wool with rayon binding (added later)

77 x 77 inches
Collection American Folk Art Museum, New York 
Gift of Mr. and Mrs. William B. Wigton, 1984.25.1
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The Amish are a religious offshoot of the 
Anabaptists, a radical Protestant sect formed in 
Germany during the sixteenth century, which 
advocated simplicity, humility, and pacifism. Harshly 
persecuted in Europe for their beliefs, the Amish 
migrated to America at the invitation of William 
Penn. They first arrived in 1727 in Lancaster County, 
Pennsylvania, the oldest continuously occupied 
Amish community in the United States. Centering 
their lives around family, farm, and faith, this 
Christian fundamentalist sect is known for their 
strict piety, separation from secular society, and 
rejection of a modern lifestyle.  

Amish communities were slower to adopt 
quiltmaking than their “English” neighbors—
which is what they call people outside their 
community. Bedding listed in Amish household 
inventories of the early to mid-nineteenth century 
generally includes blankets and coverlets; it is not 
until the 1860s that quilts first appear among other 
home-produced textiles. Most surviving Amish 
quilts were made after 1880 and represent a melding 
of utility with creativity and a physical expression of 
shared spiritual beliefs. 

The Diamond in the Square pattern, unique to 
Lancaster County, is an Amish adaptation of the 
traditional center-medallion quilt that was popular 
among “English” quiltmakers in the first half of the 
nineteenth century. The selection of this outmoded 
style represents a conscious attempt to express 
conservative religious beliefs and create textiles 
that followed Amish patterns of nonconformity 
with secular fashion. Amish quilts consistently 
avoid the more traditional imagery of animals, 
people, and naturalistic motifs; ornate pieced and 
appliquéd elements using patterned materials were 

considered worldly and prideful. Instead, the quilts 
feature large, austere geometric shapes made in 
bold, solid, saturated colors. Ironically, through 
their conservatism, the Amish became trendsetters, 
developing color-blocked quilt patterns that are 
timeless and appeal to contemporary observers as 
examples of abstract modern art. 

Amish women preferred to use fine dress-weight wool 
fabrics rather than cotton—another throwback to 
earlier times—which could be purchased from local 
dry goods stores, traveling peddlers, or mail order 
catalogues such as Sears Roebuck or Montgomery 
Ward. The overall quilt dimensions are square, rather 
than rectangular, and the central geometric motif 
is surrounded by a narrow inner border and a wide 
outer border with large corner blocks. 

Despite their resistance to technological innovations, 
the Amish were quick to adopt the treadle sewing 
machine—introduced in the 1850s—for piecing 
their quilts; it became an integral part of the 
Amish home. The exquisite and intricate quilting, 
however, was always precisely executed by hand as 
a cooperative activity completed by many women, 
which strengthened community ties. Although 
Amish women rejected the representational appliqué 
imagery favored by their contemporary neighbors, 
they stitched many of these designs into their 
quilts—fruits and flowers, wreaths and vines, feathers 
and baskets—comfortable in the knowledge that 
their needlework was required to hold the backing, 
filling, and top of a quilt together. This fine stitching 
provided a way of incorporating elaborate designs 
without violating the need for simplicity. Although 
today modern observers admire Amish quilts for 
their artistic value, their makers intended them as 
warm, practical bedcovers for their families.  

Unknown Maker
Hawaiian Flag Quilt, 1900–1930

Hawaii
Cotton

79 x 79 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1972-6

The Polynesians who settled Hawaii between A.D. 
500 and 800 brought with them an established 
culture that included the making of fabric by 
soaking and pounding together sheets of bark from 
the paper mulberry tree and then coloring the cloth 
with natural dyes for use as clothing and bedding. 
The latter, called Kapa Moe, was generally made of 
five layers, bound together at one edge with twisted 
kapa strips.

It has long been assumed that the New England 
missionaries who arrived in 1820 brought 

needlework skills to the natives. However, one author 
suggests that Hawaiians were very likely exposed to 
the sewing techniques utilized by sailors to repair 
their own clothing and sails, and contemporary 
observers report that the natives fashioned fabrics 
imported from China and India into dresses made 
according to the European style.8  Although the 
Hawaiians already had their kapa bedding, the 
idea of a fabric bed quilt was new to them when 
missionaries arrived. They embraced the technique of 
appliqué and created bedcoverings for display rather 
than for everyday use.  
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Josephine Mary Carpenter (1851–1912)
Log Cabin Windmill Blades Quilt, 1900–1910

East Charlotte, Vermont
Cotton, wool
83 x 68 inches

Collection of Shelburne Museum, 
Shelburne, Vermont, 1954-421

Over four thousand different pieced and appliqué 
pattern names have been identified by twentieth-
century quilt historians.10 These names emerged as 
quilters moved across the country and patterns were 
published in newspapers and women’s magazines 
such as Godey’s Lady’s Book, and in catalogues from 
Sears or Montgomery Ward.

The Log Cabin is the most recognizable of all quilt 
blocks and the one considered most quintessentially 
American. Although its origins are unknown, most 
Log Cabin quilts date from 1850 to 1890. Log cabin 
imagery is first associated with the presidential 
campaign of William Harrison, whose successful run 
for the White House in 1840 was symbolized by the 
modest structure in which he grew up. During the 
Civil War, Lincoln used the log cabin as a symbol of 
his humble origins and the shared pioneering values 
of frontier America—hard work, humility, honesty, 
self-reliance, and integrity—while the Union Army 
raised money to support the cause by raffling quilts of 
this distinctive design. 

From a technical standpoint, the Log Cabin pattern 
introduced a new method of quilt construction 
in American textile history, known as foundation 
piecing. Individual fabrics comprising each repeating 

block are sewn to a large, underlying textile, or 
foundation, as well as to one another. The thin strips 
of cloth are laid side by side, like the walls of a log 
cabin home, around a center square—either red or 
yellow—which traditionally represents respectively 
the hearth of the home or a candle in the window. 

There are many pattern variations created by the 
careful arrangement of light and dark colors within 
each block. This graphic and vibrant version, called 
“Windmill Blades,” is an extremely complicated 
design formed with strips laid on the diagonal in 
addition to those placed on the horizontal and 
vertical planes. Furthermore, the ends of all the 
strips are clipped at an angle to create the illusion 
of circular motion across the surface. The carefully 
planned structure of this challenging quilt moves 
the eye through a series of changing motifs including 
red bull’s eyes, white interlocking circles, and dark 
windmill sails. Josephine Mary Carpenter added 
extra pizzazz by giving five blocks a slight turn in the 
lower left corner. As is common with all Log Cabin 
examples, the number of seams and the foundation 
fabric add stability and bulk to the textile, making 
quilting and batting unnecessary. Log Cabin quilts 
are actually not quilted, as the method of piecing 
makes them too thick to stitch by hand. 

The most treasured Hawaiian quilts are those that 
feature the royal flag and coat of arms, which the 
owners brought out on special occasions for friends 
and guests to admire. For Hawaiians, flag quilts 
symbolize and commemorate the lost and deeply 
mourned independent kingdom of Hawaii, which 
was established in 1816 and came to an end with the 
forced abdication of the Hawaiian queen in 1893 
and the U.S. annexation of the islands in 1898. In 

this typical example, four elongated Hawaiian flags, 
each consisting of eight red, white, and blue stripes 
representing the principal inhabited islands of the 
kingdom, surround a stylized representation of the 
Hawaiian shield. The monarch’s crown suspended 
over a draped ermine cape is appliquéd above. Many 
of these annexation quilts feature the slogan “Ku’u 
Hae Aloha,” which translates as “My Beloved Flag”; 
this one reads “My Flag of Hawaii.”9
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On Furniture

Publicity about the Japanese and Chinese exhibits 
at the 1876 Philadelphia Centennial and the 
fashion for decorating in the Aesthetic style 
resulted in an enthusiasm for nearly everything 
that reflected Asian taste and design, including 
the cracked, crazed surfaces of glazed ceramics. 
In quiltmaking this led to the introduction and 
subsequent popularity of a new improvisational 
technique, which was called odd, bizarre, strange, 
or “crazy.” Crazy quilts were complex textile 
scrapbooks of color, pattern, texture, and ornament, 
and their uncontrived appearance encouraged 
the creation of unique imagery that emphasized 
individual expression. By this time, expensive 
textiles such as silk satins, brocades, and velvets, 
which had previously been imported, were now 
being produced more economically in the United 
States. These luxurious fabrics were incorporated 

into asymmetrical designs consisting of irregularly 
shaped pieces sewn together in random fashion 
and then embellished with embroidery, appliqués, 
printed ribbons, and hand-painted scenes to create 
unique fabric masterpieces. 

Even the “craziest” of crazy quilts was really the 
result of conscious planning and thoughtful 
decision-making and could require more skill 
than quilts of other patterns. Some were randomly 
constructed in one piece on a foundation fabric 
while others were assembled in blocks. Because 
of their fragile nature, they were rarely stuffed 
with batting or actually quilted. Crazy quilts are 
relatively small in size and made strictly as artistic 
statements rather than as functional bedcoverings. 
They regularly appeared in the parlor as lap robes, 
sofa or piano throws, and table covers. 

Ella B. Chase
Pickwick Papers Crazy Quilt, 1890–1900

Derby Line, Vermont
Silk, polyester

63 ½ x 67 ½ inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 2010-1.1

Made by a Vermont woman when she was teaching 
sewing in New York City, this remarkable quilt 
shows the transition from traditional block quilting 
methods to crazy quilt design. It is basically a 
medallion-style quilt with a central embroidered 
panel featuring a band of swallows flying over a pond 
with mushrooms and wildflowers, a butterfly and 
a frog. This panel is surrounded by rectangles that 
depict sixteen characters from Charles Dickens’s 
popular 1836–1837 series, “Posthumous Papers of 
the Pickwick Club,” which later became a classic 
book. The embroidered images were based on 
period drawings that appeared in Joseph Grego’s 
Pickwick Pickwickiana, an 1889 compilation of 
350 unauthorized illustrations created throughout 
the nineteenth century. It was this New York City 

publication that probably inspired Ella Chase 
to stitch the corresponding Dickens characters 
on her quilt in many of the exact same poses. 
The orientation of the figures around the center 
medallion indicates that the completed quilt top was 
meant to be placed on a parlor table and admired 
from all four sides. The wide, asymmetrical crazy 
quilt border is constructed of silk fabrics embellished 
with stitched embroidery and hand-painted or inked 
motifs, including surprisingly realistic daisies, wild 
roses, lilies of the valley, and poppies, as well as exotic 
Eastern references to paddle fans, peacock feathers, 
and oriental ladies with parasols. Images relating to 
the natural world provided an escape from the gray 
regimentation of industrialization. 
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Sophronia Young Kinne
Night Hunt Crazy Quilt, 1885

Dewitt, New York
Wool

58 x 64 inches
Collection of the Fenimore Art Museum, Cooperstown, 

New York. Gift of Mrs. Dorothy Hubbard

This wildly idiosyncratic furniture cover is a striking 
example of the Victorian love of excess. Like many 
of the late nineteenth-century crazy quilt designs, it 
follows a logic all its own in its composition, riotous 
combination of geometric, floral, and figurative 
motifs, and abundant appliquéd and embroidered 
embellishments. Sophronia Young Kinne cut the 
figures in the center row from a textile printed with 

a design based on a popular engraving and created 
her own elaborate version of the hunt by appliquéing 
them to the base fabric. The stylized floral motifs in 
the scalloped border are derived from paisley shawls—
fashion accessories that were also used as parlor or 
piano throws. Furniture covers like this were often 
made of wool rather than silk as they were less likely to 
slip out of place on polished wooden surfaces.

Unknown Maker
Crazy Quilt Coffin Cover, c. 1880–1900

Possibly Florida
Silk, silk-cotton mixture

101 x 61 inches
International Quilt Study Center & Museum, 

University of Nebraska-Lincoln, 1997.007.0360,
www.QuiltStudy.org

This rare example of a crazy quilt was specifically 
constructed to cover a standard-size coffin; the 
widened top matches the head area and the extra 
fabric would gracefully drape over the sides. 
According to textile historian Beverly Gordon, the 
tradition of covering caskets in fabric dates back to 
ancient Rome, when a man’s cloak was spread over 
his coffin as it was carried from his home to the 
cemetery. By the Middle Ages the cloak had become 
a rectangular pall placed over a coffin as it lay in 
a Christian church, symbolizing the concept that 
the deceased was clothed in Christ’s grace. These 
elaborately worked textiles were often reused at 
subsequent funerals.11 Stylistically this shroud relates 
both to Oriental carpets with central medallions 
surrounded by multiple complex borders and to 
Kashmir shawls featuring many paisley-shaped 
motifs. A textile with this design would have been 
very much at home in the “Turkish corner” of a 
stylish Victorian parlor devoted to oriental fantasies. 
Its rich velvet and satin fabrics are pieced together 
over a cotton foundation cloth and covered with 
intricate embroidered floral motifs. The overall 
design, texture, and workmanship of this unusual 
piece represent the height of aesthetic taste.
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On the Body

As long as quilts have been made, the techniques of 
appliquéing, piecing, and quilting have been used 
to create decorative as well as warm clothing for 
men and women. This elaborate ensemble of quilted 
petticoat, pumpkin hood, and bag was worn by 
Mary Woodbury as part of her bridal outfit when 
she married John Dudley (1793–1880) in 1840. The 
blue and purple shot silk, which has a shimmering 
appearance, came from her older sister’s wedding 
dress. Shoulder straps help carry the weight of the 
heavy petticoat, which is lined with brown glazed 
cotton.  Although it was considered underwear, its 
large-scale quilted design of fronds and feathers show 
off Mary’s fine workmanship.12  

Unknown Maker
Shaker Bonnet, 1875–1900

Northeast Region
Silk, velvet, silk twill lining, silk ribbons

Height 13 ½ inches
Hancock Shaker Village, Pittsfield, Massachusetts, 70-5

Mary Woodbury
Petticoat, Pumpkin Hood, and Bag, 1840

Sutton, Massachusetts
Silk, cotton

Length of petticoat: 38 inches
Worcester Historical Museum, Worcester, Massachusetts

This quilted textile was clearly designed to be 
revealed rather than concealed. Throughout the 
nineteenth century, bonnets made of paste board, 
woven palm leaves, and eventually oat straw formed 
a basic part of Shaker sisters’ attire.  During the 
Victorian era, more luxurious fabrics were often 
used, including silk velvet for warm winter wear. 
The Shakers, who always embraced technological 
inventions, executed the quilting on sewing machines 
and then attached capes and wide silk chin ties to the 
finished bonnets.

Jay Kos
Dinner Jacket, 2009
New York, New York

Silk, satin lapels
Size 40 U.S., 50 European

Courtesy of Jay Kos, New York

Men have worn quilted waistcoats and breeches 
for centuries. This contemporary patterned dinner 
jacket was created by New York City designer Jay 
Kos, who has been outfitting panache-friendly men 
in ostentatious and eccentric colors and fabrics since 
1995. Combining a visual rather than a technical 

reference to patchwork quilts, Kos connects the old 
with the new to construct eye-catching clothes that 
command attention by their noticeably high-quality 
fabrics and artisan craftsmanship. His impeccably 
tailored garments are “gentle outfits for tough guys.”13  
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On the Wall and Beyond

Quiltmaking in the United States declined in the 
early twentieth century until the 1930s, when the 
economic hardships of the Great Depression spurred 
a renewed interest. Florence Peto (1881–1970), 
an influential and well-respected author, lecturer, 
collector, and quiltmaker, played a major role in 
increasing the nation’s appreciation for historic 
quiltmaking from the 1930s until the quilt revival of 
the 1970s. Peto believed quilting was an important 
and integral part of the American heritage. Her goal 
was to connect the story of each individual with her 
needlework, which would become a cloth document 
of history. Peto’s writings include two books—

Historic Quilts (1939) and American Quilts and 
Coverlets (1949)14—as well as a number of articles 
for popular magazines like Ladies Home Journal 
and Women’s Day and scholarly publications such 
as The Magazine Antiques. During her career she 
presented over two hundred lectures at women’s clubs 
and historical societies throughout the New York/
New Jersey area. In 1980 she was inducted into the 
Quilter’s Hall of Fame, located in Marion, Indiana.  

Electra Havemeyer Webb looking at quilts in the 
Hat & Fragrance Textile Gallery at the Shelburne Museum, 1958

Collection of Shelburne Museum, Shelburne, Vermont

Florence Peto’s crib quilt Calico Garden is comprised 
of alternating appliquéd and pieced nine-patch 
blocks set on point and incorporates eighteenth- and 
nineteenth-century hand-blocked and copperplate 
prints, chintzes, and imported calicos. All the 
materials are old except the white broadcloth 

background. Peto designed the small floral appliqués 
to feature tiny pieces of antique fabrics cut from 
scraps no bigger than two inches squared. Many 
of the individual flower blossoms—inspired by her 
collection of antique paperweights—are worked 
in broderie perse technique, in which individual 

Peto was instrumental in helping institutions, 
including the Shelburne Museum, form important 
early textile collections. In a letter dated August 
18, 1952, she described Shelburne founder Electra 
Havemeyer Webb’s (1888–1960) innovative textile 
installation: “The quilts are housed beautifully 
and displayed under glass in a large room. There 
are about 100 of them including woven coverlets 
and I am proud that 12 of the finest came from my 
collection.”15 The cutting-edge quilt display that 
Webb designed made use of large, lightweight, 
hinged boards on which textiles could be mounted 
vertically and through which the visitor could 
leaf with ease like pages in a book. Although now 
ubiquitous in fabric and rug showrooms, this was 
a groundbreaking museum exhibit method in the 
1950s. Removed from their domestic setting, where 
they were always shown horizontally covering beds in 
historic period rooms, these quilts were offered to the 
public like paintings on a wall, a pioneering practice 
that anticipated the emergence of the art quilt.  

motifs are selectively cut from a printed textile and 
appliquéd to the quilt background. 

Calico Garden was constructed over a period of six 
years (1944–1950). Peto describes her technical 
difficulties in completing the border: “I’ve had one 
side off and on again three times. Because I ‘set’ the 
nine patches together diagonally it gives the bias 
edges to the body of quilt; a straight-border attached 
should present no difficulties but it does—pesky 
thing won’t lie flat—I’m struggling with ripples 
and one side wants to be longer than the other.”16 
Calico Garden was awarded its first blue ribbon in 

1950 at the Tennessee State Fair; it was published 
in the December 1951 Women’s Day with pattern 
directions and purchased by Electra Webb in 1952 
for the Shelburne Museum. Probably Peto’s best-
known quilt, it was chosen in 1999 as one of the 
“Top 100 Quilts of the Twentieth Century.” This 
prestigious list was the result of “The Ultimate 
Quilt Search,” a collaboration of four non-profit 
quilting organizations: The Alliance for American 
Quilts, the American Quilt Study Group, the 
International Quilt Association, and the National 
Quilting Association.17   

Florence Peto
Calico Garden, (1944–1950)

Tenafly, New Jersey
Cotton

49 x 39 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 1952-548
(One of the “Top 100 Quilts of the Twentieth Century”)
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The explosive creativity of the last quarter of the 
nineteenth century would not return for another 
one hundred years, when feminist historians and 
back-to-the-landers looking for a simpler lifestyle 
close to nature rediscovered traditional handcrafts as 
a medium that could be used to create serious art. In 
the years preceding the U.S. Bicentennial celebration, 
interest in quiltmaking exploded after Jonathan 
Holstein organized the first major art museum 
exhibition featuring American quilts selected 

purely for their aesthetic interest. While quilts had 
already found firm footing as a form of folk art, they 
had never before been recognized as fine art. The 
landmark show Abstract Design in American Quilts 
opened at the Whitney Museum of American Art in 
New York City in 1971 and traveled extensively to 
large audiences across the country. For the first time, 
the visual impact of color, pattern, and composition 
took precedence over materials, construction, and 
regional characteristics.

In the early twenty-first century, folk art collectors 
William and Matt Arnett discovered a group of 
quilters in the isolated, Alabama hamlet of Gee’s 
Bend, who had passed their distinct aesthetic down 
through at least six generations to the present. 
Women from this rural community were clearly 
familiar with the African tradition of piecing textiles 
from narrow-loom woven strips. Their work shares 
a preference for bright colors, geometric designs, 
asymmetry, improvisational techniques, and multiple 
patterning. This unexpected spirit of expression is 
similar to the unpredictable rhythms of jazz, dance, 
and African art—a notable diversion from the 
repetitious character of traditional early American 
quilts. In Gee’s Bend the objective is to break an 
established pattern and make it your own, rather 
than to duplicate it.

Mary Lee Bendolph (b. 1935), one of the most 
revered quiltmakers among this group, has spent her 
entire life in Gee’s Bend. She finds her inspiration in 
the colors, shapes, and patterns of the world around 
her. Housetop Variation, her “favorite quilt” and one 

of her best-known works, was made from discarded 
polyester leisure suits: “My sister-in-law’s daughter 
sent those clothes down here and told me to give 
them away, but didn’t nobody want them. That knit 
stuff, clothes from way back yonder, don’t nobody 
wear no more, and the pants was all bell-bottom. We 
ain’t that out-of-style down here. I was going to take 
them to the Salvation Army but didn’t have no way 
to get there, so I just made quilts out of them.”18 Gee’s 
Bend quilters traditionally used recycled materials to 
provide functional as well as colorful covers for beds, 
dilapidated flooring, and drafty walls.  

In 2002, the Museum of Fine Art, Houston, in 
partnership with the Tinwood Alliance of Atlanta, 
presented an exhibition of seventy quilts made from 
the 1920s to the present, entitled The Quilts of Gee’s 
Bend, which traveled to twelve American cities and 
received tremendous international acclaim. These 
one-of-a kind works of art continue to capture the 
interest of the public, who respond to the virtuosity 
of design, percussive color, and unexpected materials. 

Mary Lee Bendolph
Housetop Variation, 1998

Quilted by Essie Bendolph Pettway, 2001
Gee’s Bend, Alabama

Cotton, corduroy, assorted polyesters
72 x 76 inches 

Courtesy of the Souls Grown Deep Foundation

The Art Quilt
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Known for her mastery of color, line, and 
shape, Nancy Crow has had a major impact on 
contemporary quilting for over thirty years. Like 
other studio quilters, she often works in series, 
exploring a particular design motif through many 
sequential variations.

This important quilt—part of the “Wedding Rings” 
series—is a hallmark of her earlier style dating from 
the mid-1970s, and was created in the traditional 
manner by cutting commercially printed fabric 
marked with templates into numerous geometric 

pieces that fit together to form a huge composition. 
Crow often bases her quilts on familiar patterns, 
like this one, inspired by the interlocking rings of 
the Double Wedding Ring, a popular showpiece 
among quiltmakers in the early decades of the 
twentieth century. Her intricate interpretation 
of this design consists of sixteen, eighteen-inch-
square blocks set in four rows of four. These 
blocks, in turn, are arranged to form nine larger 
overlapping four-block units, which are delineated 
by strip-pieced, eight-pointed stars marking the 
intersections. A bright red diamond provides a 
central focal point for this masterpiece.  

The Art Quilt, a 1986 traveling exhibition of non-
traditional works, identified the leading trailblazers 
in the field, which included Nancy Crow. The 
new term “art quilt” defined the cutting edge of 
the movement and became its generic name. The 
accompanying catalogue declares, “The art quilt has 
emerged and it heralds a dramatic and fundamental 
change in the history of quilts. It is art for walls, 
not beds, created by artists abandoning media like 
painting, printmaking and ceramics to express 
themselves in original designs of cloth and thread.”20 

Often referred to as “fiber artists,” these pioneering 
individuals expanded the boundaries of traditional 
quiltmaking in terms of materials, motifs, and scale, 
either massive or miniature. 

Nancy Crow
Double Mexican Wedding Rings IV, 1989–1990 

© Nancy Crow; designed and strip-pieced by Nancy Crow; 
hand-quilted by Marie Moore with pattern denoted by 

Nancy Crow
Baltimore, Ohio

100% cotton/commercial prints 
70 x 68 inches

Collection of John M. Walsh III
(One of the “Top 100 Quilts of the Twentieth Century”)

Double Wedding Ring pattern
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Cynthia England
Piece and Quiet, 1993

Houston, Texas
Cotton, silk, organza

64 x 80 inches
Courtesy of the artist

(One of the “Top 100 Quilts of the Twentieth Century”)

Piece and Quiet has an incredible painterly quality 
due to Cynthia England’s masterful handling of 
perspective and shading. This realistic woodland 
scene began with a three-by-five-inch photograph 
that was enlarged to quilt size on freezer paper. The 
design was divided into sections, each individual 
piece numbered, and the corresponding textile 
carefully chosen. The quilt contains over eight 
thousand patches, mostly cottons, used both right- 
and wrong-side-out to create subtle color gradations. 
In accordance with her innovative “picture piecing” 
system, the freezer paper was pressed onto the right 

side of each fabric where it remained in place while 
adjoining sections were matched for stitching. 
Rather than using a foundation, England sewed into 
a quarter-inch seam allowance added next to the 
aligned edges of the freezer paper, not through it. 
The finished quilt, which took about six months to 
complete, was machine-pieced. Piece and Quiet was 
so named because most of it was assembled at night 
when England’s two young children were asleep. 
Inspired by their interest in “hide and seek” books, 
England concealed a deer and a wolf near the horizon 
line, for later discovery. 

Velda Newman  
Hydrangea, 1989

Nevada City, California 
Cotton

84 x 99 inches
Collection of John M. Walsh III

(One of the “Top 100 Quilts of the Twentieth Century”)

As the pictorial-quilt craze has gained momentum, 
many art quilters have found inspiration in nature. 
While classic works of fine art, including landscapes, 
usually depict nature on a scale smaller than reality, 
Velda Newman observes the world around her and 
amplifies it. She creates highly detailed, realistic 
enlargements of flowers that envelope the viewer 
with their intense color and sweeping shapes. The 

artist prepares her enormous floral appliqués by 
choosing hand-dyed and commercial fabrics to create 
the exact range of colors needed. After assembling 
the composition, she uses detailed free-form hand 
quilting to add texture and pattern to the leaves and 
flowers. Newman makes comparatively few quilts, 
finishing at most one per year.21
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Emilie M. Belak
In Praise of Poppies, 1995

Grand Forks, British Columbia, Canada
Cotton

57 x 47 inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 2008-7
(One of the “Top 100 Quilts of the Twentieth Century”)

Inspired by the paintings of Georgia O’Keeffe, as well 
as by the flowers in her garden in British Columbia, 
Emilie Belak created In Praise of Poppies, which 
explodes with color into the viewer’s space. Belak took 
many photographs of poppies to study the leaves, buds, 
and blossoms. Using these images, she drew pictures 
on tissue paper, created the composition, copied the 
overall design onto a transparency, and enlarged it 

using an overhead projector. Each petal was traced 
onto prepared muslin and hand-painted. Free machine 
embroidery on the leaves, blooms, and seedpods 
gives great depth to this quilt. The blossoms in the 
foreground are three-dimensional; gravity allows 
them to open forward naturally, a technique which 
predicts the sculptural stage sets created by Dominique 
Ehrmann (see page 41) . 

Paula Nadelstern
Kaleidoscopic XVI: More is More, 1996

Bronx, New York
Cotton, silk

64 x 64 inches
Collection American Folk Art Museum, New York

Gift of the artist, 2008.21.1
(One of the “Top 100 Quilts of the Twentieth Century”)     
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Paula Nadelstern makes quilts because she loves 
printed textiles. Classifying herself as an eclectic who 
believes “more is more,” she creates works that are 
densely packed with small pieces of patterned fabric. 

Inspired by a bolt of bilaterally symmetrical Liberty 
of London cotton cloth in 1987, Nadelstern began 
a journey that has led her to explore the possibilities 
of the changing shapes, colors, and patterns created 
by the kaleidoscope. By manipulating ornately 
printed fabric motifs, she creates the same sense of 
spontaneity and rare moments of serendipity and 
surprise that are synonymous with this popular 
nineteenth-century optical toy.

Minute pieces of fabric are joined like slivers 
of colored glass into a magical whole, resulting 

in scintillating stars, shifting snowflakes, and 
sparkling wheels that move across the textile surface. 
Coincidentally, the crystalline cloth motifs that 
are a hallmark of her style relate directly to her 
name, which translates to Needle Star. The four, 
twelve-sided, off-centered polygons with twenty-
nine small scopes bordering the quilt are influenced 
by configurations in actual kaleidoscopes. Areas of 
the small scopes are sprinkled with silk to simulate 
the glow of diachronic glass, which changes color 
depending on the angle of light falling on it. 
Nadelstern’s work is based on pie-shaped segments 
that combine to make the whole greater than 
the sum of its parts. Her limited workspace—a 
forty-two-inch round kitchen table in her Bronx 
apartment—dictated her personal approach to 
design and technique.  

Joan Lintault is a storyteller who takes a narrative 
approach to quilting, filling her works with 
representational images that have personal 
significance. Beginning with raw fabric that she dyes, 
screen prints, paints, and draws on, she assembles 
her images individually, in an openwork style, and 
uses appliqué, embroidery, and machine-made lace 
to connect them all together. In Alphabet Soup, the 
reverse side of the quilt is as engaging as the front. 
“Manuscript letters and vegetables comprise the 
theme of Alphabet Soup,” Lintault explains. “This 
quilt was made with the leftover manuscript letters 

from A Riddling Tale and vegetables from Give 
us This Day [two previous quilts]. I decided to use 
them as one uses leftovers in a bowl of soup. It has 
images of all the ingredients in my soup and was 
made to remind me of the good time I had as a child 
laying out the letters to spell words and then eating 
the soup. There are soup bowls in my favorite blue 
and white. There also are references to a children’s 
song [‘Animal crackers in my soup’] and an old joke 
[‘There’s a fly in my soup.’]”22 The border is decorated 
with the negative shapes of the letters that spell out 
the artist’s chicken soup recipe.  

Joan Lintault
Alphabet Soup, 1998
New Paltz, New York

Cotton, paint, lace 
98 x 74 inches

Collection of Shelburne Museum, 
Shelburne, Vermont, 2011-43
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George Siciliano
Industrial Resolutions, 2001

Lebanon, Pennsylvania 
Cotton

13 ½ x 13 ½ inches with 1,660 pieces
Courtesy of the artist 

In 2008 George Siciliano took first prize at the 
American Quilter’s Society show in Paducah, 
Kentucky, by the sheer force of his overwhelming 
technical accomplishment. A former member of 
the United States Marine Drum & Bugle Corps, 
Siciliano took up quilting in 1997 and decided 
to specialize in variations of the Log Cabin block 

because of its endless design possibilities. He wants 
his fabric swatches as small as possible, as his goal is 
to make wall art rather than bedding. With quilts 
comprised of thousands of tiny pieces, he is restricted 
by the size of the needles currently available on the 
market in creating his miniature masterpieces.

Tammie Bowser
Unforgettable, n.d.

South Pasadena, California
Cotton

62 ¾ x 29 ¼ inches
Collection of Shelburne Museum, 

Shelburne, Vermont, 
2011-22  

    

Tammie Bowser devises contemporary quilting 
techniques without traditional rules or restrictions. 
She invented quilted photography—a system 
of creating realistic, pixilated images in fabric. 
Unforgettable is based on an old black-and-white 
photograph of her grandmother, who studied ballet 
as a child. From a distance the details are visible, 
but they gradually blur and eventually vanish as the 

viewer approaches. This visual phenomenon traces 
the course of Alzheimer’s—the devastating disease 
that took her grandmother’s life. In the early stages, 
it is difficult to tell something is wrong, but over time 
the loved one’s personality gradually disappears, just 
as this image loses shape and becomes indistinct at 
close range. 
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Luke Haynes
[Man Stuff #1] Hammer, 2008

San Francisco, California 
Fabric, batting, thread

72 x 84 inches
On Loan from the Private Collection of Todd Nowell

Men have created quilts for practical, profitable, and 
personal reasons over the centuries, first in Europe 
and then in America. In contrast to women, who 
historically master the techniques and then select a 
known pattern to demonstrate their sewing, piecing, 
and quilting skills, men usually take a subject-first 
approach. Several common themes have emerged: 
man-made quilts preserve important public and 
private events, express personal protest, or project 
the professions or passions of the makers. The motifs 
embraced by men often reflect, either consciously or 
subconsciously, their vocations or trades, which are 
often technical in origin. 

Contemporary quilter and former carpenter Luke 
Haynes has created a series appropriately entitled 
“Man Stuff,” in which each quilt features an 
oversized replica of his own hammer or screwdriver—
subjects completely foreign to women’s work. 
According to the artist, this quilt was the first in 
the series, “a testament to my place in the art world 
as a male making art with a process that has been 
dominated by women primarily as utility.” He 
wanted to show a “man” item in a way that illustrates 
the use of fabric, light, and stitching as notations of 
an art piece.23

Anne Marie Kenny
Microchip III Industrial Quilt, 2009

Exeter, New Hampshire 
Steel, bronze, copper, stainless wire-cloth, salvaged 
microchips, perforated aluminum, electrical wire, 

dye and patina
36 x 36 inches

Courtesy of the artist and McGowan Fine Art

Nineteenth-century women who left their homes 
to become laborers in the New England Mills 
shaped the aesthetics and meaning layered within 
Anne Marie Kenny’s “Industrial Quilts.” Although 
organized into nine “pieced” blocks in a traditional 
format, they are created from the electronic leftovers 
of a technological age and painstakingly hand-
stitched together with wire. By juxtaposing the 
machine- and the hand-made, the artist explores the 

tension between standardization and self-expression. 
In her “Integrated Circuits” series, Kenny created 
colorful patina and dye solutions that are painted 
onto copper sheet metal to reference the earth and 
the ocean. These allusions to the natural world 
are juxtaposed with manufactured materials from 
modern industry represented by salvaged computer 
parts dating from the mid-1980s to the early 1990s. 
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 Fraser Smith
“30”, 2002

St. Pete Beach, Florida
Wood, silk dyes 

36 x 53 x 3 inches
Sandra and George Weiksner

Trompe l’oeil—a French term literally meaning “trick 
the eye”—is a style of two-dimensional representation  
that gives the appearance of three-dimensional 
realism. The discovery of linear perspective in 
fifteenth-century Italy and advancements in the 
science of optics in seventeenth-century Netherlands 
enabled artists to render scenes with eye-fooling 
exactitude. Both playful and intellectually serious, 
trompe l’oeil artists throughout history have 
manipulated spectators’ visual expectations to create 
convincing illusionism. 

Fraser Smith makes realistic woodcarvings of quilts 
that are meant to deceive the observer. Each piece 
is made from a single two-hundred-pound block of 
basswood and stained with water-based pigments 
to mimic fabric folded over a clothesline. He does 
not carve exact replicas of cloth; rather, he creates 
something that looks like what the “mind’s eye” 
perceives as fabric. The act of making a real quilt 
involves a great deal of labor; Smith’s work is a tribute 
to that effort.

Dominique Ehrmann
Come and Follow Me, 2008–2010

Sainte-Sophie, Quebec, Canada 
Cotton, tulle, pearls, steel rods 

72 x 96 x 18 inches
Courtesy of the artist

The evolution of quilting over the last two 
hundred years has been shaped by technological 
achievements as well as aesthetic preferences. Since 
the introduction of mechanical stitching in the 
1850s, there has been continuing debate about the 
merits of handwork versus machine methods for 
construction and quilting. More recently, industrial 
long-arm equipment measuring six feet wide has 

become available, allowing a skilled operator to 
sew different designs in specific places and to 
assemble the three quilt layers with a pre-determined 
computerized repeating pattern. Controversy and 
questions surrounding the validity and value of 
automated techniques have accompanied these 
high-tech developments, forcing judges certified by 
the National Quilting Association to define specific 
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17 Mary Leman Austin Golden, ed., The Twentieth Century’s Best American Quilts (Golden, CO: Primedia, 1999).
18 Mary Lee Bendolph, as quoted in William Arnett and Paul Arnett, Gee’s Bend: The Women and Their Quilts (Atlanta, GA: 
   Tinwood Books, 2002), http://www.tinwoodmedia.com/PDFDownloads/QGBbios.pdf (accessed 12/3/12).
19 Anna C. Chave, “Dis/Cove/ring the Quilts of Gee’s Bend, Alabama,” The Journal of Modern Craft, vol. I, issue 2 (July 2008), 225, 
   http://annachave.com/annachave.com/annachave_publications_files/Discovering.pdf (accessed 11/28/12).
20 Penny McMorris and Michael Kile, The Art Quilt (San Francisco: Quilt Digest Press, 1986).
21 The artist’s work will be featured in a special exhibition in 2013 at the Shelburne Museum entitled Larger then Life: The Quilts of 
   Velda Newman.
22 M. Joan Lintault, M. Joan Lintault: Connecting Quilts, Art & Textiles (Worthington, OH: DragonThreads, 2007), 42.
23 Luke Haynes, “Man Stuff,” http://www.lukehaynes.com/projects/man-stuff/man-stuff-1-hammer/ (accessed 1/31/12). 
24 Anita B. Loscalso, “The History of the Sewing Machine and its Use in Quilting in the United States,” Uncoverings 2005 (Lincoln, 
   NE: American Quilt Study Group, 2005), 175‒208.
25 Hugh Nibley (1910-2005), as quoted in Dennis Duke and Deborah Harding, eds., America’s Glorious Quilts (New York: Park
   Lane, 1987), 217. 

While the future is uncertain, history suggests that 
contemporary quilters will continue to experiment 
and take risks to pursue their artistic visions. As 
distinguished author and scholar Hugh Nibley has 
written, “Only if you reach the boundary will the 

boundary recede before you. If you don’t, if you 
confine your efforts, the boundary will shrink to 
accommodate itself to your own efforts. You can 
only expand your capacities by working to the 
very limit.”25  

categories in which a quilt can be evaluated at state, 
regional, or national competitions.24  

Not only the use of acceptable quilting techniques 
but also the actual definition of what constitutes 
“a quilt” continues to expand. One innovative 
artist today creates three-dimensional, fabric 
“stage sets” that encourage the viewer to visually 
enter the quilted scene—a sculptural approach 
which clearly challenges the existing contest 
rules. Neither designed for the bed nor the wall, 
Dominique Ehrmann’s Come and Follow Me is a 
free-standing composition with four layers of depth. 
Her installation is either accepted and wins public 
choice awards in Canada and the United States, 
or it is rejected outright by the judges. Utilizing 
commercially printed fabrics and traditional 
techniques that include hand appliqué, machine- 
and hand-stitched reverse and raw edge appliqué, 
and stuffed work, she has created a dramatic 

theatrical production that tells a story. Influenced 
by children’s books and a love of nature, Ehrmann 
has fashioned a unique textile fantasy world that 
forecasts a new frontier. 

Notes
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ON THE BED

Unknown Maker
Whole Cloth Quilt, 1800–1830
Northeast Region
Wool
96 x 100 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1954-539.2

Unknown Maker
White Work Trapunto Quilt, 19th century
Northeast Region
Cotton
82 ½ x 76 
Karen B. Cohen Collection

Attributed to a Member of the Vanderbilt Family
Pincushion Quilt, mid-19th century
Clarkson, New York
Cotton
93 x 79 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1955-676

Emeline Barker
Mariner’s Compass Quilt, 1840–1860
New York, New York
Cotton
100 x 96 
Collection of Shelburne Museum, 
Shelburne, Vermont 1952-545

Unknown Maker
Major Ringgold Album Quilt, 1847–1850
Baltimore, Maryland
Cotton
94 x 110 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1959-270

Unknown Maker
Mennonite Scherenschnitte Appliqué Quilt, c. 1880
Possibly Lebanon County, Pennsylvania
Cotton 
80 x 80 inches
Collection of Packwood House Museum

Unknown Odawa Indian Maker
Bethlehem Star Quilt, late 19th century
Probably Peshawbestown, Michigan
Cotton
78 x 70 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1988-16

Rebecca Fisher Stoltzfus
Diamond in the Square Quilt, 1903
Vicinity of Groffdale, Lancaster County, Pennsylvania
Wool with rayon binding (added later)
77 x 77 
Collection American Folk Art Museum, New York. 
Gift of Mr. and Mrs. William B. Wigton, 1984.25.1

Unknown Maker
Hawaiian Flag Quilt, 1900–1930
Hawaii
Cotton
79 x 79 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1972-6

Josephine Mary Carpenter (1851–1912)
Log Cabin Windmill Blades Quilt, 1900–1910
East Charlotte, Vermont
Cotton, wool
83 x 68 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1954-421

Florence Peto
Calico Garden, 1944–1950
Tenafly, New Jersey
Cotton
49 x 39 
Collection of Shelburne Museum, 
Shelburne, Vermont, 1952-548

ON FURNITURE 

Ella B. Chase
Pickwick Papers Crazy Quilt, 1890–1900
Derby Line, Vermont
Silk, polyester
63 ½ x 67 ½ 
Collection of Shelburne Museum, 
Shelburne, Vermont, 2010-1.1

Checklist of the Exhibition

Unknown Maker
Sofa, 1840–1850 
Probably New York State
Rosewood or mahogany (?) with blue damask upholstery 
43 ¼ x 68 ¾ x 31 
Munson-Williams-Proctor Arts Institute, Museum Purchase 
(deaccessioned 1960-05-11)

Sophronia Young Kinne 
Night Hunt Crazy Quilt, 1885 
Dewitt, New York
Wool
58 x 64    
Collection of the Fenimore Art Museum, Cooperstown, 
New York. Gift of Mrs. Dorothy Hubbard  

Unknown Maker 
Crazy Quilt Coffin Cover, c. 1880–1900
Possibly Florida
Silk, silk-cotton mixture
101 x 61 
International Quilt Study Center & Museum, University of 
Nebraska-Lincoln, 1997.007.0360, www.QuiltStudy.org

ON THE BODY 

Mary Woodbury
Petticoat, Pumpkin Hood, and Bag, 1840
Sutton, Massachusetts
Silk, cotton
Length of petticoat: 38  
Worcester Historical Museum, Worcester, Massachusetts

Unknown Maker
Shaker Bonnet, 1875–1900
Northeast Region
Silk velvet, silk twill lining, silk ribbons
Height 13 ½ 
Collection of Hancock Shaker Village, 
Pittsfield, Massachusetts, 70-5

Jay Kos
Dinner Jacket, 2009
Silk, satin lapels
Size 40 U.S., 50 European
Courtesy of Jay Kos, New York

ON THE WALL AND BEYOND

Emilie M. Belak
In Praise of Poppies, 1995
Grand Forks, British Columbia, Canada
Cotton
57 x 47 ½ 
Collection of Shelburne Museum, 
Shelburne, Vermont, 2008-7 

Mary Lee Bendolph
Housetop Variation, 1998
Quilted by Essie Bendolph Pettway, 2001
Gee’s Bend, Alabama
Cotton, corduroy, assorted polyesters
72 x 76 
Courtesy of the Souls Grown Deep Foundation

Tammie Bowser
Unforgettable, n.d.
South Pasadena, California
Cotton
62 ¾ x 29 ¼ 
Collection of Shelburne Museum, 
Shelburne, Vermont, 2011-22

Nancy Crow
Double Mexican Wedding Rings IV, 1989–1990 
© Nancy Crow; designed and strip-pieced by Nancy Crow; 
hand-quilted by Marie Moore with pattern denoted by 
Nancy Crow
Baltimore, Ohio
100% cotton/commercial prints 
70 x 68 
Collection of John M. Walsh III

Dominique Ehrmann
Come and Follow Me, 2008–2010 
Sainte-Sophie, Quebec, Canada
Cotton, tulle, pearls, steel rods
72 x 96 x 18 
Courtesy of the artist

Cynthia England
Piece and Quiet, 1993
Houston, Texas
Cotton, silk, organza
64 x 80
Courtesy of the artist

Dimensions are in inches:  height x width x depth
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Luke Haynes
[Man Stuff #1] Hammer, 2008
San Francisco, California
Fabric, batting, thread
72 x 84 
On Loan from the Private Collection of Todd Nowell

Anne Marie Kenny
Microchip III Industrial Quilt, 2009 
Exeter, New Hampshire
Steel, bronze, copper, stainless wire-cloth, salvaged 
microchips, perforated aluminum, electrical wire, 
dye and patina
36 x 36 
Courtesy of the artist and McGowan Fine Art

Joan Lintault
Alphabet Soup, 1998
New Paltz, New York
Cotton, paint, lace
98 x 74 
Collection of Shelburne Museum, 
Shelburne, Vermont, 2011-43

Paula Nadelstern
Kaleidoscopic XVI: More Is More, 1996
Bronx, New York
Cotton, silk
64 x 64 
Collection American Folk Art Museum, New York. 
Gift of the artist, 2008.21.1

Velda Newman 
Hydrangea, 1989 
Nevada City, California
Cotton
84 x 99 
Collection of John M. Walsh III

George Siciliano
Crop Circles, 2000
Lebanon, Pennsylvania
Cotton
15 ½ x 21 with 2,842 pieces
Courtesy of the artist

George Siciliano
Epic Proportions, 2010
Lebanon, Pennsylvania 
Silk, cotton
13 x 13 with 4,220 pieces
Courtesy of the artist

George Siciliano
Industrial Resolutions, 2001
Lebanon, Pennsylvania 
Cotton
13 ½ x 13 ½ with 1,660 pieces
Courtesy of the artist

Fraser Smith
“30”, 2002
St. Pete Beach, Florida 
Wood, silk dyes 
36 x 53 x 3 
Sandra and George Weiksner

Photographs of the works of art in this exhibition 
have been supplied, in most cases, by the owners 
or custodians of the works, as cited in the 
captions. For the following images, an additional 
acknowledgment is due: 

Page 5: White Work Trapunto Quilt, photograph 
by Margaret Fox; Page 13: Diamond in the Square 
Quilt, photograph by Schecter Lee, New York; Page 
19: Pickwick Papers Crazy Quilt, photograph by 
Andy Duback; Page 22: Petticoat, Pumpkin Hood, 
and Bag, photograph by David Stansbury, courtesy 
of the Massachusetts Quilt Documentation Project; 
Page 22: Shaker Bonnet, photograph by Nicole 
Philp; Page 25, Alphabet Soup, photograph by 
Andy Duback; Page 29, Double Mexican Wedding 
Rings IV, photograph by Joseph Coscia; Page 31, 
Hydrangea, photograph by Joseph Coscia; Page 32 
and cover, In Praise of Poppies, photograph by Andy 
Duback; Page 33, Kaleidoscopic XVI: More Is More, 
photograph by Karen Bell, New York; Page 37, 
Unforgettable, photograph by Andy Duback; Page 
40, “30”, photograph courtesy of Fraser Smith.

Board of Trustees
Rochelle C. Rosenberg, President
Ginny Gold, Vice President
Jeanne Markel, Secretary
Ellen Grimes, Treasurer

Amanda Byrne Alfieri
Mary Lou Alpert
Suzanne Ashley, Ex Officio
Cynthia R. Brennan
Maralyn Carr
Tara Coniaris
Alexander Cortesi
Rosalie Dolmatch
Nisa Geller
La Ruth Hackney Gray
Ruth Lapidus
Rima Marschke
Victoria F. Morris
Ernest L. Osborne
Jerry Pinkney
Yvonne S. Pollack
Laura D. Schroeder
William Kelly Simpson
Helena Louise Sokoloff
Lisbeth S. Stern
Judith D. Widmann

Board of Trustees Emeriti
Mary Lou Beitzel
Inge Brown
Donald J. Herdrich
Betty Himmel
Katherine Moore
Linda Nordberg
Joan Safir
Rebecca Samberg

Board of Overseers
Janet Benton, Co-Chair
Alexia Jurschak, Co-Chair

Ira Alpert
Lynda Archer
John Bailey
Mary Lou Beitzel
Ona Cohn
John Crabtree
Gerald Dinallo
Candace Dwan
Louis Esposito
Anthony B. Evnin
Bart Friedman
Laura Beth Gilman
Marilyn D. Glass
Joseph Handelman
Donald J. Herdrich
Betty Himmel
Becky Hjerpe
Paul Jenkel
Robert Keiter
Edward W. Kelly
Dr. Samuel Klagsbrun
Linda S. Levine
William Louis-Dreyfus
Katherine Moore
Stephen B. Morris
Deborah Mullin
Linda Nordberg
Leslie M. Pollack
Nan Pollock
Gabriel Rosenfeld
Rebecca Samberg
Ron Schlossberg
Susan B. Scofield
Robin Simon
David Swope
Carroll Welch

Museum Staff
Belinda Roth, Interim Executive Director

Margaret Adasko, Education 
      Program Manager
Nancy Hitchcock, Registrar
Gail Keene, Administrative Coordinator
Ellen Keiter, Curator of Contemporary Art
Naomi Leiseroff, Learning Center 
      Curator/Graphic Designer
Christina Makrakis, Membership Manager
Sarah Marshall, Communications Manager
Margaret Moulton, Public Programs 
      Coordinator
Liana Moss, Director of Visitor Services
Terri Ochs, Director of Finance
Karen Stein, Director of Education
Nancy Wallach, Director of Curatorial
      Affairs/Grants Officer
Ellen Williams, Education Coordinator

Museum Consultants
Margaret Fox, Photographer
Pamela Hart, Writer-in-Residence
Michael Prudhom, Installation 
      Designer/Chief Preparator
Helena Vidal, Outreach Educator



48

Lenders to the Exhibition
American Folk Art Museum
Karen B. Cohen
Dominique Ehrmann
Cynthia England
Fenimore Art Museum
Hancock Shaker Village
International Quilt Study Center
      & Museum, University of 
      Nebraska-Lincoln
Anne Marie Kenny
Jay Kos
McGowan Fine Art
Munson-Williams-Proctor 
      Arts Institute
Todd Nowell
Packwood House Museum
Shelburne Museum
George Siciliano
Souls Grown Deep Foundation
John M. Walsh III
Sandra and George Weiksner
Worcester Historical Museum

Corporate and Business Sponsors
American Express Company
Arco Cleaning Maintenance 
      Company
ArtsWestchester
Astoria Federal Savings
Bedford Magazine
Bloomberg
Blue Note Jazz Club
Captain Lawrence Brewing Co.
Computer Expert Groups, Ltd.
DeCicco Family Market
Diageo
Eileen Fisher
Fountainhead Wines
Houlihan Lawrence of Katonah
Metro-North Railroad
Mines Press, Inc.
New York State Council 
      for the Arts
Peckham Industries, Inc.
Pepsi Cola of the Hudson Valley
Schulte Roth & Zabel LLP
TABLE Local Market
Target
Wells Fargo
Willy Nick’s Restaurant & Bar

Exhibition Patrons
Susanne and Douglas Durst
Michael J. Fuchs
Fran and Don Herdrich
Ricky and Ralph Lauren
Katherine Moore

Front/Back Cover
Emilie M. Belak

In Praise of Poppies (detail), 1995
Grand Forks, British Columbia, Canada

Cotton
57 x 47 inches

Collection of Shelburne Museum, 
Shelburne, Vermont, 2008-7

(One of the “Top 100 Quilts of the Twentieth Century”)

Inside Front/Back Cover
Sophronia Young Kinne

Night Hunt Crazy Quilt (detail), 1885
Dewitt, New York

Wool
58 x 64 inches

Collection of the Fenimore Art Museum, Cooperstown, 
New York. Gift of Mrs. Dorothy Hubbard

Inside Back Cover

Copyright 2013
Katonah Museum of Art
134 Jay Street
Katonah, New York 10536
Telephone: 914 232-9555
www.katonahmuseum.org

ISBN number: 9780915171828
Library of Congress Control 
Number:  2012956037 

Catalogue Design
 Naomi Leiseroff 
Catalogue Printing
 Rose Press



Back Cover

Katonah Museum of  Art
www.katonahmuseum.org


