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The theme is Novelty Techniques, decorative ideas beyond piecing, applique, quilting and
embroidery.

Week # 32 Folded, Gathered & Tucked Quilts (Part 1)

Quilts have a certain three-dimensionality due to the puffiness of the quilting and the
layers of fabric, but several techniques add to the depth using fabric manipulation beyond
the basics. Most spreads made with these three-dimensional techniques are not quilted
although bedcoverings made from them are usually called quilts.

Puff or Biscuit Quilts. By taking tucks or gathers in a square, the seamstress can obtain
a cupped shape. Victorian seamstresses stuffed the cups wit h batting and stitched them
together making a three-dimensional coverlet called a Puff Quilt or Biscuit Quilt. Caulfeild
and Saward included instructions in their 1882 book of needlework techniques and called
it Raised or Swiss Patchwork. Puff quilts are generally done in satins and velvets and

were popular at the end of the 19™ century. The technique was also quite the fashion for
sofa pillows.
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Yo-Yo's with back view on the left and top view on the right. This quilt its multi-colored ditsy cotton prints is
probably from about 1930-1950;
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Yo-Yo Quilts. The Yo-Yo Quilt is a gathered patch in which the seamstress begins with a
flat circle and gathers the edges to make a smaller puckered circle. The technique dates
back to the mid-19" century, initially used as a trim for undergarments and tidies ---
dresser scarves. Virginia Gunn has tracked various names for the folded circles: rose,
marguerite or_daisy, flower puff, powder puff, bon-bon and finally_yo-yo.

In 1888, Miss E. J. Welsh wrote instructions for the readers of Peterson’s Magazine in
how to make a “Marguerite tidy,” of white muslin, gathered circles with centers stitched in
yellow wool to resemble “the golden centre of a field -daisy.” (Marguerite and daisy were
both names for the same flower.)

“With a tumbler for a guide, mark the circles on [white muslin]. Cut them out, turn the
edges and gather them around, draw them up quite closely, and fasten the thread---a little
circle will be left in the middle.”



For bedcoverings, the technique was most popular during the 1925-1950 era. According
to Gunn: “The majority of 1930s yo-yo quilts incorporate scraps of the inexpensive calico
prints women also used for dresses.” Most Yo -Yo quilts feature a scrappy over-all look
but some seamstresses arranged the circles into patterns similar to “Grandmother’s
Flower Garden” or “Trip Around the World” designs. | recently saw one that had the words
“Rock Island” spelled out in red circles.Yo -yo quilts usually have empty spaces between
the circles, giving a rather lacy effect. Occasionally, they are backed with a colored piece
of fabric or a sheet.

Hexagonal Pineapple with stuffing pieced into each strip from 1870-1890.

Folded Log Cabins: Most three-dimensional techniques date to the last twenty years of
the 19™ century or later, but there was a small fashion for folded patchwork during the Log
Cabin fad of the 1860s, ‘70s and ‘80s. Rather than laying down a flat strip on her cloth
foundation, the seamstress folded the “log,” which gave it a bit of dimensionality . One
finds these folded strips in the printed wools and delaines of the 1860s and ‘70s as well

as in the cotton and silks of the 1870s and ‘80s. The technique was also used with
Pineapple designs, and occasionally the three -dimensional log was stuffed with a strip of
batting to make it puff out more. The technique was revived in the late 20™ century for Log
Cabins and for “Folded Stars,” a variation of the old diamond -pointed star. It was far more
popular for pillow covers and Christmas tree ornaments tha n for actual bedcoverings in
the 20™ century.

Jane Hall, who has research ed foundation piecing, wrote later to say she observed
women on the Isle of Man, who think they invented the Log Cabin pattern, demonstrating
their traditional technique by hand-sewing folded Log Cabins. "They overlap the logs, but
sew only in a square. Don't break the thread, just keep making concentric squares...They
measure the size of the strips by the width/length of their fingers, center square is a
knuckle,etc. "

Folded Stuffed Triangles. In the 1960s and ‘70s there was a small fashion for making a
coverlet by folding squares of fabric into half-square triangles and stuffing and finishing
each as a little pillow, then stitching the pillows together in a pattern. My sister mad e one
of these, stuffing each with worn nylon hose, | believe. | recall it as being heavy enough to
suffocate a medium-sized child. Alas, it is the only quilt she’s ever made. | don’t recall
ever seeing one any older than 1960.



Week # 33 3-D Techniques Part 2, Folded & Frayed
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Cuesta Benber and a Pine Burr quilt, 2007

Pine Burr or Target Quilts. Squares of fabric can be folded into triangles, another three -
dimensional technique used to make unquilted coverlets. The triangles have a folded
edge on two sides and a raw edge on the third which must be tucked into a seam to
achieve a finished look. Generally, the seamstress arranges the triangles in concentric
circles which may appear in repeat pattern or be a form of central medallion. The same
folded square is used in an edge technique known as Prairie Points, which will be
discussed in a future issue.

In a study of Pine Burr quilts, Cuesta Benberry found the earliest example pictured in
Safford & Bishop’s America’s Quilts & Coverlets attributed to 1850 and called Sunburst.
The color picture is poor, but the use of solid colored fabrics and the characteristic dun -
colored brown of faded synthetic dyes indicate the piece was probably made after 1880. It
is unusual in that the three -dimensional circular design is pieced into a square which is
quilted and sashed. Smaller Pine Burrs are set into the sashing squares.

The technique was also used for small mats and pillow covers in the first half of the 20 ™"
century. For example, a similar technique is shown in Pennsylvania historian Patricia T.
Herr's Amish Arts of Lancaster County. An unknown maker tucked pieces of silk ribbon

into petal shapes and arranged them in concentric circles to make a table mat.

Benberry found a variety of names, including Pine Cone, Pine Burr, Target, Bull’s Eye,
Cockleburr, Quill, and Prairie Points. Other names include Petals. | remember calling
them Porcupine quilts. The website www.louisianafolklife.org has an interview with
quiltmaker Gladys Wicker of Zachary, Louisiana who call s one of her favorites “Texas
Pine Burr” or “Sunburst.” “It's so heavy you sweat every time you sleep under it, even if
it's freezing outside.”



Benberry notes: “From early to late 20" century, the Pine Burr quilt was popular among
southern African American quilters,” and cites Southern quilt historian Kathlyn Sullivan’s
opinion that African-American seamstresses maintained the style after it faded from
fashion with mainstream white quiltmakers. Pine Burr quilts are so strongly tied to the
Southern black quiltmaking community that the state of Alabama made the Pine Burr the
official state quilt in 1997. (A fact that begs the question ---What is your official state
quilt???)

Pine Burrs, then, would date from about 1880 to the present, with a 19 th-century example
being rather rare and one made in the last half of the 20 th century indicating a Southern
black quiltmaker.
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a2 TN Cathedral Window

Cathedral Window. The Cathedral Window is another folded design, quite popular at the
end of the 20™ century. A square is folded and refolded with additional squares inserted
between the pieces. No raw edges show, and the piece is not quilted. Variations of the
design have been traced back to the teens, but quilts in the Cathedral Window pattern
don’t seem to exist until the 1960s or ‘70s. Like the Pine Burr, it was often used for pillow
covers. If you don't know what one looks like just google the words cathedral window quilt
on the image search.

Chenille or Frayed Raw Edges. We are living in the middle of a 21%-century fad, the
craze for chenille or “Ragtime” quilts in which the seamstress layers fabric and cuts
through the layers exposing raw edges, which are then washed until they fray, producing
a three-dimensional effect. If you google the words Ragtime Quilt you'll come up with
80,000 web references.

| don’t recall seeing frayed fabric used as a decorative technique for bedcoverings until
the 1990s. It seems to have developed from a clothing technique, which probably
originated in a rug technique. Many of the three -dimensional quilt techniques first
appeared in other textile crafts for making tidies, small tablemats, pincushions and chair
coverings. Few quilt scholars other than Trish Herr have documented these minor crafts.
(I do hate to disparage any decorative craft by using the term minor but some like rugs
braided of plastic bread wrappers, will probably always be considered a minor craft.)



Week # 34 Plush Work and Raised Embroidery

Bed Rugs and Plush Work: The bed rug is not really a quilt. It's essentially a carpet
designed to cover a bed, an early bedding type that Carleton Safford and Robert Bishop
examined in their 1972 book America’s Quilts & Coverlets. Bed rugs are generally defined
as heavy coverin%s of looped, couched or embroidered wool yarns. Their examples dated
from the early 18™ century through the early 19"

One late variation of a covering similar to a bed rug is the wool comforter with decorative
star shapes of plush yarns that look much like the surface of a hooked rug. One example
is in Ruth McKendry's 1979 book on Canadian quilts. Patricia Herr shows a Pennsylvania
Amish version inscribed 1903 in what is called the Star pattern in Lancaster County. She
dates the Star plushwork technique back to the late 19™ century. The needlewoman
stitches wool yarn around a tin pattern in the shape of a 6 -pointed star, which is fastened
to a backing. When the yarn is cut the tin pattern is freed and a star -shaped tufted design
remains. Herr notes that this technique fell out of fashion with mainstream needlewomen
about 1900, but the Lancaster county Amish used it through the 1930s. Like other three -
dimensional techniques it was most often used for small items such as table mats and
pillow covers rather than full bedcoverings.

Stumpwork. For centuries embroiderers have used techniques that add dimension to the
figures. Like most textile terms, the meaning of the words change over time and
definitions are often ambiguous, but textile historians agree that the most dimensional

type of raised embroidery is called stumpwork. The classic example of stumpwork looks
like small dolls stitched to a flat surface. The technique was popular in eccelesiastical
embroidery, purses, chests and boxes in the 16 ™ and 17" centuries in Europe. Historians
cannot agree about the source of the name which may come from the French estompé for
embossed.

A few, very few, 19”‘-century quiltmakers employed the idea to add figures to their quilts.
One particular example is in the collection of the Spencer Museum of Art at the University
of Kansas, an appliqued Garden of Eden quilt made by Olive Bachelor Wells in the 1850s
with Adam and Eve as three-dimensional figures. Several crazy quilts have also been
found with free-standing figures attached. The Wells quilts and several other s feature
three-dimensional spherical berries, another form of stumpwork. Just last week at the
American Quilt Study Group meeting in Colorado, dealers Julie Silber and Jean Demeter
showed a mid-19"-century appliqué quilt with spherical red cherries dangl ing from stems
of thread, a form of stumpwork.

In the book Fancy Applique, Elly Sienkiewicz shows techniques for stuffed figures in what
she calls “Raised and Embroidered Applique” or “Stumpwork Applique” techniques.

These figures ---more akin to what would be called “bas relief” in sculpture ---are raised
from the surface but not completely three-dimensional. The bas-relief type of stumpwork
is far more common than the other. Googling the words stumpwork or “raised embroidery”
will find several websites discussing modern adaptations of the old technique.
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,;a* 0 Dressed Picture from the Spencer Museum's quilt, about 1800.

Dressed Pictures. Another variation of raised appliqué is a technique in which the figures
are raised but flat, somewhat like paper dolls sec ured to the surface. Human figures,
often made of paper or cardboard, are dressed in fabrics which are stitched, folded,
ruched and accessorized with ribbon, fringe and other trims. The technique is found in
needlework of various eras. One period of popula rity was the 1930s when craftspeople
made framed paper pictures of women dressed in Colonial style dresses of satin and
paper babies under satin blankets. The traditional name is Dressed Picture.

The Spencer Museum has a quilt probably made in England ab out 1800 that features
numerous dressed pictures of everyday scenes as does the Los Angeles County Museum
of Art. Several crazy quilts made a century later include figures dressed in contemporary
or nostalgic dress. The technique is more an individual styl e than an indication of a trend
that can be used for dating. The best place to see a variety of raised human figures on
quilts is Sandi Fox’s Wrapped in Glory. For more about Dressed Pictures see The
Magazine Antiques, December, 1963.
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Ruched Iower in a crazy quilt signed Mrs. Marie Davis, Mar 3, 1895. Note the painted leaf on the left.

Ruched Flowers. Many of the fancy appliquéd quilts and crazy quilts of the 19" century
featured raised flowers, typically called ruched flowers. To ruche generally means to
gather but ruched also describes ruffled, pleated or puckered fabric and ribbon. Like
other variations of raised appliqué, the technique is not so much a clue to date as an
indication of elaborate handwork.



Week # 35 Painted and Stenciled Quilts

Free-Hand Painted Decoration. Paint can be applied to fabric by hand or with a stencil
or stamp. Free-hand silk painting was taught in 18 ™-century finishing schools. A 1797
advertisement in Philadelphia mentions that silk painting is as elegant but “less t rouble
and expence than embroidery”. Mid 19"-century quiltmakers painted and inked details on
their appliqué designs, adding stamens and pistils to the flowers, butterflies’ antennae,
birds’ eyes and people’s faces. Most of these mid -19"-century painted embellishments
were rather discreet, but during the late Victorian era, painted designs became more
flamboyant. The same floral and animal motifs that were rendered in thread on crazy
quilts were also painted. Echoing the advertisement of 90 years earlier, a reader wrote
the needlework column of the Ohio Farmer in 1884, “| painted flowers on some of the
blocks. They are much prettier than embroidery and not so much work.”
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Liquid Embroidery, about 1960.

A footnote to quilt history is the decorative technique using textile paints that came on the
market sometime in the mid-20™ century, probably in the 1950s. Sold under the brand
name Liquid Embroidery, the paints are easily applied and remarkably colorfast,
encouraging another generation of quiltmakers to save time by substituting paint for
embroidery. The painted designs of the late 20 ™ century are characterized by their very
bright, fast colors.
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Painted Palampores. At the other end of the value and age spectrum is another footnote
to quilt history, the painted palampore. A few 17" and 18™-century spreads survive with
free-hand application of the dyes rather than block printed pattern. Looking much like the
India Print Spreads still for sale in import stores, these antique painted palampores
require a well-trained eye for identification. The authority on painted cottons is Rosemary
Crill's 2008 book Chintz: Indian Textiles for the West.



Crayon Dyed Decoration. During the 1920s or ‘30s a minor fashion for a painted or dyed
decorative technique developed in which the quiltmaker drew her design on the fabric
with wax crayons (the kind children draw with) and colored it heavily. She then ironed the
surface, absorbing the wax and leaving the dye in the fabric. This technique was revived
in the 1960s for T-shirt decoration, and | must personally attest that the crayons from the
1960s were not nearly so colorfast as the crayons from the 1930s. The thirties quilts |
have seen done in the crayon dyeing technique have held up far better than my T -shirts.

Instructions from Needlecraft Magazine in 1931 explain the technique.

“The process of coloring the designs with the wax crayons is exceedingly simple. First the square
of material is firmly secured to a smooth, flat surface with pins or thumb -tacks at the corners so
that it cannot slip. Then the crayons are stroked across the spaces to be colored until the right
depth of color is secured. In some instances it is necessary to entirely conceal the tint of the
background and again a better effect is secured by crayoning so lightly that the creamy texture
shows through.When the coloring is done, the corners are released, the square turned faced
down and pressed on the wrong side w ith a moderately hot iron. [I'd use paper towels to absorb
the wax.] This ‘sets’ the color by causing the wax to melt and seep into the material. As it also
causes it to spread slightly, the crayons should not be carried quite to the outline of the design.
When set in this manner, crayoned materials will launder without running if handled with the
ordinary precautions which would naturally be given an article of this character. After being
colored, the various parts of the design are outlined with three thr eads of stranded floss in short
overlapping stitches, the color usually being a little deeper in tone than the crayoned surface.”
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Quilt block with omml%réally painteﬁagket to be embroidered, about 1950, similar to crayoned blocks.
Stenciling was a popular decorative art in the first half of the 19™ century when would-be
artists made use of precut paper templates to decorate floors, walls and furnishings as
well as to compose pictures. Young ladies who learned what was called “theorem
painting,” also used stencils to dye fabrics for spreads and quilts. Diana Church in a 1983
research paper, noted that 30 stencil spread have been recorded, made between 1800
and 1850, primarily in New England and the mid-Atlantic states, with the decades 1825 to
1835 as the high point of the trend. The International Quilt Study Center has an example
dated 1867, made in New York, which expands the possible time period for 19 "-century
stenciled spreads to “between 1800 and 1870.” They also have one made about 1935, a
rather rare piece. Nineteenth -century artists used both the medallion and the block style
formats for their designs and probably followed appliqué fashions. The medallion format
would probably indicate a date before 1860, the block format a date after 1840.



Week # 37 Found Objects Incorporated into Quilts

Crazy Quilt blocks with found objects. Most unusual is the photograph framed with human hair. Hairwork
was a common 19"‘-century craft, often done as a mourning tribute to a deceased family member whose
hair was clipped by the mortician and distributed to the bereaved. | don’t recall ever seeing the combination
of hair work edging a photograph before, and never hair work and a photograph incorporated into a crazy
block. The blue printed silk ribbon is from a vigilante group, the Anti-Horse Thief Association.

Many quiltmakers have incorporated what the fine art world might call “found objects,” an
item that is attached to the quilt intact. A real fashion for using found objects in quilts and
related textiles began with the crazy quilt fad about 1880 when women stitched
everything---flags, campaign ribbons, clothing labels and advertising novelties --- into their
patchwork. Once the foundation piecing technique was established, few textile objects
were considered too flimsy, too bulky or too bizarre to include.

Tobacco Novelties. Ethel Abrahams and Rachel Pannebecker in a research paper about
tobacco novelties documented several styles of quilts and sofa cushions made from the
advertising miscellanea included in tobacco products. About 1870, cigar manufacturers
began bundling cigars in inexpensive silk ribbons with the brand name printed on them.
When women began assembling these ribbons into foundation patchwork is unknown but
Abrahams and Pannebecker cite an 1896 needlework column with instructions for making
a sofa cushion and table cover from the ribbons. “You have heard of the craze for
collecting cigar ribbons,” declared the author with assurance. Abrahams and
Pannebecker believe that in this case, as in t he case of crazy quilts, the magazines
“followed rather than led” the trend. Thereafter, numerous magazines mentioned the
craze. Historian Wilene Smith found references through 1911.

Cigar ribbon pillow



Cigar ribbons, which were primarily gold and yel low, are easily recognized by their narrow
width (about 3/4”), inexpensive silk and the printed words usually featured in the finished
patchwork designs. Like crazy quilts and other show patchwork of the era, the ribbon
patchwork was often decorated with seam-covering embroidery such as feather or briar
stitches. Few full-size quilts were made of ribbons but numerous pillows and tidies
survive, if only barely. The silk has an unfortunate tendency to disintegrate over time.We
can guess that these cigar ribbo n pieces date from about 1880 through the teens, with the
most likely years probably being about 1900 to 1910.

Impressed by the fashion for collecting ribbons, tobacco manufacturers began including
small premiums in their packaging. Collectible cards were one popular premium not easily
incorporated into needlework but about 1909 silks or silkies, pictures printed on satin
rectangles, appeared. The first silkies were black on light -colored silks, followed in 1910
by colored silkies featuring sports heroes a nd other celebrities. In the teens, flannel
rectangles with portraits and images of rugs, Native American weavings and flags
appeared. The flannels were quite popular with needleworkers who assembled them into
quilts, table mats, pillows and even bath robe s.

During the mid teens, manufacturers stopped including the textile premiums (or
‘novelties” as Abrahams and Pannebecker call them.) Collectors tired of the fad, and new
ideas, economics and regulations dictated other kinds of tobacco advertising. People
undoubtedly continued to trade, to collect and to stitch the novelties into quilts however,
so a timespan for quilts made of silks and flannels might be about 1910 to 1930 with the
teens as the prime years.

One other tobacco related textile is the small muslin bag that holds chewing tobacco. A
few resourceful quilters have assembled these bags into quilts.

Stevengraphs and Woven Silk Ribbons. In the 1860s Englishman Thomas Stevens,
looking for new markets for his silk ribbon as cheaper imports threatened the English silk
industry, decided to focus on small woven labels and bookmarks. He eventually called
these collectible woven pictures Stevengraphs (often misspelled Stevensgraphs.)
Stevens’s bookmarks appeared in 1862, and by 1879 he was manufacturing sm all framed
pictures of landscapes, ships and public events. In 1886 he added portraits to the line and
in 1903 the Stevengraph postcard appeared, featuring a small silk picture framed by a
regulation card.

Stevengraph was the trade name for ribbons produ ced in his Coventry factory but many
other weavers in Europe and the United States produced these popular collectibles. The
woven silks with pictures and lettering had many uses, particularly as political campaign
ribbons and souvenir ribbons of convention s or fairs. Quilt collectors are familiar with
Stevengraphs even if they do not know the name, as so many are stitched into crazy
quilts. Woven silk ribbons continue to be manufactured for gift bookmarks and other
souvenirs. The Stevens factory in Coventry was destroyed by German bombers in 1940.
Most of the labels and ribbons I've seen in crazy quilts, however, are printed rather than
woven. Stevengraphs and woven silks are rarer than the cheaper printed ribbons.
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A pritd campaign ribbon from 1844 on the left and a fraternal organization's woven silk ribbon from 1902

Political Ribbons. Political ribbons are quite useful in dating a quilt as one can pinpoint
the year when the ribbon was manufactured by the campaign. Roger Fisch er, authority on
political memorabilia, estimates that over six hundred different ribbons have been
documented for the Presidential campaigns between 1876 to 1892 when the political
ribbon fashion was at its height. Many smaller campaigns also generated ri bbons.

Political ribbons began as printed, rather than woven, strips of cotton, linen or silk in the
1820s during the early partisan political campaigns. These early ribbons were generally
black print on a light colored cloth, a style that continued throu gh the end of the century.
After Stevengraphs and color lithography appeared, ribbons became more colorful . If you
find a political ribbon and want to know more about the politician and the campaign you'll
want to bookmark a website called "The Political Graveyard: The Web Site That Tells
Where Dead Politicians are Buried” at www.politicalgraveyard.com. The biographical
index to politicians, major and minor, is quite useful.

Political Bandanas and Other Kerchiefs. Printers can print a political advertisement on
cloth as well as paper, and the cotton kerchief or bandana became a standard campaign
item in the mid 19"-century. These cotton or linen squares, most of them printed in red,
white and/or blue often feature portraits of the Presidential and Vice-Presidential
candidate surrounded by appropriate patriotic images. The high point of campaign
bandana production was the 1880s and ‘90s, particularly the “Wave High the Red
Bandana” campaign of Grover Cleveland against Benjamin Harrison. During this 1888
race, one retailer alone listed about a hundred different bandanas. The inspiration for the
red bandana theme is debatable. One idea is that Democrat Allen Thurman, Cleveland’s
running mate, was addicted to snuff to the extent that his ever-present red pocket
handkerchief became a campaign symbol. The red bandana also represented the
Democrats’ support of the working man with his inexpensive cotton handkerchief.






