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South Carolina 
Cra~Quift, 

Catalog ___________ _ 

1. CRIB QUILT, 1885 
Elizabeth Ellen Magee West 
Georgetown, Georgetown County 
(GEO-1) 
35" X 26" 
Silk, velvet with handmade lace 
trim 
Lent by Jane Jervey, Columbia, 
South Carolina 

2. CRAZY QUILT, ca. 1885 
Frances Rebecca Whatley Batlez 
Mann 
Aiken County (AIK-59) 
63" X 66" 
Silk 
Lent by Mrs. Alexander C. Haskell, 
Jr., North Augusta, South Carolina 

3. CRAZY QUILT, ca. 1885 
Catherine Mazyck 
Charleston, Charleston County 
(unnumbered) 
76 1/2" X 6() 1/2" 
Velvet, satin, silk, cotton 
Lent by The Charleston Museum, 
Charleston, South Carolina 

4. CRAZY QUILT, 1887 
Corrie McAllister Richardson 
Ninety Six,-Greenwood County 
(GRN-5) 
62" X 62" 
Silk 
Lent by Elwood Richardson, Green
ville, South Carolina 

5. QUILT BLOCKS, n.d. 
purchased at St. Thaddeus Episco
pal Church rummage sale 
Aiken County (AIK-47) 
Blocks with paper embroidery 
transfers 
Lent by Judith Rodrigues, Spring
field, Ohio 

6. CRAZY QUILT, 1890 
Miss Catherine Hume Simons 
Charleston, Charleston County 
(CHA-77) 
66" X 64" 
Silk 
Lent by The Charleston Museum, 
Charleston, South Carolina 

7. CRA2Y QUILT, ca. 1890 
Mary Elizabeth Brady Wiltberger 
Richland County (RIC-104) 
43" X 54" 
Silk, no batting, backed with silk 
taffeta 
Lent by The Charleston Museum, 
Charleston, South Carolina 

8. "BRIDAL QUILT," ca. 
1890-1900 
Anna Josephine Humphreys or one 
of her daughters 
Anderson, Anderson County 
(AND-65) 
67" X 69" 
Silk, no batting, backed with fac
tory-made, machine-quilted fabric 
Lent by Mrs. William H. Farmer, 
Anderson, South Carolina 

9. CRAZY QUILT, ca. 1900 
Janie Elizabeth Woodward 
Redd's Branch, Aiken County 
(AIK-53) 
70" X 64" 
Cotton, wool, backed with twill 
Lent by Juanita Hudson, Gra
niteville, South Carolina 

10. CRAZY QUILT, 1912 
Ella Dendy Doyle 
Bountyland, Oconee County 
(OCO-24) 
85" X 70" 
Wool, cotton 
Lent by Ida Beth Doyle, Seneca, 
South Carolina 

11. CRAZY QUILT, ca. 1910-15 
Leonie Elise Padgett 
Walterboro, Colleton County 
(COL-14) 
81" X 81" 
Silk velvet, no batting 
Lent by Mrs. Jane Fussell, Florence, 
South Carolina 

12. CRAZY QUILT, ca. 1925-30 
Julia Mobley Irwin 
Chester, Chester County (CHE-9) 
94" X 68" 
Rayon, backed with rayon 
Lent by Mrs. G. L. Irwin, Green
ville, South Carolina 

13. CRAZY QUILT, ca. 1930 
Aline Reynolds 
Darlington County (DAR-3) 
78" X 77" 
Synthetics, cotton 
Lent by June R. Allston, Hartsville, 
South Carolina 

14. ROBE, 1934 
Minnie Bell Wood 
Arcadia, Spartanburg County 
(SPA-28) 
39" X 46" 
Cotton, no batting 
Lent by Peggy M. Henderson, Spar
tanburg, South Carolina 

15. CRA2Y QUILT, ca. 1951 
Vida Kennedy 
James Island, Charleston County 
(CHA-22) 
82" X 70" 
Synthetics, blanket for batting, 
backed with drapery lining 
Lent by Mrs. John P. Kennedy, 
James Island, South Carolina 

16. CRAZY QUILT, 1955 
Alma Gantt Steinmeyer 
Boiling Springs, Barnwell County 
(BAR-4) 
77" X 51" 
Wool 
Lent by Kathryn Holly, Aiken, 
South Carolina 

17. CRAZY QUILT, ca. 1970-74 
Edna Butler Shuford 
Georgetown, Georgetown County 
(GEO-38) 
83" X 67" 
Synthetics 
Lent by Betty S. Roberson, Pawleys 
Island, South Carolina 



Introduction 

Although quilting has been 
an integral part of the lives of 
many South Carolina women, 
relatively little is known about 
the history or aesthetics of the 
form. In this guide Laurel Hor
ton examines one of the most 
interesting manifestations of 
this traditional art medium and 
links it with other popular art 
forms. Unlike quilt traditions of 
European origin which stressed 
repeated and regular designs, 
crazy quilts were more a prod
uct of late nineteenth-century 
social history and changing 
taste than of family-taught folk 
arts. They also reflect the grow
ing influence of women at the 
end of the century as both 
designers and consumers of 
decorative goods for the home. 
The roots of this growing role 
lay in the Victorian view that 
the decorative arts, particularly 
needlework, were well suited to 
delicate female talents. 

By the 1870s the popular image 
of what constituted the deco
rative arts had been strongly 
influenced by the British Aes
thetic Movement. Spread in the 
United States by such popular 
personalities as Oscar Wilde 
and Lillie Langtry as well as 
numerous new magazines, it 
included a rage for such items 
as peacock feathers, potted 
palms, sunflowers, and any
thing Japanese. It was 
essentially a movement that saw 
a profound value in living life 

surrounded by elegant and 
exotic objects . It promoted the 
image of the "modern" woman, 
educated to good taste and fully 
in charge of creating a new 
aesthetic statement through her 
household . 

If the flamboyance and elegance 
of many crazy quilts are a reflec
tion of the Aesthetic Movement, 
their roots within home handi
craft place them also within the 
other important British arts out
look of the late nineteenth 
century, the Arts and Crafts 
Movement. Championed first 
by such reformers as William 
Morris and C.R. Ashbee, the 
movement was spurred on by 
the many members of guilds 
and art clubs who saw honest 
handicraft as the equal of acad
emy taught "fine arts" and the 
ultimate salvation against the 
growing ugliness of factory pro
duced goods. Both British and 
American involvement in the 
crafts movement was charac
terized by two strong moral and 
aesthetic impulses. The first, 
that philanthropy to the unem
ployed of the lower classes 
could be channeled through 
teaching traditional crafts and 
hence employable skills to the 
less fortunate. The second, that 
art should respond to an artistic 
vocabulary grounded in 
national vernacular tradition. 
The philanthropic aspect of the 
movement was particularly pop-

ular in the United States where 
just before the tum of the cen
tury Appalachain coverlets and 
Lowcountry coiled baskets were 
but two of the Southern art 
forms which were the subject of 
such efforts at craft revival. The 
stress sometimes placed on the 
psychological benefit of handi
work against the long hours of 
farm or factory work put in by 
the working classes blurred the 
aesthetic focus of the move
ment. Likewise, the glorification 
of any object made by hand and 
the judgment of its value by the 
maker's intentions rather than 
any perfected skills sometimes 
gave the movement an aura of 
amateurism. The concern for 
creating a style which drew on 
historical precedent and the nat
ural environment was a primary 
concern of many American fol
lowers of the movement. 
Gustav Stickley, who founded 

Cover and detail, Quilt by Catherine 
Hume Simons, Charleston, Charleston 
County, ca. 1890 (CHA-77) 
Courtesy of The Charleston Museum. 

the Craftsman workshops and 
published the popular maga
zine by the same name, and 
Elbert Hubbard, who estab
lished the Roycroft community, 
both stressed the importance of 

·turning to preindustrial Amer-
ican traditions. As the influence 
of the Aesthetic Movement 
lessened, the Arts and Crafts 
Movement broadened its inter
ests to encompass vernacular 
examples of architecture and 
design. The surface embellish
ment and rich materials which 
characterized the aesthetic 
movement were replaced by a 
.focus on simplicity and form 
and the Crazy Quilt was once 
again replaced by-geometric 
pieced work or applique. 

Lynn Robertson Myers 
Director 

1 



G1ori{i«zd 
rat~hworj{: 

South Carolina 
Crazy Qu11t, 

by Laurel Horton 

pa razy quilts are a dis

.::11 tinctive form of 

American needlework which 

developed and flourished in 

the late nineteenth century. 

Characterized by the joining 

of irregularly shaped pieces 

of fabric, crazy quilts are 

often highly embellished 

with embroidery, including 

decorative outline stitches as 

well as pictorial and sym

bolic motifs . Although crazy 

quilts include a wide array of 

fabrics, rich materials such 

as silks, satins and plushes 

are most often associated 

with high-style examples. 

Ir.II lmost anyone familiar 

liJ with quilts knows the 

term "crazy quilt. " Few peo

ple today, however, realize 

that one hundred years ago 

our country was gripped by 

a nationwide fad for these 

unusual quilts that flour

ished for about two decades. 

Wheeler and Wilson Sewing 
Machine Co.'s Exhibit, United States 
Centennial Exposition, 1876 



Even today many people 
have an affinity for these 
quilts. 

D n the early years of 
this century it was gen

erally postulated that the 
crazy patch, which could 
theoretically be made from 
irregular cloth remnants 
withou t waste, was the ear

liest style of quilt to be 
made, and that quilts which 
used a set pattern developed 
as a later refinement in times 
of greater affluence. 1 While 
this notion was widely 
repeated and accepted as 
true, more recent research 
indicates that it was incor
rect. 2 Crazy quilts are 
instead a product of late 
nineteenth-century society. 
It is also evident that crazy 
quilts are of American 
origin, although their popu
larity spread rapidly to other 
English speaking cultures, 
such as Great Britain and 
Australia. 3 

D he development and 
widespread adoption of 

the crazy quilt came about in 
response to a peculiar set of 

circumstances in post-Civil 
War America. Various con

tributing forces included the 
nation's recovery from the 
Civil War, increasing indus
trialization and wealth in the 
urban Northeast, stepped
up production by American 
silk manufacturers, social 
mores of the Victorian era 
which narrowly defined the 
roles of women, the intro
duction of elements of 
Japanese design, and influ
ences from European artistic 
movements, such as the arts 
and crafts ideas of John Rus
kin and William Morris. The 
combination of these cultural 
elements culminated in a 
nationwide fad for making 
crazy quilts. 4 Although the 
precise origins of the crazy 
quilt phenomenon are 
unclear, these quilts must be 
viewed as an expression of 
the themes of late nine
teenth-century America. 

D n 1876, the dual ideals 
of 'A.rt and Industry" 

were celebrated at the Cen
tennial Exhibition in 
Philadelphia. During the six 

Unidentified Man and Women, ca. 1870 
Courtesy of the Sou thern Appalachian Photographic Archives 

months of the fair almost ten 
million visitors viewed 
exhibits designed to cele
brate America's progress 
during its first century and 
to introduce Americans to 
selected aspects of foreign 
cultures. 5 

3 
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Quilt by Catherine Mazyck, 

Charles ton, Charleston County, ca . 

1885 (unnumbered) 

Courtesy of The Charleston Museum. 
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m hile the industrial 
theme of the exhibition 

reflected the .growth of the 

American economy from an 

agrarian to an industrial 

base, the theme of ''.Art" 

reflected the growing con-

cerns of people over the 

nation's cultural life . There 

was an increasing awareness 

that aesthetic expressions 

could be lost in a machine-

made environment. The 

growing, prosperous middle 

class was urged to con-

sciously apply elements of 

artistic design to their daily 

lives. Women were encour-

aged to fill their homes with 

elegant and carefully 

selected objects which 

would contribute to the spir-

itual as well as the physical 

welfare of their families. 6 

D wo unrelated displays 
at the 1876 Philadelphia 

Exhibition combined to 

provide women with influ-

ences that would soon lead 
,, to the adoption of crazy 

patchwork. One was the Jap-

anese Pavilion which marked 

the first major opportunity 

for most Americans to view 

examples of Japanese 

design . 7 The exhibit 

included bronzes, embroid-

eries, costumes, silk textiles 

and painted screens. Among 

the design elements was a 

"cracked-ice" surface decora-

tion, an irregular design that 

appealed to Americans as 

being foreign and exotic. 

D he second exhibit was 
that sponsored by the 

Royal School of Art Needle-

work from Kensington, 

England. This school, 

founded in 1872, provided 

opportunities for 
impoverished ladies to sup-

port themselves by 
producing artistic nee-

dlework which required a 

high level of skill . The Cen-

tennial display included 

embroidered bedspreads 

with patterns based on 

medieval designs or con-

ventionalized treatments of 

botanical subjects. 8 

D he designs of William 
Morris and Walter 

Crane executed by the Royal 

Main Exhibition Building, United States Centennial Exposition, 1876 

School caught the attention 

of Candace Wheeler, a 

skilled needleworker. Follow

ing guidelines similar to 

those of the British school, 

she formed the New York 

Society of Decorative Arts 

the following spring. The 

Society offered classes in 

decorative arts techniques to 

an increasing number of 

women who needed a 

source of independent 

5 



Crib Quilt by Elizabeth Ellen Magee 
West, Georgetown, Georgetown 
County, 1885 (GE0-1) 

6 

income, including Civil War 
widows . The Society oper
ated a highly successful 
salesroom to market the nee
dlework, painted china and 
wood carvings created by its 
members . Within a year it 
had spawned auxiliaries in 
seventeen Eastern cities, 
including Charleston, South 
Carolina .9 

m nder Candace Wheeler 
the New York Society 

of Decorative Arts not only 
found commercial outlets 
and provided instruction for 
needlework they also set 
standards for professional 
design and materials and 
launched a national cam
paign to encourage women 
to fill their homes with nee
dlework and other decorative 
objects. Wheeler sought "the 

resuscitation of one of the 
valuable arts of the world, a 
woman's art, hers by right of 
inheritance as well as par
ticular fitness."10 Among the 
materials excluded by the 
members of the Society was 
the traditional calico used in 
patchwork. The ties this tra
dition had with rural culture 
made it unappealing to these 
women who sought to 
provide the growing middle 
classes with suitably refined 
products. 

D he disdain for calico 
was due in some 

degree to the increased avail
ability of American 
manufactured silk after the 
mid-nineteenth century. By 
1880 the value of domestic 
silk production equaled the 
value of imports. 11 Silk, 
woven into satins, velvets, 
and brocades replaced cot
tons in women's dresses and 
men's furnishings. Fashion
able women made silk quilts 
using the newly developed 
"Log Cabin" pattern and the 
English template mosaic 
style . 



Ir.II t some point needle
Iii workers combined their 

newly honed embroidery 
skills, the "crazed" surfaces 

of Japanese design, and the 
products of America's grow
ing silk industry to create 
the "crazy" pieced-work 

designs. The earliest known 
examples date from the early 
1880s, and in 1882 women's 
magazines took notice of the 
grassroots movement. 
Within a year silk manufac
turers began to advertise silk 
remnants for use in crazy 
patchwork. Magazines soon 
followed suit and offered 

booklets of embroidery 
stitches as incentives for 
purchasing subscriptions. 12 

l'ill rnbroidered and 
U painted flowers, birds, 
butterflies, animals, and 

human figures were an 
essential part of most crazy 
quilts. While a few skilled 
needleworkers were also 
skilled designers, most 
quiltrnakers relied on com
mercially designed patterns 
for their embroidery. In 1881, 
Harper's Bazaar published 

designs from both the Royal 
School of Art Needlework 
and the Society of Decorative 
Arts. The designs were 
printed in outline form with 
no indication of how they 
should be shaded or col
ored .13 Women unfamiliar 
with "Kensington embroi
dery," a method of using 
yarn to fill in areas of color, 
often used a simple outline 
or stern stitch to trace the 

Detail, Quilt by Josephine 
Humphreys or one of her daugh
ters, Anderson, Anderson County, 
ca. 1890 (AND-65) 

7 



Quilt by Josephine Humphreys or 
one of her daughters, Anderson, 
Anderson County, ca. 1890 
(AND-65) 

8 

lines of the pattern . Many 

American magazines and 

yarn companies adapted 

popular symbolic motifs of 

the era for embroidery, 

including spider webs, 

domestic and exotic birds 

and animals, and Kate 

Greenaway's popular 

illustrations of children 

dressed in clothing of earlier 

eras . 

D lowers of all kinds 

abound on these quilts, 

in some cases this reflected 
the popular Victorian "Lan

guage of Flowers," in which 

the daisy symbolized inno

cence, the violet stood for 
faithfulness, and so on. The 

use of sunflowers and lilies 

reflects the influences of the 

Aesthetic Movement with its 

aim to incorporate art into 

everyday surroundings .14 

n £fluent quiltmakers 
liJ could purchase ready

made embroidered motifs to 

applique onto their quilts . 
Others took advantage of the 

collage-like surface to 

include other memorabilia, 

including the silk premiums 

sold with tobacco products, 

commemorative ribbons, 

men's silk neckties, stuffed 

dolls and animals.15 

ffl y 1884, crazy quilts 
l!I were known and made 

everywhere, not only in 

major cities where decorative 
arts societies flourished but 

anywhere families sub-

Peterson's or the Delineator. In 

South Carolina, quiltmakers 

in small towns and in rural 

areas made crazy quilts as 

well as the less fashionable 

calico patchwork. In cities 
such as Charleston, crazy 

quilts were the only major 

type of quilt known to have 

been made after about 1880. 

D he large number of 
crazy quilts found in 

Charleston suggests intrigu
ing possibilities. 

Employment provided by 

the decorative art societies 

would have attracted some 

of the impoverished war 

widows and other needy 

women . There were few 

respectable employment 

opportunities for former 

well-to-do women, many of 

whom already possessed 

needlework skills. Some 

women may have made 

crazy quilts to sell, either 

locally or through the 

national network of the Dec

orative Arts Society. In 

addition, many women who 

were not in difficult financial 
scribed to magazines such as circumstances maqe or pur

chased crazy quilts for their 

own homes. 

I 

\l 
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m any young South Car
D!J olina women also made 
crazy quilts fo:c their hope 
chests. Following a long tra
dition of making one special 
quilt before marriage they 
chose to construct them in 
the popular style of the day. 
Many hope chest quilts 
remain in excellent condition 
because they were valued as 
heirlooms and not subjected 
to regular use . Early silk and 
velvet crazy quilts, in par
ticular, were obviously 
intended as decorative rather 
than utilitarian items. 

ll(lll ome South Carolina 
l!.I women, such as Corrie 
McAllister Richardson, of 
Ninety Six, embroidered the 
initials of her boyfriends on 
the crazy quilt she made in 
her twenties before her mar
riage. Older women also 
made crazy patchwork. 
Examples remain of quilts of 
the period in which the 
makers had incorporated the 
silk souvenir ribbons from 
reunions of Confederate sol
diers and parades and 
ceremonies featuring local 
regiments. With memories of 
the physical and emotional 

devastation only twenty 
years past, wives of Civil 
War soldiers celebrated 
along with their husbands. 
The inclusion of the ribbons 
both provided a way of keep
ing and displaying the 
souvenirs and enlivened the 
crazy quilts of the period. 

m y the 1890s, articles in 
I • womens magazmes 

began to refer to crazy patch
work as out of vogue. Home 

decorating styles were shift
ing from the eclecticism of 
the late Victorian era to sim
pler interiors. This era also 
saw the beginnings of 
another influential move
ment in home decorating, 
the Colonial Revival, which 
advocated a return to the 

' ~ 

Detail, Quilt by Corrie McAllister 
Richardson, Ninety Six, Greenwood 
County, 1887 (GRN-5) 

9 
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Detail, Quilt by Ella Dendy Doyle, 
Bountyland, Oconee County, 1912 
(OC0-24) 

10 

values and accoutrements of 
early Americana, including a 

resurgence of interest in cal
ico patchwork. In many 
fashionable homes crazy 
quilts were carefully stored 
away as valued, but old-fash
ioned artifacts. 

D: n spite of discourage
ment from influential 

sources, crazy quilts did not 

disappear immediately or 
completely. The national 

craze for crazy quilts waned 
by the turn of the century, 
but many women equipped 
with remnants from home 

sewing continued to make 
them. One new source mate
rial was the development of 
rayon fabrics, first available 
around 1900 as a synthetic 
substitute for silk in 
women's dresses. Some 
crazy quilts of the twentieth 
century, however, also made 
use of wool and sometimes 
cotton remnants. In spite of 
the humble fabrics, the 

makers almost invariably 
embroidered the seams with 
a decorative "briar" or 
"feather" stitch which links 
their works to the highly 

embellished quilt surfaces of 
the late nineteenth century. 

ffl etween 1900 and 1920 
1:.1 many South Carolina 

quiltmakers employed the 
medium of embroidered 

crazy patchwork to create 
documents of family history. 
The fabrics of these quilts are 

typically dark woolen rem
nants. Names of family 

members, important dates, 
and pictures of significant 
items are embroidered upon 
the patches. Sometimes, 
however, the birthdates of 

family members, recorded in 



adulthood are often mis
taken for the date the quilt 
was made. Most often family 
history quilts are begun and 
completed within a short 
period of time, but some
times the maker or her heirs 
continued to add new infor
mation to the quilt for many 
years. In 1912 Ella Dendy 
Doyle of Seneca made a quilt 
for her young daughter Ida 
Beth. She recorded the 
names of the child's parents 
and cousins, the animals on 
their farm and several sig
nificant family dates. 

ra, uilts are often viewed 
~ as symbols of human 
relationships and crazy 
quilts are no exception. 
Women, and some men, 
have often created quilts as 
gifts for loved ones. The 
economic depression of the 
1920s and '30s created hard
ships for families in South 
Carolina as in most of the 
country. Women often 
lacked resources to purchase 
gifts and special items for 
their children and grand
children, but many of them 
pieced together quilts as gifts 

which represented both 
physical and emotional 
warmth. 

R lthough all types of 
liJII quilts were appropriate 
for gifts, many makers con
sidered crazy quilts 
especially desirable as gift 
quilts, probably because of 
the earlier association of this 
style with elegant fabrics 
and fancy needlework. 

r.11 line Reynolds, of 
liJI Darlington County, 
made quilts for all of her 
nieces and nephews. She 
had access to an abundance 
of irregular scraps of cotton 
and rayon for the front, and 
instead of purchasing a large 
piece of plain fabric for the 
backing she thriftily pieced a 
crazy patchwork back as 
well . 

m innie Bell Wood, of 
D!J Arcadia, made an 
unusual crazy patchwork 
housecoat for her grand
daughter's tenth birthday. 
Made of sewing remnants, 
the sturdy robe has been 

used by three generations of 
girls in the owner's family. 

~ ther quiltmakers, out of 
~ necessity or thrift, have 
used the idea of the crazy 
quilt to create truly util
itarian bedcovers. Quilts of 
this type are more likely to 

Robe by Minnie Bell Wood, 
Arcadia, Spartanburg County, 
1934 (SPA-28) 
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Detail, Quilt by Vida Kennedy, 
James Island, Charleston County, 
ca . 1951 (CHA-22) 
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include a wide range of sizes 

of patches, may include 

recycled clothing, especially 

such heavy fabrics as pant 

legs, and are less likely to be 

embroidered. The combina

tion of durable and fragile 

fabrics within a quilt often 

has led to uneven wear, and 

it is not unusual to find a 

utilitarian crazy quilt in 

which some fabrics are com

pletely disintegrated and 

other fabrics are still sound. 

D n spite of the avail

ability of printed quilt 

patterns during the mid

twentieth century, some 

quiltmakers still choose to 

construct crazy patchwork. 

Since there are no "patterns" 

to follow, each maker 

invents her own rules for 

which fabrics will be 

included, how big the vari

ous components will be, and 

how she will embellish the 

patches. 

m ida Kennedy, of James 

II.I Island, created blocks 

for her quilt, some of which 

are variations of the popular 

"log cabin" construction 

method. The process of 

exploring variations on a pat

tern within one quilt is often 

seen as one characteristic of 

the quilts made by black 

American quiltmakers. 



Quilt by Aline Reynolds, Darlington 
County, c. 1930 (DAR-3) 
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Detail, Quilt by Corrie McAllister Richardson, 
Ninety Six, Greenwood County, 1887 (GRN-5) 
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ffl uring the beginning of 
Ir.. the current quilt revival 
in the early 1970s, crazy 
quilts were still derided as 
"cluttered, incoherent, ... 

practically useless as a cover 
and impossible as design."16 

This expression is a con
tinuation of the Colonial 
Revival predilection for the 
clean lines and straightfor
ward simplicity of calico 
patchwork as well as a reflec
tion of our contemporary 
design preferences. The 
authors of early twentieth

century books on quilting 
felt so strongly that crazy 
quilts were inferior to con
ventional pieced work that 
they barely mentioned the 
style, though it preceded 
their publications by only 
two or three decades. 

D t has been only within 
the last ten years that 

quilters, collectors, and other 
enthusiasts have come to a 
full appreciation of crazy 
quilts. Instead of dismissing 
them as frivolous anach
ronisms of late Victorian 
excess, we can now both 
explore their "infinite vari
ety" and understand them as 

artifacts with a complex and 
fascinating history. 
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Quilt by Mary Elizabeth Brady 

Wiltberger, Rich/and County, ca 

1890 (RIC-104; 
' · 

Courtesy of The Charleston Museum. 
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