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GUEST EDITORIAL 
 

The terms patchwork and quilting describe techniques that must have been in existence from the earliest 

days of constructed textiles. Initially employed to repair and reinforce garments and other textile items, it 

was inevitable that when time and materials were available elements of pattern and design began to be 

introduced.  
 

This edition of Miscellany contains articles on aspects of patchwork and quilting from the spectacular 

Brereton bed hangings that are one of the prize possessions of the NMAS’ textile collection to the 

contemporary work of local groups and textile artists. In the early nineteenth century the making of 

patchwork items was considered a useful process to teach needle skills to prisoners to enable them to 

earn their living on release.  It is now recognized as useful therapy for prison inmates.  Through the 

twentieth century the practice of patchwork and quilting varied from being largely focused on quilting in 

the early decades of the century to a revival of English hexagon patchwork worked over papers.  From the 

early 1960s, when the American Museum in Bath opened, interest started to build up in block design 

patchwork and in the 1970s that interest lead to the opening of The Quiltery in Norfolk and the founding 

of many local quilt groups. There must now be more than 100 quilt groups in the county. These vary in 

size from small meetings taking place in one another’s homes, whose members simply sew together and 

exchange ideas, to structured workshops held in community centres. Many groups hold coffee mornings 

and exhibitions to raise funds both for a chosen charity and to pay for visiting tutors. The skills and 

creativity on show at such events are often superb. 
 

The making of a patchwork quilt results in a satisfying piece of work that adds up to a definite achievement 

for the maker.  The procedure of building up a piece of work is both absorbing and relaxing. The 

opportunities to make things that have a permanency are becoming fewer as almost everything we could 

want is available to buy. Making a patchwork quilt or wall hanging involves substantial effort as the project 

is very time consuming (involving a longer time scale than many recreational activities) and physically 

demanding, but the end result is both useful and decorative. The resulting quilts are often made as gifts for 

family members and friends or simply because the maker loves to work with fabric and explore pattern.  
 

Many early American patchwork quilts are now documented as pieces of art although the makers had no 

intention other than to construct a well made and attractive bed cover. Today recognized artists produce 

art pieces using patchwork and quilting techniques. Pieced and stitched fabric has become a legitimate 

medium for fine art. 
 

I would like to thank all the contributors to this edition of Miscellany, they have all written interesting and 

informative articles. For some this has been the first time they have written for a publication. I would also 

like to thank Beth Walsh for proof reading all the submissions and Maggie Johnson for putting it all 

together.  

Jill Sharpe 
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CHAIR’S LETTER 
 
I know that you are going to enjoy this issue of Miscellany with its fascinating articles and 

beautiful images all relating to textiles and dress.  We are very grateful to Jill Sharpe who 

has put in a great deal of work as the Guest Editor for this very special edition. It 

features pieces held in the Museum collection, the work of Elizabeth Fry and Sarah 

Martin, the patchwork and quilting revival in Norfolk, and contemporary work from local 

group level to art quilts. 

 

This year so far has had a very varied programme. It is always a pleasure to welcome 

new members and quite a few turned up to the Tea Party in February where they had 

the chance to complete a quiz and ask questions as well as enjoy tea and cakes in the 

Benefactors Room at the Castle. 

 

Treasures Revealed at St. Giles Rooms in March was a great success.  Members were 

able to see some of our own handling collection as well as find out and talk about items 

of their own. To add to the variety there have also been talks on Sportswear, in the year 

of the Olympics as well as the Titanic in the year of its 100th Anniversary.  African 

Textiles added colour and excitement to the AGM. 

 

Jenny Daniels organised our presence at the Bead Fair. This proved to be a very 

worthwhile. Jenny together with Isobel Auker and Jill have helped us produce postcards 

of our handling collection which we will sell at events. 

 

A trip to the V&A is always fun especially when you do not have to worry about 

transport and there are so many beautiful things to see when you get there.  

 

The Angela Houston Award has proved to be a very interesting and worthwhile project 

organised by Committee member Helen Jenkins. The finalists from last year were 

interviewed and because of her beautiful work and progress the final award of £200 was 

awarded to Katherine Whitton at the AGM. We are sure she is a very able student and 

will make a name for herself. 

 

One very exciting opportunity that we are working on is with NUCA where we plan to 

put on an event later this year or early in 2013 that includes contemporary textiles as 

well as some of the Norwich shawls. Geoffrey Squire’s substantial bequest will allow us 

to promote Textiles in Norwich as well as support the Study Centre.  

 

We have continued to support The Study Centre during a move that has proved to be a 

little problematic. Members made bags for clothing and we have pledged money for User 

Guides, mannequins and improved storage for the Shawl Collection at the Shire Hall 

Study Centre. 

 

The events committee led by Barbara Coe is planning the 2013 programme which we 

feel sure will be interesting, educational and fun.  I hope most of you have access to the 

website which will keep you up to date with all our activities. We are always willing to 

listen if you have suggestions. 

 

Thank you to all the committee members, new and established, for their hard work and 

support throughout the last few months. 

 

Thank you, the members, for your continued support because without you we would 

not be able to put on events, raise money and support the Museum Service. 

 

Joy Evitt, Chairman 

Brereton Bed 

Hangings 
NMAS - 
NWHCM : 

1929.116 
Cover and 
detail above  
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infancy.2 John was her fifth child to die; an event 

that was said to change her life. A tribute 

published by William Upjohn after her death in 

1819 revealed that during the depression 

following John’s death she retreated from public 

life and turned to the church for solace. The act 

of designing and making patchwork is known to 

be therapeutic for those who suffer both mental 

and physical illness and it is known that Anna 

Margaretta sought succour in her stitching. 

 

These first years of the nineteenth century were a 

time when cotton and in particular cotton chintz 

was starting to become widely available following 

the ban on cotton importation and printing from 

1721 – 1784. Manufacturers embraced their 

freedom to trade with enthusiasm and developed 

new designs, new dye stuffs and new methods of 

printing for cotton cloth. In the early years of the 

nineteenth century, calico (cotton) printing was 

largely by wood block or by copper plate, where 

each colour was applied using a separate block or 

plate. Although roller printing started in the 

1780s, it did not become the printing method of 

choice until the middle of the nineteenth century. 

 

No one has counted the number of different 

fabrics or the number of patchwork pieces but we 

do know that the bed set has nineteen separate 

pieces that come together to furnish a four 

posted bed. There are bed curtains, top and 

bottom and inner and outer valances, swags and 

tails, a head cloth and a magnificent coverlet all 

made out of cottons and linens of the period. 

Anna Margaretta used a variety of geometric 

shapes including hexagons and long, sometimes 

called ‘coffin’ hexagons, pieced blocks and 

appliqué in her design. Perhaps most remarkable 

are the baskets of flowers that are enclosed 

within frames of hexagons. The ‘broderie perse 

technique’, literally Persian embroidery, creates 

patchwork pictures by the application of flowers 

and motifs which are cut from lengths of chintz. 

The technique was much used by ladies of the late 

eighteenth century to create patchwork tree of 

life designs in imitation of the popular Indian 

palampores of the 1600s. Had Anna seen such 

items? Maybe her inspirations were provided by 

floral designs on quilted petticoats or had she 

admired Indian embroideries of the eighteenth 

century?3 How too did she collect such a large 

assortment of different flowered fabrics of 

different qualities and weights? Family history 

suggests that visiting friends and family provided 

The Brereton bed hangings are without doubt the 

most valued set of items in the NMAS Costume 

and Textile Collection. In 2004, following their 

successful exhibition as a central part of a display 

of multinational historic textiles on the theme of 

‘The Hexagon Motif’ in France, they were on 

show at Strangers’ Hall in Norwich. Both 

exhibitions were viewed by many; not only as a 

poignant history of a Norfolk family but also as a 

wonderful example of early nineteenth century 

English interior design and a superb set of early 

patchworks. 

Anna Margaretta Brereton (née Lloyd) (1756-

1819) of Brinton Hall, near Melton Constable, 

Norfolk, is said to have made these patchwork 

hangings, from cotton and linen fabrics, between 

1801 and 1805. At that time elite women such as 

Anna Margaretta would have had considerable 

input into home furnishings and so would have 

had the choice of hangings for her four posted 

bed. We know that patchwork hangings were not 

uncommon at that time. As an example, the V&A 

collection have patchwork hangings in a clamshell 

pattern that are likely to have been made by a 

professional London workshop.1 

 

Family history says that Anna Margaretta made 

the hangings following the death of her son, John, 

at the age of 14 in 1800. In the period 1781 – 

1796, Anna Margaretta and her husband John 

Brereton had 10 children, four of whom died in 

THE BRERETON BED HANGINGS 

Picture Copyright Carolyn Ferguson - reproduced with 

permission of Eme and Julian Bagnall-Oakeley  
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fabrics for her to work with. However, 

considering the vast numbers of different fabrics 

used, this seems unlikely unless such people were 

part of the textile trade. It seems likely that her 

husband John used his business interests within 

the textile trade to access off cuts and samples 

and even books of samples for his wife for in 

1792 he is variously described as trader, draper, 

grocer, tallow chandler, soap boiler and feed 

factor. Bridget Long suggests that the numbers 

associated with certain fabrics are design 

references from print work samples and that 

marks on the fabrics patches indicate the use of 

fents or ends of rolls of material.4 This latter 

group of fabrics were often supplied by travelling 

packmen and this would be a further source of 

fabrics. 

 

There are a large number of different fabric 

designs, many of them from furnishing rather than 

dress fabrics. Some are very fine and some are 

very coarse in weave.  Overall the hangings have a 

high percentage of block printed furnishing 

chintzes with some small scale dress fabrics. 

Fabric designs show Indian influences rather than 

Indian origin and full use is made of the colour 

palette expected at that period. Does the 

existence of a few fabrics from an earlier period 

suggest that the hangings were started earlier? 

Probably not, as every patchworker will have 

fabrics from previous times in her ‘stash’ and the 

stitching suggests that Anna Margaretta was a 

needlewoman of considerable experience. 

Perhaps they were included as reminders of 

previous hangings or previous dresses? 

 

It is perhaps worth considering the coverlet in 

some detail. It has a frame layout with a centre of 

hexagon rosettes framing the Broderie perse 

baskets (or urns) of flowers which are easily 

recognisable; there are examples of sun flowers, 

the largest blooms seen, and daffodils, peonies, 

morning glory, chrysanthemums and many other 

flower types.  
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There are four borders or frames of varying 

composition. The broad edging border differs 

though from all the other pieces.  

 

We know that the coverlet was cut in half 

vertically and rejoined and that reworkings 

took place in the 1930s. Family history states 

that Anna Margaretta’s only daughter Mary 

helped her mother but as she married and 

moved away in 1801 this may be family myth 

rather than family truth.  

 

The fact that the diagonal inset strips through 

the borders contain a later fabric from late 

1820s to 1830s suggest that this was a 

remodelling after Anna Margaretta’s death, 

possibly by her daughter-in-law Elizabeth who, 

with her husband William, revamped Brinton 

Hall in the 1820s. We know also that Anna 

Margaretta’s sister Elizabeth married her 

husband’s twin Abel Brereton and that they 

lived in Brinton too. So the two Elizabeths may 

have been involved. 

 

Whoever subsequent needlewomen were, they 

reinforce the lasting vision of Anna Margaretta 

Brereton in providing a harmonious and unique 

set of early bed hangings that represent a full 

compendium of early nineteenth century chintz 

fabrics. 

 

I am grateful to NMAS and Bridget Long for 

providing access to the documentation of the 

hangings carried out in October 2004. 

Carolyn Ferguson 
 

 

 

 

 

 

1. Set of patchwork bed hangings made 1730-1750 

in the V&A Collection, 242-F-1908 

2. I am grateful to M. Sandford for this part of the 

Brereton family tree. 

3. See bedspread of linen and cotton twill, 

embroidered in India for the European market 

c.1700, V&A collection LM.13-1930 

4. Bridget Long, ‘The Blossoming of Patchwork: A 

Study of Cotton and Linen Patchwork at the 

end of the Eighteenth and Beginning of the 

Nineteenth Centuries’, Quilt Studies (2006), 

Issue 7, 32-33 

 

Detail of border (above) and 

diagonal inset strip (below) 

NMAS - 

NWHCM : 1929.116 
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I have many questions about the late 19th century 

phenomenon of patchworks made in heavy 

woollen cloth by serving soldiers – often referred 

to as Crimean quilts, though not all were made in 

the Crimea and none is a quilt. 

 

What are they made of? 

 

Tradition says that these military patchworks 

were made from the uniforms of dead comrades.  

Sue Pritchard questions this, saying that little 

evidence of battlefield dirt has been found on 

examples.1 In any case, this was not the only 

source. Tailoring offcuts were also frequently 

used. Rae and Tucker report of the Military 

Quilts examined during the British Quilt Heritage 

Project: ‘The types of cloth most frequently used 

were: wool serge or woven worsted twill weave 

with a smooth face, …  Melton, … Doeskin, … 

and worsted plain woollen cloth …’.2 

 

Some fabric may not have been from military 

sources at all, as the materials used for military 

uniforms were identical in some cases to those 

used for other purposes. Rae and Tucker point 

out:  ‘ A Yorkshire firm, Abimelech Hainsworth, 

has produced cloth for civilian and military needs 

since 1783,  ‘uniform fabrics are not only for 

battle and bloodshed but for pomp and pageantry 

too’, they say.  ‘We supply cloth for Livery 

uniform, for the Woolsack and benches in the 

Palace of Westminster, as well as for hunting and 

other outdoor wear.  Qualities and colours are 

often interchangeable.’  This means it is difficult to 

be certain that a wool quilt is of military origin 

unless there is other supporting evidence.  

 

What are they like? 

 

It is difficult to appreciate just how large and 

complex some of these patchworks are, and how 

tiny their component parts.  The V&A Museum 

owns the Brayley quilt, described by them:  

 

‘This large intricately pieced patchwork quilt is 

made of small hexagons of wool approximately 

1.5 cm across, in a motif featuring six-pointed 

stars and diamonds, backed with green damask. 

The quilt measures 238.7 cm x 238.7 cm’.3  

 

Janet Rae  mentions two patchwork table covers 

shown at the Royal Military Exhibition at the 

Royal Hospital, Chelsea, in 1890: ‘[Corporal 

Trull’s table cover] contained 15,500 pieces of 

cloth in 15 different colours. Lance Sargeant J. 

Gardiner’s…contained 12,887 pieces of cloth.4  

At the other end of the scale is a small hanging in 

the Norfolk Museums’ collection, bearing the 

message, ‘I love Jesus – Do you’. This dates from 

around 1907.  It is made of heavy woollen fabric 

and uses the same construction method as the 

Brayley quilt.  Although the fabric is of army 

colours, the maker is unknown, so we cannot 

with certainty ascribe this to a soldier. 

 

What colour? 

 

Janet Rae and Margaret Tucker refer to W. Y. 

Carman’s list of the colours used in 19th century 

British military uniforms: ‘ blue was reserved for 

Royal regiments; black for the rifle brigades;  and, 

for other regiments, dark green, bright Lincoln 

green and grass green, sky blue, dark blue, purple, 

scarlet, pale yellow, yellow, white and buff.  

Various shades of grey to blue-grey, navy and 

black were used for jackets, trousers and 

overcoats.  As a rough guide to facing colours, 

MILITARY PATCHWORKS 

NMAS NWHCM : 1967.356  front and reverse 
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white was used for the English 

and Welsh regiments, yellow 

for the Scottish and green for 

the Irish regiments.   Some of 

the brighter shades of 

turquoise, vermilion, salmon 

and orange were largely Indian 

colours’.5  Generally, Crimean 

uniforms, and hence work 

made during that campaign, 

were in a narrower range of 

more muted colours.  

 

A final thought about colour: 

fading may mean the colour we 

see today is far from that 

originally chosen. Luke Scott, a 

C&TA member, reports that in 

a quilt he owned, pictured 

here, some squares which 

appear cream are in fact deep 

purple on the underside, while 

others are bright yellow. 
 

Who made them? 

 

Boredom was seen as a threat to discipline 

throughout the army. The authorities 

encouraged craft work as a pastime preferable to 

drinking and womanising.  Boredom was 

exacerbated for the troops stationed in India by 

long periods in barracks and very hot weather. 

The colours used indicate that many patchworks 

came from Indian regiments. While some will 

have been produced by tailors stationed with 

their regiments, who had access to the off cuts 

from their trade and the skills necessary to 

manipulate heavy fabric, it would be wrong to 

assume that they were the only ones with these 

skills.  

 

Bill Harriman pointed out that soldiers needed 

to maintain their own uniform, and would have 

basic sewing skills.6  These could be used to 

alleviate the tedium of barrack life:  Holmes 

quotes Private John Pearman, of the Indian 

Army: ‘Our time was spent very idly, as all drill 

was in the morning and dismounted drill in the 

evening.  As it was very hot in the day, we sat on 

our charpoys or bedsteads and played at cards, 

backgammon or chess or anything that took our 

taste.  At other times I would read books or set 

at the needle.’7   Some patchworks ‘were made 

by soldiers convalescing in hospital or serving a 

sentence in a military prison. One made while 

convalescing is a Mariner’s Compass variation 

with geometric pattern borders.  Every seam and 

shape is outlined with narrow braid, the quilt 

contained 7,000 pieces of fabric, 48,000 inches of 

braid and 168,000 stitches.’8 

 

I wonder whether some of the design ideas may also 

have come from the soldiers’ location?  Examples of 

Pakistani patchworks in Miranda Innes’ book, ‘Rags 

to Rainbows’ are remarkably similar (both the 

geometric patterns and more sinuous decoration) to 

some of those produced by British soldiers in India 

and illustrated in the same book or in ‘Quilt 

Treasures’.9 

 

Private Walker 1885 by Thomas Wood  

Courtesy of The Royal College of Surgeons  
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How were they constructed? 

 

I have been unable to find any firm evidence of 

how the fabric used in these patchworks was 

manipulated.  Bill Harriman, looking at a military 

patchwork made by an ancestor of the owner, 

suggested that pieces may have been formed over 

a wooden shaper.10  This seems plausible, though 

I have not been able to ascertain whether Mr 

Harriman had evidence for his suggestion. 

 
I have experimented with heavy cloth and tiny 

hexagons and find that, provided the cutting is 

very precise, (more easily said than done!) it is 

not difficult to construct a patchwork like the 

Brayley example or the ‘I love Jesus’ panel 

without using shapers or piecing over papers. 

This is not to belittle the skill, time and patience 

which went into the design, planning and 

collection of suitable fabrics by the makers of the 

patchworks. 

 

These remarkable works were clearly made, and 

in many cases documented and exhibited, with 

pride, but there are still many questions in my 

mind about the unknown makers and the 

methods used.  The search for answers will 

continue, having opened up many more 

interesting pathways than I could have envisaged 

at the outset! 

Freda Rampling 

 

 
 
1. Sue Pritchard: Precision Patchwork: 19th Century 

Military Quilts in Textile History and the Military, 
41, Supplement, May 2010 

2. Janet Rae and Margaret Tucker in Quilt Treasures:  

The Quilters’ Guild Heritage Search’ chap.8; Quilts 
with special associations ; published by Deirdre 
McDonald Books in association with the Quilters’ 

Guild, 1995 
3. See Sue Pritchard, ed: Quilts 1700 – 2010:  Hidden 

Histories, Untold Stories (published in association 
with the exhibition of the same name at the V&A, 

March – July 2010) 
4. Janet Rae: The Quilts of the British Isles; published 

Deirdre McDonald, 1987 

5. Janet Rae and Margaret Tucker in Quilt Treasures:  
The Quilters’ Guild Heritage Search, Chapter 8; 
Quilts with special associations 

6. (Antiques Roadshow from Seaton Delaval; BBC, 
November 2011) 

7. Richard Holmes, Sahib, The British Soldier in India; 

published Harper Collins 2005 
8. Janet Rae and Margaret Tucker in Quilt Treasures:  

The Quilters’ Guild Heritage Search, chap.8; Quilts 

with special associations  
9. Miranda Innes, Rags to Rainbows; published by 

Collins and Brown Ltd, 1992 

10. (Antiques Roadshow from Seaton Delaval; BBC, 
November 2011) 

My first attempt at patchwork 

was a classic hand pieced 

hexagon quilt (detail above).  
 

I have continued to work with 

English mosaic patchwork 

constructed over papers on 

an occasional basis as I find it 

is a very rewarding format for 

pattern development. 
 

Jill Sharpe 
Entwined  
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When surrounded by thousands of interesting 

objects, it can often be a difficult decision to 

narrow one’s focus to one single item. Often the 

fine finish and accomplishment of the maker can 

lure my interest and, although I can acknowledge 

that beautiful and historically valuable objects are 

a lure, I always find myself drawn towards the 

opposite. The less elaborate and poorly finished 

or unsophisticated object can be of equal 

significance and often of a far higher socially 

historical significance.  Such objects have a hidden 

depth to them whose meaning can often be 

coaxed out through rigorous research. This is by 

way of an explanation to you all of the reasoning 

behind my selection of one item from the NMAS 

Costume & Textile collection of quilts and bed 

covers.   

 

The object I have selected has a hidden history 

and a human story behind it.  In 1992, a crazy 

patchwork coverlet was donated to the collection 

and joined the rest of the domestic furnishing 

items.  It is a simply pieced object in medium 

weight white linen and contrasts fiercely with 

some of the more elaborate quilting and 

patchwork we hold in the collection. Superficially 

it looks like crazy patchwork made from 

oversized shapes. All of these shapes have been 

carefully pieced and accurately outlined using red 

feather hand stitching to emphasis the design and 

the whole forms an intriguing surface pattern. It 

has been backed with white linen and there is no 

wadding or woollen padding or quilting to the 

coverlet.   

 

Investigating the paperwork in the history file and 

information from the entry form documentation 

revealed that the donor was not the maker of the 

coverlet.  The maker, however, was a family 

friend who had been a Norwich citizen, had made 

the coverlet during the 1920s and was connected 

to the Norwich shoe making industry. Exactly 

how we are unsure, but we do know that either 

she or her husband worked in one of the 

Norwich shoe factories and that she had begun 

constructing the coverlet before she was married.  

The choice to outline the shapes led to a possible 

conclusion that the maker had seen the patterns 

made on a leather skin when a clicker cuts out 

THE MYSTERY NORWICH SHOE QUILT 

NMAS - NWHCM: 1992.127 

A large pieced crazy patchwork coverlet which 

is much more than the sum of its parts.   
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the component parts of a shoe. She then used this image to great effect.  

Another consideration could be, as linen was used as a lining material in 

shoes, could factory offcuts be the source of her pieces for this coverlet?   

 

The job of a clicker was an extremely skilled profession. It involved hand 

placing and cutting out the component parts of the shoe from a skin 

whilst minimising any wastage. The work done in the clicking room 

affected a greater number of subsequent operations than any other 

single process.  

 

The patterns they used were made of card with metal bound edges to 

increase durability.  These were changed when the fashion or season 

changed which often coincided with them wearing out through natural 

use. The action of cutting with a knife around each piece was 

accomplished in quick movements using the metal guideline and this in 

turn made a clicking noise from the contact between knife and metal on 

the clicker’s wooden block, hence the term ‘clicker’.  

 

These shapes are clearly not identical to the pattern pieces used by a 

clicker. Although reminiscent of the shoe trade, they are not 

symmetrical like, for example, pieces cut for the vamp but they do echo 

the layout of patterns on a skin made by a clicker and make maximum 

use of the space.  Was this her inspiration and hence the mystery 

element to this coverlet?  

 

Regardless of the questions raised surrounding the construction of this 

coverlet, it has firmly linked itself to the local shoe-trade which, in turn, 

roots it in Norwich. This increases its status from that of a large pieced 

crazy patchwork coverlet to one which is much more than the sum of its 

parts and gives it a social and historical value as well as having a practical 

purpose. I am sure that the maker thought so as well.  Often objects 

uncover more questions than answers, and this is no exception!  

 

Lisa Little 

NMAS Curatorial Assistant  

for Costume & Textiles 
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member. This was a time of revival of interest in 

craftwork in general, and patchwork in particular.  

 

Juliet realised that there was a demand for kits for 

beginners and, as the co-op became a business, a 

range was developed using American block patterns 

as designs to be worked using the traditional 

English papered method more commonly 

associated with hexagon patchwork. There were 

four designs - Bear’s Paw, Fish Block, Spool and 

Pinwheel. Each kit provided card templates, an 

excellent instruction sheet, a worked sample, 

beeswax, and sufficient colour-coordinated fabrics 

to make either the tops for two cushions or a small 

cot-quilt. These kits were sold at £3.50, postage 

and packing included. A template kit with 

instructions cost £1. Initially the business was by 

mail-order but soon kits were available in shops, 

and gradually a wider range of products was added.  

 

The annual Open Days and Patchwork Quilt 

Championships became bigger and better at larger 

venues such as Woburn Abbey in 1985, and from 

1986 to 1988 at Audley End House. The last 

Championships there were sponsored by Newey 

Goodman Ltd., the company which had recently 

purchased The Quiltery. In the same year, the 

National Patchwork Association was set up by Juliet 

for the organisation of the National Patchwork 

Quilt Championships which flourished through the 

early 1990s at Hatfield House and Althorp, and 

later at Ascot where, for example, in 1997, there 

were twenty thousand visitors and five hundred 

entries.  

 

The company owning and organising these events 

now is Grosvenor Shows Ltd., with the National 

Quilt Championships taking place at Sandown. 

Other similar major events include the annual 

Festival of Quilts, now in its tenth year, which is run 

by Twisted Thread in association with the Quilters’ 

Guild at Birmingham National Exhibition Centre. 

Today’s shows often display 1000 competition 

quilts, with additional gallery shows by quilt artists 

and groups, and there may be around 200 trade 

exhibitors, and hundreds of classes, workshops and 

lectures. 

 

In 2004, Juliet was made an Honorary Member of 

the Quilters’ Guild in recognition of her part in 

starting the first large-scale quilt shows, and 

bringing patchwork and quilting to public attention. 

THE QUILTERY AT TACOLNESTON HALL 

AND THE BIRTH OF THE CHAMPIONSHIPS  

Many of the hundreds of visitors who flocked to 

the first Open Day of The Quiltery at 

Tacolneston Hall in June 1980 may share my 

memory of patchwork quilts gently moving in the 

breeze as they hung from washing-lines tied 

between the trees in the orchard. This Norfolk 

event had all of the key ingredients which make 

the major UK patchwork and quilting festivals of 

today such a success, even if on a somewhat 

smaller scale! In the stable-block workshops, 

there were more quilts and demonstrations, and 

bags of fabric and kits on sale. London-based 

traders like ‘The Patchwork Dog & The Calico 

Cat’ had travelled to Norfolk to set up shop for 

the day, and there were teas on the lawn. There 

was also the added attraction of a guided tour of 

the lovely old house. Fifteen hundred visitors 

turned up that day, and were not disappointed. 

 

The Quiltery had been set up four years earlier in 

1976 by Juliet Webster at her family home, 

Tacolneston Hall, after exhibiting one of her own 

quilts at a local Country Fair. The response was 

so enthusiastic that she set up a small cooperative 

of local ladies and schoolgirls who met on 

Saturdays at the Hall to work mainly on 

commissions for quilts. One of these quilts was 

displayed at a London exhibition of American folk 

art, and sold immediately to a French collector. 

 

In 1979, The Quilters’ Guild of the British Isles 

was set up, with Juliet Webster a founder 

The Quiltery Open Day at Tacolneston Hall, 1981. 

(Photograph courtesy of Juliet Webster.) 
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There was an additional outcome from 

the activities at The Quiltery. It brought 

together enthusiasts including Meg 

Small, Susan Gurney and Juliet, who set 

up Norfolk Quilters in 1980, and which 

now acts as an umbrella organisation for 

the many independent local groups.  

 

From its origins in a South Norfolk 

village at the start of the quilt revival, 

The Quiltery has an important place in 

modern textile history and was a major 

influence on the groups and 

organisations that followed it. 

 

Jenny Daniels    
 

I would like to thank Juliet Webster, 

Annette Morgan, Marianne Pitts, Kathy 

Burt and Meg Small for their help and 

encouragement, and adding to my own 

memories of The Quiltery. 

Diss Quilting Group came together in either 1978 or 1979 

when Miss Audrey Johnson from the Quiltery held a first 

meeting at Judith Stratfold’s home in Roydon for a small 

group of interested women. By 1985 the Group had grown in 

size to necessitate a move to the Youth Centre in Eye and 

Diss Quilting Group was formally founded.  
 

Among early projects was a group session making American 

geometric patterns with the blocks sewn by hand. Quilting 

the finished piece was done under the supervision of Deidre 

Amsden. The group also undertook commissions including 

one for Lady Heniker of Thornham Hall who supplied the 

material and paid a fee of £70 to cover design and making.  
 

The Group made raffle quilts to raise funds to pay for tutors 

such as Lynne Edwards and held their first exhibition in South 

Lopham Church in 1887. The winner of the raffle quilt wrote 

to thank the Group for her prize but remarked that it had 

taken her quite a long time to remove the ‘tacking stitches’. 

The Quilt had been carefully quilted in red thread! 

 

Jill Sharpe 

FOUNDING A QUILT GROUP 

Lady Heniker’s Quilt (above) 

American geometric (below) 1987 group quilt (below left) 

1988 charity quilts 
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recently different venues have been used and 

exhibitions have been for longer periods but the 

original themes remain: members’ work and 

demonstrations of skills. 

 

A second, rather different, social event also 

became the norm for many years – the annual 

picnic.  This was held in the grounds of one of the 

stately homes around the county such as 

Holkham or Felbrigg Hall.  A gaggle of ladies 

descended on the park, set up their folding chairs 

and tables or sat on car rugs laughing, sewing and 

chatting for hours.  This took many tourist 

visitors by surprise, especially when one group set 

up a camping gas stove with a wok and proceeded 

to produce a Chinese “take-away”.  Chairman 

Christine Goose, not to be outdone, held 

wonderful strawberry teas on the lawn of her 

beautiful old vicarage garden eagerly attended by 

Torvill and Dean (her dog and cat) plus members 

of course. 

 

Another significant activity was to produce a 

charity quilt each year.  Special workshops were 

held to make these and, always, the charity must 

benefit local Norfolk people.  Over the years 

many thousands of pounds were raised.  One 

quilt was the result of “mass patch”, a project 

going to the libraries and museums of Norfolk 

where the general public were invited to help 

with the making of a beautiful “basket” quilt.  In 

addition, local venues such as Holkham Hall and 

Norwich City Library had quilts donated to them 

with blocks depicting Norfolk scenes, venues and 

people - Carrow Road, Lord Nelson, Breckland 

Forest and Startrite Shoes to name but a few. For 

the millennium, a special quilt was made with 

exactly 2000 pieces in it with many members 

contributing.  It now hangs in the Millennium 

Library in Norwich (see back cover). 

 

Since the year 2000 the group has 

concentrated on projects rather than raffle 

quilts and numerous quilts have been made 

and donated to a wide range of deserving 

organisations and people.  For several years 

now a close link has existed with Project 

Linus and hundreds of quilts have gone to 

children whose lives have been touched by 

illness, tragedy and abuse.  Heart-shaped 

cushions are given to those recovering from 

breast cancer.  Last Cuddle quilts are made 

and donated to local hospital neo-natal units 

to give comfort and support to bereaved 

parents whose newborn baby is stillborn or 

dies shortly after birth.  Tactile quilts have 

Norfolk Quilters was born in 1980 as the brain-

child of a few ladies who, having seen the birth of 

the Quilters’ Guild, decided that they would like 

access to more regular social quilting activity on 

their own patch.  Some of those founder 

members remain in the ranks today. Members fell 

into two “groups”, city and county, to serve the 

membership as it grew.  Now there is a large 

network of patchwork and quilting groups 

throughout Norfolk, involving many ladies and the 

occasional gentleman, under the “umbrella” of the 

mother group.  

 

The group had its roots in two areas, firstly, to 

teach and develop the skills of patchwork and 

quilting through workshops and group quilt 

making.  The second, to provide social contact 

especially for those in more remote areas, 

stemmed from the first.  Since its inception, the 

group has striven to fulfil both of these ideals.  

Workshops are held regularly, the group has 

several ongoing projects to involve members and, 

of course, the social aspect is never forgotten 

with coffee mornings held around the county for 

members living as far apart as Kings Lynn to 

Great Yarmouth and Cromer to Diss. 

 

In the early years it became the habit to have 

large social gatherings in the Assembly House in 

the centre of Norwich with much sewing and 

gossiping throughout the day.  This developed 

into an annual then, later, a biannial exhibition of 

members’ work with demonstrations of 

techniques, taking over the “Music Room” and all 

set up and taken down in one day.  Frenetic and 

chaotic at times but a very enjoyable event.  More 

30 YEARS AND 

COUNTING 
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been donated for those who are visually impaired or for use in memory boxes by dementia patients.  

Women’s refuges have benefited as did the British Legion Poppy Home, Halsey House, in Cromer.  The 

generosity of members is boundless. 

 

So, what of the future?  As we started, so will we finish (but not for a long while yet we hope), teaching 

and encouraging social contact through workshops and coffee mornings, and with the much anticipated 

“show and tell”.  Our charity work will no doubt continue for years to come, through the many projects 

members take to their hearts. We continue to hold biennual exhibitions which this year will be at The 

Assembly House from 24th to 27th October.   

Pat Lowe 

Further information is available from Ros Peedle, tel: 01692 405591 or email: ros.peedle@live.co.uk. 

Norfolk Quilters’ Showcase 

One of the raffle prize quilts 

  

An exhibition of work by members of Norfolk 
Quilters will be held on 

  

Wednesday 24th October 
to Saturday 27th October  

  

The Assembly House, Theatre Street, Norwich, 
Norfolk,  NR2 1RQ 

  
The Exhibition will be open from 10.00 am – 5.00 pm 

except for Saturday when we close at 4.00 pm. 
  

There will be a sales table and a raffle which will include two 
handmade quilts and other quilting related items. 

  
Raffle tickets cost £1 each and are available from 

  
Beth Corston, The Retreat, 38 Back Lane, Wymondham, 

NR18 0LB.  Tel. 01953 605473. 
  

Please make cheques payable to Norfolk Quilters. 
  

Proceeds from the Raffle will be divided 
between the East Anglian Air Ambulance and 

Norfolk Quilters. 

 

  

  

  

  

  

  

  

  
  

  

  

  

  

 

 

 

 

 
 

 

 
The Assembly House provides disabled access. 

mailto:ros.peedle@live.co.uk
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Women’s Institute also did much to keep quilting 

alive both during and after the Second World 

War by holding patchwork and quilting classes.  

Much as in the quilting groups of today, groups of 

members would be taught the various techniques 

by a skilled quilter and would then often hold 

exhibitions of their work which was of a very high 

standard.  
 

Today, many groups make quilts that are on show 

in public places, often depicting local interests. 

There are such quilts in Feltwell Church, 

Swaffham Museum, King’s Lynn Town Hall and the 

Millennium Library in Norwich.  
 

Quilting today is rarely done out of necessity and 

is for most an enjoyable and social hobby. Quilting 

groups come in all shapes and sizes and even the 

large groups and organizations such as ‘The 

Quilters’ Guild’ began with just a few friends 

meeting to sew in each other’s homes. They have 

then  grown in numbers to become a larger 

group, perhaps meeting once a month with 

speakers, workshops and the ever popular ‘Show 

and Tell’ - all allowing the sharing of knowledge, 

tips and praise with something for every quilter 

whether they are a beginner or are more 

experienced.  ‘Daphne’s Show and Tell’ by the 

New Horizons Textile Group illustrates 

beautifully the many different types of women 

who enjoy quilting in a group and the fun 

involved!    
 

Often groups will put on quilt shows and 

exhibitions to show off their collective talents. 

Getting involved in the production of even a small 

show gives great insight into the work needed to 

do this, builds up team spirit and the art of getting 

along with everyone. All members can be involved 

Quilting has had a social side for many years. In 

1883 the artist Ralph Hedley painted ‘The 

Wedding Quilt’ which shows three generations of 

women sitting round a quilting frame chatting and 

sharing knowledge while sewing the 

granddaughter’s wedding quilt. Around a similar 

time, miners’ wives and widows in the North of 

England  would meet together to sew quilts. 

These would either be sold to supplement their 

meagre income or used by themselves to keep 

warm in their dark, damp cottages. Quilting a 

wholecloth quilt by hand is a time-consuming task 

and by sewing as a group they would finish them 

much more quickly and would have company 

whilst doing so. 
 

Towards the end of the nineteenth and at the 

beginning of the twentieth century, many 

churches had quilting groups which made quilts 

which were raffled to raise funds. These were 

often signature quilts where monies were raised 

by selling plain squares which the buyer would 

sign and the quilters would then embroider.  It is 

also known that Methodist Churches would make 

large numbers of quilts to sell at their fundraising 

sales. Both of these types of group played an 

important role in social life and were a good way 

of getting to know locals at a time when many 

workers were moving around the country to find 

work. 
 

In the interwar years, the Rural Industries Bureau 

(RIB) played an important role in keeping quilting 

traditions alive by setting up working groups 

where existing quilters could pass on their skills 

to the next generation. Many of the items made 

were sold to prestigious London hotels, thus 

providing a source of income to the quilters. The 

QUILTING GROUPS 

'Daphne's Show and Tell' - made by the New Horizon Textile Group.   

Reproduced by permission of the Quilters' Guild of the British Isles.  
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Raffle Quilt for 

Alveva Quilters 
(below) 

Castle Quilters Group  

Quilt for Swaffam Museum 
(left) 

in some way – making items for sale or display, designing 

flyers to advertise the show, helping to hang the quilts, 

‘doing’ teas etc. Many husbands are also willing to help 

in some way, perhaps making quilt frames or they 

may be handy with the hammer or climbing 

ladders to hang the quilts. 
 

Group members are also a very good support 

system at times of illness, stress and bereavement. 

They don’t necessarily even have to do anything other 

than be at meetings: it’s somewhere to go and sew or 

chat as normal, a kind of escape from worries but with 

the knowledge that there is support, if needed, in the 

form of a listening ear or practical help.  The other side of 

the support system is the getting together to make items 

for charities. The days spent making these are all very 

enjoyable events with a great sense of achievement when 

at the end of a hectic day’s cutting, pressing, stuffing and 

sewing there is a huge pile of items which will be very 

much appreciated by the recipients. Raffle quilts are 

another way of helping charities and encouraging the 

group to work together, perhaps sewing a block each to 

be included in a large quilt which will then be assembled 

by several members meeting together. 
 

For those who are unable to go to regular groups (or 

even as well as), there are now several online groups and 

also many blogs covering every aspect of quilting. These 

provide chat with information, help and support as well as 

offering projects such as sew-alongs, tutorials, swaps and 

challenges. They often appeal to the younger person and 

encourage them to take up quilting from a more modern 

point of view and with up-to-the minute fabric designs 

used they bring a fresh approach to a very traditional 

craft. 

Liz Nally      

Sunderland W.I.  

detail (left) 
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Sew Creative, the patchwork and quilting 

specialist shop based at Wroxham Barns, changed 

hands in February last year when Sylvia Graham 

retired after 11 successful years at the helm.  The 

business is now run by Barbara and Stephen 

Kessel who moved from Cambridgeshire to 

Norfolk.  Both of them have a keen interest in 

crafts - Barbara enjoys needlework and many 

other crafts whilst Stephen’s hobbies are 

woodwork and model making. 

Sew Creative moved to ‘new’ premises at 

Wroxham Barns shortly after the takeover and 

has level access from the rear of the shop.  The 

workshop that is used for the courses is directly 

over the shop.  Wroxham Barns itself has various 

amenities including a restaurant offering a good 

range of tasty delights!  If you take part in a whole 

day workshop then a takeaway lunch can be 

enjoyed at half the menu price. 
 

I recently posed these questions to Barbara. 
 

How and when did you first start sewing 

and eventually  patchwork? 

I first started sewing when I was about 9 years old 

and I made a felt ‘Mr and Mrs Duck’ whilst on 

holiday in Devon.  About 20 years ago my 

children were on a week’s kite course and I took 

the opportunity to attend a patchwork course at 

the same time. 
 

How did you come to buy a patchwork 

shop and how does your husband feel about 

helping you and being surrounded by 

mainly ladies when he is ‘on duty’? 

We were on the lookout for a craft shop and 

couldn’t believe our luck when we found Sew 

Creative.  The added bonus was it is only 12 miles 

from home.  Stephen is delighted to help me with 

my dream business.  As he is a keen woodworker 

and model maker he appreciates the skill and time 

the ladies (and a few men!) put into their hobby. 
 

How do you feel about the internet and the 

possible detriment to shops such as yours?  

Also the competition from the big ‘chains’. 

We feel that the chains do not offer the same 

support to their customers that small businesses 

can and their overheads are much higher so, 

hopefully, we can remain competitive.  The ladies 

who work with us are also keen patchworkers so 

have an understanding of the craft and can advise 

customers.  As far as the internet is concerned, 

ladies prefer to see and feel our products so we 

don’t think the growth of internet buying will 

affect us greatly and change hugely in the future.  

We do run a mail order business and this can be 

helpful for customers who wish to have a repeat 

order of something they have purchased or know 

exactly what they want. 
 

What are your future plans/hopes for Sew 

Creative? 

We would like to keep offering help, support, 

advice and best value to our customers alongside 

a friendly welcome.  The shop has always 

specialised in patchwork and quilting.  This will 

continue but we have been expanding our range 

of cross-stitch and tapestry products.  We now 

stock Appleton’s crewel wool, Diamant metallic 

embroidery thread and a more comprehensive 

range of Oliver Twist threads to complement our 

existing range of D.M.C. and Anchor threads.  

We have also introduced embroidery workshops.  

Our main aim is to listen to our customers and 

cater to their wishes where we can. 
 

How do you decide on workshops/tutors for 

the shop? 

Feedback from the customers via suggestions slips 

is a very useful source of information and they 

sometimes give us names of tutors they have seen 

at shows.  We try to offer a wide variety of 

techniques from both local and more distant 

tutors both on a one-day basis or courses that 

run for eight weeks. 
 

Is it difficult to keep competitive? 

This is not easy although we do try to find the 

best value products.  Times are hard so, with 

people being more careful with their money, I 

don’t buy from some companies as they are too 

expensive. We are quite selective choosing our 

suppliers. 
 

What is the most difficult aspect of running 

the shop and which is the most satisfying? 

Fitting in time to restock the shop and re-

ordering is tricky but, for Stephen, it is keeping on 

top of the paperwork, which never goes away.  

RUNNING A QUILT SHOP 
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The rewards come when ladies achieve projects to 

the best of their ability, helping those who have 

never sewn before, building up their confidence 

and seeing improvements which are sometimes 

dramatic. 
 

Presumably the shop isn’t a one woman 

band - how is it managed and how do you 

cope with 7-day trading at Wroxham Barns?   

Stephen and I manage the shop and we are 

supported by three ladies on different rotas 

covering seven days.  My husband also helps in the 

shop but does a lot of the background paperwork. 
 

You took over a well established patchwork 

shop - has this affected the running of the 

business? 

Keeping the existing staff helped regular customers 

feel at ease seeing faces they knew.  We have 

gradually put our own stamp on the shop - this was 

helped by moving to the new premises within 

Wroxham Barns only four weeks into a new 

venture. 
 

How do you decide what fabrics etc. will sell 

in the shop and which to avoid? 

You get to know what style of fabrics customers 

like, often by listening to their comments.  Price is 

also a strong deciding factor. 
 

Given your last 18 months at Sew Creative 

would you change anything or turn back the 

clock in any way? 

We wouldn’t change anything - we are thoroughly 

enjoying the time here, which has sped past.  If 

anything, a bigger shop would be wonderful so that 

we could stock all the other lovely fabric and 

notions (haberdashery) that we currently don’t 

have room for.  

Jane Bothamley 
 

Sew Creative offers a wide range of workshops and 

their aim is to provide customers with the venue 

and facilities to learn more about their hobby and 

share an enjoyable day with like minded ladies (and 

a few gentlemen!).  

When we talk about patchwork and quilting, our 

minds automatically turn to quilts.  We tend to 

forget that in the past clothes were also 

decoratively quilted for warmth. 
 

A few years ago, whilst I was visiting a C&TA 

exhibition in Carrow House, I saw a photograph 

of a mid to late eighteenth century, quilted, 

gentleman’s waistcoat which caught my attention, 

as I have a great interest in quilted clothing, 

particularly of this period.  As things were fairly 

quiet that day, the conservator managed to find 

the original waistcoat for me to have a closer 

look.  It was in the ‘flat’ (i.e. not made up) and had 

been joined together at the bottom edges. The 

waistcoat, possibly made in the Great Yarmouth 

area, was made of fine linen and had a central 

floral design within an outer border of oak leaves.  

The floral and leaf design had been cord-quilted, 

infilled with pulled thread work and narrowly 

background quilted. It is thought that although it 

had been left unmade, it may have been used at a 

later date, for a table or even an altar cloth, hence 

the join.  It was wonderful to look at and I was 

determined to make my own version, as soon as I 

had the time. 

First, I acquired a Butterick (Making History) 

pattern for the waistcoat, which fitted in with the 

period of the original. Instead of the original linen 

fabric, I chose a mustard cotton sateen fabric for 

the front which matched a piece of very 

expensive mustard and steel grey silk brocade I 

had bought some time before: a prized possession 

which I could now, with careful joining, use for 

the back of the waistcoat.  I had decided that all 

the main quilting, apart from the background 

A GENTLEMAN’S WAISTCOAT 

NMAS - NWHCM : 2006.7 
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would be worked in a dark grey polyester satin 

embroidery thread, hoping that the contrast would 

be effective.   
 

Although the original work is very worn in places, 

because the design was simple it took only a short 

while to work out and draw a pattern, which I 

then transferred onto two rectangles of my 

chosen fabric on which I had pre-marked the 

shape of the waistcoat pattern.  Polyester wadding 

and a backing of haboutai silk were added and then 

the quilting commenced.  All the flower and leaf 

shapes were outlined with channels of 

backstitching in a dark grey Anchor Marlitt thread 

and then ‘corded’ (Italian style - Trapunto) using 

Aran wool.  The interiors of the shapes were filled 

with pulled thread work or colonial knots (trying 

to keep as close to the original as possible), using 

either grey or mustard cotton thread.  The 

background was heavily quilted using a half circular 

random pattern with lines a scant 1/8
 inch apart.  

 

The work took a long time and I joked with a 

friend who emailed me each week to enquire how 

many inches to the hour had been achieved.  

However, eventually it was complete and the 

excess wadding and backing fabric were trimmed 

right back to the outer stitches of the design. 
 

I now had the job of making up the waistcoat.  

Not really a daunting experience for a long-time 

dressmaker, you would think.  However, when I 

had completed the job and hung the waistcoat on 

a tailor’s dummy, I was so disappointed and 

shocked.  What I hadn’t bargained for was that the 

quilted front would distort the sides so much, 

therefore making the waistcoat droop and look 

baggy.  Several discussions later with friends and 

my ever-interested husband, I set about cutting the 

quilted borders off, leaving a ¼ inch seam 

allowance along the outside edge.  The edges were 

then turned in and appliquéd onto two more 

pieces of the mustard cotton sateen and then, with 

some additional wadding, I quilted the sides of the 

waistcoat, with diagonal lines, which had the effect 

of giving the waistcoat fronts the same ‘weight’ all 

over.  The brocade was carefully joined at the 

back as I had only half a metre.  Once all the 

pieces had been sewn together, I piped around the 

neck and down the front edges, before the 

waistcoat was lined. The final result looked so 

much better than before. 
 

The buttons posed a problem too.  I had decided 

that I couldn’t possibly make buttonholes in the 

quilting that had taken so long to work. Therefore, 

having already studied buttons of the period at the 

museum, I bought some small metal curtain rings.  

Ten circles of cotton fabric were worked with a 

circle of quilting in the centre, and then gathered 

up around the edges and stretched over the 

curtain rings.  They were attached along the edge 

of one front and to ensure the edges kept tightly 

together, I sewed a jersey knit cord along the 

inside of the opposite front edge, leaving gaps 

where the buttons were to go.  This worked 

beautifully and the two edges sit very well 

together without much movement and the 

buttons being flat look very much of the period.  
 

I have donated the waistcoat to the C & TA 

collection, although it remains in my collection at 

the moment.  I take it around the country with 

me as a way of advertising the C & TA and what 

it does.  I do hope that by seeing the waistcoat 

and reading this, it may inspire others to have a 

go at using some of our prized heritage pieces as 

inspiration for a future project.  Not only is it 

great fun but you can meet a lot of interesting 

people along the way and learn a great deal about 

our history both social and that of the production 

of textiles which made our country great, many 

years ago. 

Jacquie Harvey 
 

If anyone is interested in making a piece of 

historical clothing and would like to contact me 

for help  (I have some patterns which I would be 

happy to lend out) - please email on 

jacquiequilts@tiscali.co.uk 

mailto:jacquiequilts@tiscali.co.uk
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In both Yarmouth and Newgate prisons, the 

teaching of patchwork was part of a wider 

programme of education intended to reform and 

equip prisoners for a better life. Making patchwork 

requires only plain sewing skills, which once 

learned, can be used to mend or make clothes, 

either to sell or to wear. Time-consuming 

patchwork was useful to Fry and Martin for 

banishing what they saw as ‘corrupting and wasteful 

idleness’, and giving prisoners the chance to earn 

money. 
 

Norfolk should be proud of Sarah Martin and 

Elizabeth Fry who, heedless of advice, brought hope 

and education to the inmates of the terrible prisons 

of the time. Both women shared a strong 

evangelical Christian faith and belief in the 

reformation of character through education, 

reading the Bible, self-discipline and industry. 
 

Elizabeth Fry was born in Norwich, in Magdalen 

Street. She became well known as a Quaker social 

philanthropist and minister, and is best 

remembered today in this context for her 

pioneering work with women at Newgate Prison 

and on the convict ships before they left for New 

South Wales and Van Diemen’s Land. 
 

Sarah Martin was born at Caister-on-Sea and 

worked as a dressmaker. Martin is less well-known 

nationally, but locally she was known as ‘The 

Prisoners’ Friend’, having single-handedly devoted 

over 25 years of her life to the cause of prison 

reform at Great Yarmouth. 
 

Both women wanted to see for themselves the 

notorious conditions of the nation’s gaols. Newgate 

Prison was widely described at the time as ‘Hell 

above ground’, and after hearing eye-witness 

accounts of the desperate state of sick women and 

babies there, Fry gained permission to visit the 

womens’ wing in January 1813. Accompanied by her 

friend Anna Buxton, she took clothing for the 

women and baby clothes, which they and a team of 

volunteers had sewn overnight. As a mother, Fry 

was horrified to see innocent little children amidst 

the scenes of squalor, overcrowding and 

‘abandoned wickedness’3 which met their eyes. 
 

It was not until late 1816 that Fry was able to 

return again to Newgate. By then, she had gained 

permission from the Corporation of the City of 

London and the prison authorities to launch her 

Experiment aimed at reforming the women 

confined there. The Experiment was a system based 

on kindness and mutual respect, with a code of 

conduct set out as twelve rules. Hardened criminals 

Recorded in the Everyday Book for 1842 kept by 

prison reformer Sarah Martin (1791-1843) was the 

making of  ‘patchwork of very small pieces’1 by a boy 

in prison at the Tolhouse, Great Yarmouth. There is 

another account of  ‘a boy making a patchwork quilt 

to cover a poor child’.2 Making patchwork was a 

privilege which could be withdrawn for bad 

behaviour. 
 

Patchwork also featured in the reforms known as 

‘The Experiment’ set up in 1816 at Newgate Prison, 

London by Elizabeth Fry (1780-1845), and in the 

travel kits she arranged to be supplied to women 

departing on the convict ships. 
 

A patchwork bed-cover c.1817 (above NWHCM : 

1946.110.2) associated with Newgate Prison is held in 

the Norfolk Museum and Archaeology Service 

collection at the Costume and Textile Study Centre 

in Norwich. Made from a worn plain linen sheet, it 

has a simple design of hexagons applied as rosettes 

and borders. It may not be a work of art but, as a 

document, it speaks volumes across the generations 

of the experiences of those incarcerated women 

struggling to learn a new skill in prison where 

conditions were still very difficult. One can imagine 

the volunteers of the British Ladies Society for 

Visiting Prisons wanting to encourage the women 

with a quick ‘show and tell’ for everyone involved, 

from the beginners to the somewhat sceptical prison 

governor, and Elizabeth Fry herself.  Close 

examination shows wide variations in stitches, 

suggesting a number of different hands at work. 

PATCHWORK IN PRISON REFORM 
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to occupy the long hours at sea. This could be 

either sold en route, kept as evidence of good 

behaviour and needlework skills for a prospective 

employer, or to use for the start of her new life 

‘Down Under’. The Rajah Quilt, 1841, is a superb 

example of the collective industry of those 

rejected women on board the ship of that name. 

The making of the quilt was supervised by a 

former matron, Kezia Hayter, and dedicated to 

Elizabeth Fry and later sent back to England with 

their gratitude, which was expressed in an 

inscription carefully worked in embroidery on the 

border. This quilt, or bed-cover, is altogether 

more sophisticated in design than the Newgate 

Quilt in Norwich, but again shows the work of 

many hands, and even the odd pin-prick blood-

stain. This quilt was exhibited at the Victoria and 

Albert Museum in 2010 in the Quilts 1700-2010, 

Hidden Histories, Untold Stories exhibition and has 

now been returned to Australia. 
 

Altogether, Fry and her Ladies were 

involved with 106 ships carrying 

120,000 women away to the 

Antipodes. 
 

Meanwhile in Great Yarmouth, Sarah 

Martin’s philanthropic work in the 

town eventually included the 

Yarmouth prisons when, in 1819, she 

obtained permission to visit the 

Tolhouse. The conditions she found 

were ‘filthy, confined and unhealthy, 

infested with vermin and skin diseases’, 

and ‘a veritable abode of disease and death’4 and 

the behaviour of the inmates wanton. It is 

apparent from the entries in her Everyday Book 

that Martin was a kindly, hands-on reformer, and 

supplied all the materials needed at the prisons 

from donations or from her own purse. Prisoners 

had to learn the Bible, and she would not tolerate 

improper behaviour. Martin was a perfectionist 

when it came to sewing a fine seam as the 

prisoners needed to learn in order to earn. 
 

Martin’s work came to the attention of Elizabeth 

Fry and the British Ladies’ Society, as can be seen 

in reports in Martin’s account books of donations 

from the British Ladies in 18235 and of a visit by 

Fry with Martin to the Yarmouth gaols in 1832. 

Fry expressed her general approval, and bought 

layettes made by the prisoners to show to her 

colleagues.6 
 

Through the generosity of her clients, Martin was 

gradually able to give up her dressmaking business 

to devote her time to prison reform. Local 

tradespeople would donate ‘pieces of print for 

were separated from minor offenders by 

segregation into four classes overseen by monitors; 

a salaried matron was appointed and a schoolroom 

was set up for the children. The Experiment was 

successful because Fry would only proceed with the 

consent and co-operation of the prisoners. 
 

The younger women were soon attending the 

school as well, where, in addition to reading and 

writing and learning Scripture, prisoners were 

taught to knit, sew and do patchwork. Within four 

weeks, Fry was able to invite the authorities to 

witness the scenes of calm and quiet industry which 

she and her supporters from the Association for 

the Improvement of the Female Prisoners at 

Newgate had achieved, and, soon after, the 

prisoners were making a considerable quantity of 

items of clothing for sale in London. 
 

Fry was an extremely well connected public figure, 

and an expert at delegation. She was able to set up 

a number of charitable organisations 

for prisoners’ aid, and promote her 

ideas for reform in print, in addition 

giving evidence to Parliamentary 

Select Committees. So successful 

was her Experiment that the rich 

and famous would flock to her 

weekly Scripture readings at the 

prison to view her effect on the 

transformed women.  
 

Many of the prisoners under her 

care were destined for 

transportation. Fry saw to it that the notorious ‘last 

night’ riots at the prison were brought to an end by 

arranging more humane transfers of the women to 

the docks in closed carriages, and that they were 

provided for on their long sea voyage to the other 

side of the world. Fry and her Ladies Committees 

obtained donations of fabrics from the Manchester 

cotton manufacturers, and each woman 

transported was given a useful travel kit for the 

journey. They had little else. Originally funded by 

the Ladies, this was later taken on by the 

Government. The kit consisted of a hessian apron, 

a black apron, a large hessian bag to keep her 

clothes in, a small bag with a piece of tape, 1 oz. 

pins, 100 needles, 4 balls of white sewing cotton 

and one ball each of black, blue and red, 2 balls each 

of black worsted, 24 balls of coloured thread, one 

of cloth with 8 darning needles and a small bodkin 

on it, two stay laces, a thimble, a pair of scissors, 

2lbs. of patchwork pieces, 10 yds. of fabric, two 

combs, a ball of string, a Bible, and spectacles if they 

were needed. 
 

The fabrics supplied were sufficient to make a quilt 
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patchwork and scraps of paper, or paste-board’7 

others gave her old clothes, and some 

supporters paid a quarterly subscription. In her 

declining years, she was persuaded to compile an 

account of her life from her numerous 

daybooks, account books, sermons, prayers and 

reflections. This was published as The Life of 

Sarah Martin, the Prison Visitor, of Great Yarmouth 

in 1847. 
 

There are memorials to both of these 

pioneering women, but their finest legacy exists 

in Fine Cell Work, a charity set up in 1960 by a 

twentieth-century prison visitor, Lady Anne 

Tree (1927-2010), at H.M.P. Holloway. Fine Cell 

Work operates in 29 prisons in England, 

Scotland and Wales, and annually trains 450 

prisoners to sew, with the dedicated help of 

around 60 qualified volunteers. Since 1997, ten 

thousand high quality commissions have been 

completed, including the H.M.P. Wandsworth 

Quilt, 2010, for the Victoria and Albert Museum. 

This quilt (above) was designed by the prisoners 

to reflect the Panopticon layout of the prison, 

and it has 44 embroidered hexagons which 

provide a powerful commentary in stitch on life 

‘inside’, and out of prison. It was also exhibited 

at the Museum’s 2010 exhibition Quilts 1700-

2010, Hidden Histories, Untold Stories. 
 

Lady Anne once described herself as ‘a latter-day 

Victorian do-gooder’8. Like Fry and Martin, she 

was fully aware of the therapeutic and 

educational values of needlework. She was 

delighted to learn that Fine Cell Work sewing 

was described in prisons as a ‘bird-killer’9 i.e. a 

way of killing time in gaol. I suspect that Fry and 

Martin would have been amused too, and also 

content that their pioneering work has been 

revived and flourishes. 
 

An idea of the scope and effectiveness of the 

charity may be seen by visiting 

www.finecellwork.co.uk. 
 

I should like to thank Dr Helen Rogers of 

Liverpool John Moores University for providing 

details of her research on Sarah Martin. 
 

Jenny Daniels 
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H.M.P. Wandsworth Quilt, 2010,  

for the Victoria and Albert Museum 
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Anglia Textile Works was formed in 1996/7 when 

friends and work colleagues Annette Morgan and 

Sheila Cetti from Norfolk both trained nurses who 

enjoyed quilting, spent a week working with a 

textile artist Judith Trager in Boulder, Colorado, 

USA. 
 

During their weeklong visit, they were very 

impressed with the way textiles and all arts and 

crafts are appreciated in the States. Judith took 

them to the State Building in Denver where there 

was a quilting exhibition; a local library which 

hosted an art quilt exhibition and which also 

contained basket-ware (exquisite work!); and to a 

local children’s hospital where Judith had 

installations of her work. Judith told them that 1% 

of the budget of a new building has to be spent on 

the arts, and the Airport at Denver was a case in 

point, with its modern architecture, sculptures and 

3D work which many passengers might not have 

noticed, being intent on their travel plans. 
 

On their return, they felt that they wanted to 

promote contemporary quilt art here in the UK, 

where arts and crafts don’t seem to be appreciated 

in the same way as in the States. Since that time we 

have been approached by other artists such as 

sculptors and mixed media artists who also feel 

excluded from the art world in this respect. This 

was the context in which Anglia Textile Works 

[ATW] was founded, and their aim was and 

remains to promote textile arts to the wider 

community. 
 

Our membership has averaged about eight 

members; this makes it easy for us to meet in 

members’ homes to discuss future exhibitions, to 

show current work, to explain new techniques and 

also to enjoy each other’s company. Our current 

members include Fay Allwood (Hertfordshire), 

Yvonne Brown (Norfolk), Sheila Cetti (Norfolk), 

Kathy Colledge (Norfolk), Janice Gunner (Essex), 

Sara Impey (Essex), Chrissy Leech (Norfolk), 

Annette Morgan (Norfolk) and Cherry Vernon-

Harcourt (Essex).  We are all either professionals 

or serious amateurs, and many members have won 

awards, written books and have had work accepted 

for juried shows independently of the group. 

Incidentally and coincidentally, three members are 

ex Presidents of the Quilters’ Guild of the British 

Isles! Some have professional qualifications such as 

City and Guilds qualifications and some are self 

taught. We are proud to say that we have a very 

good reputation in the textile world, with visitors, 

and dare we say groupies, who enjoy seeing our 

work. 

We are an autonomous group, with no leader, and 

we all share our skills in order to stage shows and 

exhibitions. Venues have ranged from Ely Cathedral 

to Peterborough Museum, The Arts Centre in 

Kings Lynn to The Manor House Museum in Bury 

St Edmunds, sadly now longer a museum but a 

private house. 
 

Our stitched techniques incorporate machine 

embroidery, as well as patchwork and quilting 

techniques and even machine knitting. We enjoy 

pushing the boundaries using heat guns and 

soldering irons on synthetic fabrics, making them 

melt in order to create texture and added interest, 

as well as dyeing and painting our own fabrics. We 

also use bought fabrics at times, such as Japanese 

indigo fabrics, or fabrics dyed by specialist dyers. 

Imagery features in some work, giving the ability to 

transfer our own photographs onto fabric and then 

to apply stitch to the surface - you can view 

individuals’ work on our website. For some 

exhibitions we may work to a theme, such as 

“Treasures of East Anglia” or “Themes and 

Variations”. 
 

We will be seen at the Knitting and Stitching Shows 

in London, Harrogate and Dublin this autumn and 

at The Festival of Quilts in Birmingham in 2014, 

where we had a previous exhibition in 2004.  We 

hope to see you there!   

Annette Morgan  
www.angliatextileworks.co.uk 

 

ANGLIA TEXTILE WORKS 

Summer in the City - Cherry Vernon Harcourt  
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delineated horizontal bands of 

colour depict water seen on a large 

scale when it floods the water 

meadows outside my studio. ‘Double 

Sundogs’ is a later piece, on the 

smaller scale of the water’s surface. 

It plays with reflection, refraction 

and transparency, using direct 

painting techniques in a lighter, more 

diffused palette. The deliberately 

blurred softness of the marks is a 

new technique, developed in 

response to the ephemeral nature of 

the subject - reflections of a ‘sun 

dog’ (or rainbow type effect), on a 

specific stretch of water bounding 

our garden and the water meadows. 

 

Weather phenomena, such as snow 

and rain, have also inspired smaller 

scale works like ‘Snow Arriving’. In 

this piece I used stitch as mark, to 

sketch the snow as it was falling in 

gusts and swirls – a form of extreme 

speed stitching! Stitch is one of my 

strongest connections to my mother 

and to the female line. The thrill of a 

threaded needle in my hand 

resonates not only with them, but 

also with an ancient and universal 

Born in Norwich, I returned to my native East Anglia 27 

years ago, after studying Fine Art at Newcastle University. 

Since then my work has become deeply rooted in both the 

coastal and inland landscapes of this region, with its endless 

horizons, ‘big sky’ and acclaimed light. 

 

Working from my Waveney Valley studio, on the Norfolk/ 

Suffolk border, the landscape is so ingrained in my visual 

memory that, when I start a piece of work, after the initial 

contemplation of a subject or idea, the process is one of play 

and improvisation. Rather than sketching, planning or 

designing, I just allow what I have absorbed to surface 

through the medium of dye, 

cloth and stitch. 

 

I consider myself to be an 

artist, rather than an 

embroiderer or quilt maker, 

because of my Fine Art 

background and intuitive 

approach, but nevertheless I 

am steeped in a textile 

heritage through my mother 

and grandmother. My 

mother, Marjorie Budd, was 

well known to the C&TA 

for her superb series of 

illustrations of the costume 

collection and her exquisite 

embroidered pictures, as 

well as being a trained artist 

and educator, and my 

maternal grandmother was a 

skilled needlewoman and 

knitter, who could equally 

turn her hand to tatting, 

crochet or lace making. This 

textile influence and the 

materiality of the medium 

itself, is as important a factor in shaping my work as are the 

subjects I choose. ‘Beautiful Autumn’ belongs to the Rust 

Series (2005 – 2010) and exemplifies how a technique – rust 

printing - can interact with and influence a subject matter: the 

flooded valley and crisp autumn light.  In this piece, vertical 

blocks of colour provide a structural device in a distillation of 

the marshy landscape, contrasting with the bold marks made 

by the rust print process. It is the forerunner to the diptych 

Winter/Male and Summer/Female, shown at the V & A in 

Quilts 1700 – 2010. 

 

For the past two years I have been focussing on water  - 

fundamental to all life; it is such an all encompassing and 

visually complex phenomenon. In  ‘Green and Grey’, strongly 

JO BUDD 

Beautiful Autumn 

Green and Grey 
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history, linking us to the earliest man 

with a wood or bone implement. 

Although my subject is a distillation 

of location, in time and memory, it is 

the qualities of stitch and cloth that I 

hope, combined with a painter’s 

vision, encompass something of the 

universal within the particular in my 

work.    

 

Jo Budd  
© June 2012  

  

IN MEMORY OF BARBARA 
 

Barbara Ayre took up quilting in her 70s. Encouraged by her 

friend Charlene to take up a hobby that they could share, she 

joined a patchwork sampler course that I was teaching in 

Norwich. She began slowly, gradually mastering the new 

techniques of rotary cutting and machining with an accurate 

quarter inch seem allowance. Her first quilt was a success so 

she signed up to do a follow on course, this time with the plan 

to make a sampler quilt for her son. This was more ambitious 

both in technique and in colour choice and she devoted a good 

deal of time considering the placement of each block so that it 

looked just right.  
 

Following an appeal in a quilting magazine by Lynne Edwards for 

images of sampler quilts to illustrate a new edition of her book 

on the subject, Barbara sent in an image of her second sampler 

quilt (below). Her quilt was chosen for inclusion with the 

surprise bonus of appearing on the book cover. Barbara was 

thrilled.  
 

As her confidence in her work built up she set about making 

quilts for each of her grandchildren, carefully choosing fabrics 

and colours to suit each. Her skills continued to increase and 

she was meticulous in her choice of fabrics and the precision of 

her stitching. Her attention to detail extended to the care taken 

to match the stripes of a backing fabric to the design on the 

front of a quilt.  
 

Early in June Barbara was able to meet Lynne Edwards and tell 

her how much she appreciated having her work featured on the 

cover of The Essential Sampler book. Later that month she 

collapsed with a massive stroke and survived only 48 hours. She 

is a great loss to all her family and friends, some of whom are 

lucky enough to have been given beautiful quilts made by 

Barbara. 
 

An exhibition of her work will take place in St Botolph’s church 

in Trunch on 2 to the 4 November. A raffle quilt made by her 

quilting friends using her stash of fabrics will be raffled in aid of 

her chosen charity The Smile Train in aid of cleft lip and palate 

surgery.   

Jill Sharpe 

Double Sun Dogs 

Snow Arriving 
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I love the continuity of the craft, the connection with 

the patchworkers and the quilters of the past and the 

slightly virtuous feeling of being able to recycle almost 

any fabric in some project or other. In spite of the 

wonderful machines available now, I find it is a most 

satisfying experience to be able to create, with simply a 

pair of scissors, needle, thread and thimble, hopefully a 

beautiful thing. And although I so enjoy being able to 

see other people’s work at exhibitions I couldn’t bring 

myself to exhibit and am so thankful I don’t have to 

earn my living by my needle.  

 

Janet Coleman 

One of the greatest gifts you can give your 

children is their independence but, as yet, I 

have not been able to apply this good sense 

to my involvement with quilts. With my 

rational brain in gear I know they are 

inanimate objects, cut up bits and pieces of 

fabric stitched together, they won’t be 

emotionally scarred by leaving me, by my 

reluctance to let them go, and yet…. 
 

I love the fabrics, the planning, the purpose 

and execution, the visual and tactile 

pleasure, and can usually cope with the 

frustrations of problem solving. I have no 

particular technical skill and the expression 

used on finding an error or ill-fitting point 

“never mind, it will quilt out” is dear to my 

heart. 
 

I mainly piece and quilt with an aim, for our 

home, a gift for family or friends and am 

spurred on by the thought that a loved piece 

of fabric will stay fresh in the stash for ever 

and be thrown out at the end of my days if I 

don’t use it. Even then sometimes actually 

cutting it is so hard. 
 

Patchwork and quilting is done in precious 

free time. I hand quilt without a frame so I 

have been physically warmed by the work, 

and the process means getting to know the 

quilt intimately. For several years I took 

piecing and quilting with me to work on 

while sitting with poorly relatives in nursing 

home or hospital, and this emotional 

involvement always returns when I see the 

work or the fabric. 
 

Quilting has been a great solace in some 

anxious times, and the wall hanging begun on 

the day of a life changing diagnosis, with 

bleach and black fabric, was a wonderful 

distraction and a permanent reminder to 

‘seize the day’. 
 

I do buy new fabric -who can resist - but 

love to use inherited or recycled pieces and 

the memory of the source of the fabric is a 

pleasure. 
 

I have aimed to make bed quilts for the 

grandchildren for their second birthdays, and 

was delighted to see recently the seven-year 

old with her quilt being held round her with 

clothes pegs and being used as the Queen’s 

cloak and train! I hope they will have happy 

memories of Grandma’s quilts. 

I FIND IT HARD TO LET THEM GO 
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CONTACT DETAILS 
Costume & Textile Association 
c/o Shire Hall, Market Avenue 

NORWICH NR1 3JQ 
 

Email  

General: ctacostume@gmail.com 

Newsletter:  mstb.johnson@btinternet.com 

Website www.ctacostume.org.uk 
 

Telephone 

Events:  01603 745766 

Membership: 01953 788594 
 

Newsletter Committee 2012 

Guest Editor - Jill Sharpe 

Maggie Johnson, Pauline White 

OFFICERS AND COMMITTEE 2012/2013 
 

President  David Mawson OBE 

Vice-Presidents  Helen Hoyte 

   Jean Smith 

   Derek James 

Chair    Joy Evitt 

Vice Chair  Jeanne Southgate 

Secretary  Pauline White 

Treasurer  Amanda Knight 

Events   Barbara Coe 

   Helen Jenkins 

   Bernadette Bagg 

Membership  Jill Sharpe 

   Jenny Daniels 

   Isobel Auker 

   Beth Walsh 

The C&TA is a member 
of  the 

British Association of 
Friends of Museums 

Registered Charity 

Number 1000730 

GUEST EDITORS 
 

We would love to hear from any member who feels they could guest edit a future edition of Miscellany. Anyone 
who has a good knowledge of a costume or textile area, with access to like minded contributors, who would like to 
share their knowledge with C&TA members, please contact us.  Email Pauline White at ctacostume@gmail.com, 

Maggie Johnson at mstb.johnson@btinternet.com or telephone  01603 505666. 
 

We will be happy to help you through the process. 

 

Detail of the Millennium Quilt 

on display in the Forum 

Library, Norwich made by 

Norfolk Quilters 


