Averil Colby
1900–1983

“Possibly this book may be the means
of finding unknown work . . . and perhaps the patterns,
and in many cases the humour, of the best work we possess
may stimulate the present generation to do likewise
for the future ones. I hope so.”
—Averil Colby, Patchwork (1958), p. 9

Averil Colby was inducted into the Quilters
Hall of Fame at the Continental Quilting
Congress in Arlington, Virginia, on
October 15, 1980. Courtesy of the Quilters’
Guild of the British Isles

by Tina Fenwick-Smith

A

veril Colby was the eldest of three girls and two boys,
whose father was a North Country doctor in Yorkshire,
England. As a young woman, she was educated at Cheltenham
Ladies College in Gloucestershire and then studied horticulture
at Studley Agricultural College in Warwickshire from about 1917
to 1920. On leaving college, she teamed up with a fellow graduate
and together they rented the Old Court House with forty acres
in Somerset County in the West of England. This smallholding
supported a milk delivery route with a pony and cart and a butterand cheese-making enterprise.
For about ten years, Averil enjoyed country life, transforming
the Old Court House garden from a wilderness into a spectacle of
great beauty. In the early 1930s, there was a parting of the ways, and
Averil moved to live with her widowed mother in North Devon
and then Hampshire, but she yearned to return to the Old Court
House. Her brother Richard remembered, “She was never happier
than when her fingers were delving in the earth tending her plants.”
Averil joined the local branch of the National Federation
of Women’s Institutes, where she became involved in making
a group quilt and quickly became hooked on patchwork. Averil

and patchwork were made for each other, as her natural flair and
horticultural training had sharpened her designer’s eye.
After a short time, Averil returned to the Old Court House,
the home she so dearly loved. With just a spell in the Women’s
Land Army during World War II, when she filled in for farmers
who were off to war, she was able to spend the rest of her life in
this much-loved home.
Having set the stage, what of her as a person? Her stern
Yorkshire upbringing meant that Averil did not suffer fools
gladly. She was immensely practical, full of common sense, and a
marvelous cook. When her youngest brother stayed with her, they
took in turns cooking, she teaching him.
She had a warm personality and enjoyed her many nieces and
nephews, who had great affection for her, assuming the role of
grandmother after her own mother died. She was fun to be with,
a lively, energetic little lady who took her family completely by
surprise when, at nearly sixty, she took up writing. Batsford, a
London publishing firm, asked her to write a book on patchwork,
since up to then nothing had been published in such depth on the
subject in England.

Hexagon Banner | Maker of pieces unknown; assembled by Averil Colby | 1960 (assembly date; pieces created circa late nineteenth or early twentieth
century) | 353⁄8 × 70¾ inches | Silk, satin, velvet; hand-pieced. This banner was made from 81 hexagons of silk and satin stars joined together by brown velvet
lozenges, mounted on a pole with a silk cord for hanging. The hexagons are hand-pieced, and the papers are still intact. The banner is finished on the back with a coarse
netting. © The Quilters’ Guild of the British Isles
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She was emphatic that quilts were for use and should always
be washable. Equally emphatically, the right fabric for the job was
of great importance to her. The contents of her scrap bag spanned
nearly two hundred years, so that when she was asked to dress
a nineteenth-century doll’s bed, she could use a fabric of the
appropriate date and suitable small design.
Rosettes, swags, trails, and wreaths of flowers, all executed in
hexagons, some as small as one-half inch across, are the hallmark
of Averil Colby’s patchwork. Background also played a great part
in her quilts. Instead of using a plain white background, she cut
hexagons from a wide variety of white fabrics, such as dimities,
Patchwork by Averil Colby
was published in 1958
and was an early book on
the quilts of Great Britain
and Canada.

A tireless researcher, she traveled throughout the country
looking for material for her books. Her first book, Patchwork,
published in 1958, described the early history of quilts. The use of
all the geometric shapes, other patterns, and different techniques
of appliqué are discussed, as well as the importance of design and
color placement in quilts. A chapter is given to finishing, in which
she points out that “however well the patchwork is executed, the
whole can be spoilt by a bad finish.” The illustrations of quilts dating
back to 1708 were gathered from museums and private individuals.
Since its publication, Patchwork has been reprinted many times.
Four other books by Averil Colby followed: Samplers (1964),
Patchwork Quilts (1965), Quilting (1971), and Pincushions
(1975). Patchwork Quilts included detailed documentation of
thirty-three quilts, describing their origins and characteristics,
with instructions. A reviewer of Patchwork Quilts in a British
newspaper called Averil “a Virtuoso of Patchwork” and “Britain’s
main authority,” but “the odd thing is that once she could not sew,
and even now she seems surprised by her own knowledge and
finds it rather funny: ‘I’m really only a farmer, you see.’”
It is in her book on pincushions that her sense of humor is best
shown. Her brother remembered, “She liked to sit in the evening,
never still, always working at something and often suddenly a
pincushion would materialize from scraps of fabric that were to
hand.” Quite often, departing guests would be presented with a
pincushion that had been made while they sat and chatted.
Averil Colby was a meticulous worker and abhorred slovenly
work. Although she maintained that she could not sew before she
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Averil Colby

Averil Colby meets Queen Elizabeth, the Queen Mother. The date and place of this
encounter is unknown. Courtesy of Richard Colby and the Quilters’ Guild of the British Isles
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Averil Colby paper-pieced the six 1-inch hexagons and the two tiny 3⁄8-inch
hexagons in the center. On the right, we see the back of the same hexagons,
showing the basting stitches. Collection of the Quilters Hall of Fame

became hooked on quilts, excellence in needlework was part of
a girl’s education in the days of her youth. Feeling that quilting
is a craft demanding greater needle skills than she possessed,
she never became a quilter. Her work, usually without batting,
employed only a little quilting around some of the blocks to unite
the two layers and invariably relied on discreet knotting.

piques, twills, and sateens, to construct the background. This gave
the finished quilt a vivacity and richness that was both subtle and
extremely pleasing.
She might have remained an unknown enthusiast but for
Muriel Rose, the Craft Officer to the British Council, who borrowed
some of Averil’s work for an exhibition of English needlework to
travel abroad. As well as promoting the work of leading craftsmen
and craftswomen, Muriel Rose was instrumental in revitalizing
patchwork and quilting in Wales. Orders were taken at her shop
in London and passed through the Rural Industries Bureau to the
Welsh quiltmakers. It is thought that Averil executed designs for
several of these orders.
She was a frequent visitor to the American Museum in Britain
at Bath, to evaluate quilts new to the museum’s collection or to
research quilts for one of her books. Honoree Shiela Betterton,
until recently the Keeper of Textiles at the museum, was Averil’s
friend for many years.
Averil Colby remained a faithful member of the Women’s
Institute, working diligently at local and district levels to promote
patchwork and quilting crafts. From 1956 to 1961, she was
chairman of the Handicrafts Committee, where she arranged
classes and organized exhibitions on a national scale. With her
substantial designing ability and very high standard of execution
skills, she made an excellent judge.
In 1979, Averil Colby was named the first honorary member
of the Quilters’ Guild of the British Isles and was inducted into
the Quilters Hall of Fame in 1980. She kept the engraved box she
had received when inducted on a table beside her favorite chair,
with her cat, Hobo, a onetime stray who had somehow lost his tail,
sitting nearby. She died just three weeks short of her eighty-third
birthday, on January 5, 1983.

Colby, Averil. Patchwork. London: Batsford, 1958.

Blue Diamond Honeycomb Coverlet | Designed by Averil Colby,
pieced by many hands | 1959 | 84 × 106 inches | Cottons; lined with
white calico and tied. This quilt is pictured and described in Averil Colby’s
Patchwork Quilts: “The coverlet was made in the traditional manner by a number
of workers, from the Somerset villages of Broadway and Horton, each being
responsible for sections made in their homes—the double rosettes, small triangular
units, and strips of white and dark blue pieces, were so prepared . . . the edges are
finished with a red covered piping cord.” © The Quilters’ Guild of the British Isles

———. Patchwork Quilts. London: Batsford, and New York: Charles
Scribner’s Sons, 1965.
———. Quilting. New York: Charles Scribner’s Sons, 1971. London:
Batsford, 1972.
———. Samplers. London: Batsford, 1964.
———. “Two Early Nineteenth-Century Bedspreads.” America in
Britain Bath, England: American Museum in Britain, 1969.

Averil Colby
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Ruth Finley
1884–1955

“Yet there is a living reason
for all that human fingers create. . . .
Quilt names tell the story
of both the inner and outer life
of many generations of American womanhood.”
—Ruth Finley, Old Patchwork Quilts and the Women Who Made Them (1929), pp. 7–8

Ruth Ebright Finley was inducted into the
Quilters Hall of Fame at the Continental
Quilting Congress in Arlington, Virginia, on
October 27, 1979. Courtesy of William and
Margaret Dague

by Virginia Amling

R

uth Finley secured her reputation as a recognized
authority in the quilt world with the 1929 publication of
her book Old Patchwork Quilts and the Women Who Made Them.
To the present day, this work is a popular resource for authors
and quilt researchers, due largely to its detailed descriptions and
pattern diagrams, along with nearly one hundred photographs
of quilts and fabrics. Its folksy narrative style gives it a
personal appeal.
Ruth was born September 25, 1884, into the socially
prominent and well-educated Ebright family of Akron, Ohio.
Her father was Dr. Leonidas S. Ebright, a physician who served
at various times as surgeon general of Ohio, a state representative,
and Akron’s postmaster. Her mother, Julia Bissell Ebright, was a
graduate of Oberlin College, the first American college to grant
degrees to women. Julia’s family, with seventeenth-century roots
in Connecticut, had two state governors in its lineage.
Ruth used her background advantages as an embarkation
point for her own intellectual pursuits and creative undertakings.
Lovina May Knight, a family friend of the Ebrights, described

Ruth as a young woman who possessed an attractive combination
of good health, strength, and femininity, with a perceptive wit and
a sense of fun.
In 1902, Ruth enrolled for one semester at Oberlin College
in Oberlin, Ohio, and then transferred to Buchtel College (later
the University of Akron), where she completed only two terms.
Instead of finishing her formal education, she spent a year
touring the western United States, writing stories and poems as
she traveled.
Her journalistic career began in August 1907, when she
accepted a job as cub reporter with the Akron Beacon–Journal.
She rose through the ranks as society editor, music critic, and
special interviewer, earning her first byline when she secured
a rare interview with Mrs. Henry Ford. By the time she left the
newspaper in 1910, she had become editor of its women’s page.
She then moved to Cleveland for a job as feature writer for
the Cleveland Press. In 1910, her career began to blossom when
she assumed the pen name of “Ann Addams” and went undercover
to report on the harsh working conditions of women in factories

Liberty Medallion Quilt | Made by Elizabeth Hobbs Keckley (1818–1907), Washington, D.C. | Circa 1870 | 85½ × 85½ inches | Silks; pieced,
appliquéd, and embroidered. This quilt was in the collection of Ruth Finley. The maker, Elizabeth Keckley, a former slave, was both dressmaker and confidante of President
Abraham Lincoln’s wife, Mary Todd Lincoln. The quilt is believed to have been made from fabric used in dresses worn by Mrs. Lincoln. According to Ruth Finley, the quilt was
“a personal gift from Mrs. Keckley to Mrs. Lincoln, who used it as a counterpane on her bed at the White House.” Kent State University Museum, gift of Ross Trump in memory of his
mother, Helen Watts Trump (1994.79.1); Photo courtesy of the University Archives and Records Center, University of Louisville, Louisville, Kentucky
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Roosevelt Rose, designed by Ruth Finley, was illustrated in Good
Housekeeping, January 1934. Courtesy of Merikay Waldvogel

Old Patchwork Quilts and the
Women Who Made Them by Ruth
Finley was one of a few books on
quilts written during the first half
of the twentieth century in the
United States.
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Ruth Finley

and households. During this time, she also wrote poems, fiction
serials, and short stories for the paper. She met her future husband,
Emmet Finley, also a reporter, while she was doing her investigative
writing. They were married August 24, 1910.
Ruth grew up with a knowledge of quilts through her
family connections. During her years as a newspaper writer and
editor, she began to collect antique quilts. From 1910 to 1919,
during the first years of her marriage in Cleveland, and after
the couple moved to New York in 1920, she would take little
motor vacations along the country roads of Ohio, Pennsylvania,
New York, and New England. When certain quilts hanging on a
clothesline caught her attention, she stopped at the farmhouse
and asked for a drink of water. With that simple entrée, she
elicited from the owners the pattern names and stories of the
quilts. Ruth sometimes purchased these quilts to add to her
growing collection.
Ruth also collected patchwork patterns, making diagrams and
identifying each by name. If more than one name was given to the
same pattern, she recorded all variants and eventually included in
her book the one she thought most appropriate. Her meticulous
research continued for several years, culminating in the book that
was to bring her lasting fame.
The writing of Old Patchwork Quilts and the Women Who
Made Them began in 1915 and ended in 1929, a fourteen-year
effort. The first quilt book published since Marie Webster’s
Quilts: Their Story and How to Make Them appeared in 1915, it
includes information on more than three hundred quilt patterns.
Her empathy for the women of the nineteenth century is evident
throughout the book.
There is no doubt that this book had a profound influence on
quilters and designers of the day, as well as on many who came
later. For example, Rose Kretsinger wrote to her asking for a pattern
of The Garden quilt. When Ruth replied that she had no pattern,
Rose designed her own, using only the black-and-white picture
in Old Patchwork Quilts. Several other excellent quilt makers also
made versions of The Garden, and three were selected as among
America’s 100 Best Quilts of the 20th Century.
Although not a quilter herself, Ruth did design one particular
quilt: the Roosevelt Rose, named in honor of President Franklin
Delano Roosevelt. In a 1934 article in Good Housekeeping, she
claimed she was reviving “a peculiar and paramount tradition—the
creation and naming of new designs in honor of events political,
economic, and social.” Photographs and descriptions of the quilt
portray it as “a rectangular wreath of fantasy flowers appliquéd in

gorgeous bas-relief. A great variety of brilliant calicoes were used
for the flowers of the wreath against a background of black sateen.
The quilt was lined and corded with lipstick red.”
Ruth’s husband shared her interest in collecting antiques,
but in 1916, the two discovered a heretofore unexplored
common bond—a keen interest in the occult. While waiting
for a snowstorm to subside, the two began playing with a Ouija
board. To their great shock and surprise, the board spelled out
messages from a young American soldier who had been killed
while fighting with the French Army in Alsace. Although they
first reacted with disbelief, they continued the activity through
much of 1917, with Emmet hastily jotting down the messages as
Ruth received them.
While their public careers flourished, Ruth and Emmet wrote
a book, Our Unseen Guest, published in 1920 under the pen names
“Darby and Joan.” They kept this facet of their lives a deep secret
in order not to jeopardize their careers or offend their families.
Until the cover-up was discovered by Lovina May Knight in 1990,
only their publisher and their little group of psychic friends shared
the knowledge of their true identities.
Ruth also received messages from “the other side” from
her friend Betty, wife of Stewart Edward White. Stewart wrote
a book called The Unobstructed Universe in 1940, based on
these communications. Following Stewart’s death, the Finleys
started writing Content of Consciousness, based on messages
from Stewart. Emmet became ill and died in 1950, leaving this
book unfinished.
Ruth Finley’s last known writing was the start of her
autobiography. Fourteen typewritten pages, with penciled margin
notes, are all that remain of this attempt. After a lingering illness,
Ruth died in Glen Cove, Long Island, New York, on September
24, 1955, the day before her seventy-first birthday. In 1979, Ruth
Finley was among the first group to be inducted into the Quilters
Hall of Fame.
An early feminist, Ruth Finley promoted quilting as women’s
folk art. Through her personal contacts with the quilters and
their stories, she recognized the importance of the art of quilting
in the lives of American women. In honoring quilters past, Ruth
created a work of lasting value. The patchwork quilts that she
thoroughly researched and meticulously described have provided
valuable historical information for generations of quiltmakers
and researchers. The frequency with which she is cited in recent
publications reveals the depth of respect still felt for her in the
quilt world.

Ruth Ebright Finley. Courtesy of William and Margaret Dague
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Rose Kretsinger
1886–1963

“Beautiful things appeal to the emotions and create
a sort of mental state of quiet and spiritual goodness. . . .
We might even liken the quilt to musical composition. It has its high
and low color tones, and its swelling and diminishing line rhythm;
all carrying the eye through a design composition.”
—Rose G. Kretsinger, The Romance of the Patchwork Quilt
in America (1935), pp. 261–262

Rose Good Kretsinger was inducted into
the Quilters Hall of Fame at the Continental
Quilting Congress in Arlington, Virginia, on
October 5, 1985. Courtesy of Mary Kretsinger
and Barbara Brackman

by Barbara Brackman

R

ose Francis Good was born in the small town of
Hope, Kansas, on November 29, 1886, and lived most of her
adult life in the larger town of Emporia, Kansas. Rose’s father
was a partner in Good & Eisenhower, a Hope dry goods store.
Shortly before Rose’s birth, Milton Good sold his share to David
Eisenhower, and when the new baby was a few weeks old, Rose’s
family returned to Abilene. David Eisenhower, who could not
make the Hope store profitable, moved two years later to Texas,
where he and his wife added a son, Dwight David, a future
president of the United States, to their family.
When Rose was in her teens, the family moved again, to
Kansas City, Missouri. Rose went to Chicago, where she received
a degree in design from the Art Institute of Chicago in 1908. After
spending a year studying in Europe, she returned to Chicago,
where she designed jewelry during her twenties.
In 1914, Rose Good retired from professional design and
moved to Emporia, Kansas, when she married a well-to-do
widower, William Kretsinger, who was an attorney and rancher
in his early forties. They raised two children, William and Mary

Amelia. Rose became an important figure in the clubs and
committees that formed the world of the women in her set.
Emporia considered itself more than a mere cow town or
railroad junction. It was the “Athens of Kansas,” a nickname
bestowed by William Allen White, Emporia’s resident sage. White
created a national image of his hometown as the small town, the
antithesis of urban, industrial New York City. The town became a
national symbol of front porch, Main Street values. White liked to
describe the town as egalitarian, but there was an upper class for
whom he edited his newspaper—“the best people of the city,” he
called them.
In 1926, during the Colonial Revival, Rose took up quilting
at the age of forty. She had inherited an antique bed and decided
to follow the magazines’ advice to cover it with a copy of an
authentic old quilt. Quiltmaking was also a form of therapy at
first. She found handwork consoling after losing her mother in
an automobile accident. Because her friends made such a fuss
over her quilt, she entered it in a fair, where, to her surprise, she
won the blue ribbon. Pleased with the success of her first effort,

Paradise Garden | Designed and appliquéd by Rose Frances Good Kretsinger, Emporia, Kansas | Quilted by an unknown quilter | 1946 |
94 × 94 inches | Cotton; appliquéd, stuffed, quilted. Rose Kretsinger designed and appliquéd this masterpiece, inspired by a quilt made in 1857 by Arsinoe Kelsey
Bowen, which was illustrated in Ruth Finley’s book, Old Patchwork Quilts and the Women Who Made Them. This was Rose’s last quilt. Courtesy of the Spencer Museum of Art,
University of Kansas, gift of Mary Kretsinger (1971.0104)
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she began a second, and over the next two decades produced a
remarkable group of quilts.
For her inspiration, Rose ignored commercial trends,
focusing instead on quilts of the past. The patterns and kits of the
day resulted in a predictable product, a quality Rose criticized.
“Women are depending more upon the printed pattern sheet to
save time and labor. These having been used time and again often
become very tiresome.” Rather than buying her patterns from
magazines, she found most of her ideas in old quilts, borrowing
family heirlooms from friends and sketching museum quilts.
Instead of using the new multicolored dress prints, she preferred
nostalgic calicoes and antique fabrics to give the old-fashioned
look she wanted.
The extraordinary success of Rose’s quilts lies in her reworking
of the old designs. With her design background, she knew how to
add drama with vivid colors and black accents, to add line with an
overlay of quilting and a scalloped edge, and to add sophistication
by reorganizing compositions, tightening up a wandering vine
here and filling in a blank space there. She finished her works of
art with bold borders. Rose’s unique combination of traditional
standards and modern design earned her local and national fame,
as she won prizes in contests from the Lyon County Fair to New
York City.
The Kansas City Art Institute mounted an exhibit of her
quilts in the early 1930s, and her national reputation grew with
the publication in 1935 of the book she coauthored with Carrie

American Quilt Renaissance:
Three Women Who Influenced
Quiltmaking in the Early
Twentieth Century featured
the work of Quilters Hall
of Fame honorees Rose
Kretsinger, Carrie Hall, and
Marie Webster. The catalog
was published in 1997 and
served as the catalogue for
an exhibition organized by the
Indianapolis Museum of Art
and the Spencer Museum of
Art, which traveled to Japan.

Hall, The Romance of the Patchwork Quilt in America. Rose’s
contribution was the section on the history of quilting, with
photographs and diagrams of antique and contemporary designs.
The Orchid Wreath, made in 1929, is her only truly original
design. When her daughter, Mary, asked for an orchid quilt to
match her bedroom décor, Rose found inspiration in an advertising
card she had seen at a soda fountain. Her other quilts, antique or
commercial patterns redrawn, proved to be showstoppers in the
national quilt shows of the 1930s and 1940s.
In the 1942 National Needlework Contest sponsored by
Woman’s Day magazine, her quilt Calendula won a second prize.
The first prize was won by Piné Hawkes Eisfeller of Schenectedy,
New York, for her variation of the heirloom medallion wreath
quilt called The Garden (see page 90), made in 1857 by Arsinoe
Kelsey Bowen and published in Ruth Finley’s Old Patchwork
Quilts and the Women Who Made Them. Second prize must have

Rose Kretsinger
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Orchid Wreath | Rose Frances Good Kretsinger, Emporia, Kansas |
1928 | 91¾ × 91¾ inches | Cotton; pieced, embroidered, appliquéd,
and quilted. When her daughter, Mary, asked for an orchid quilt to match her
bedroom décor, Rose found inspiration in an advertising card she saw at a soda
fountain. This quilt, Rose’s only truly original design, was selected for inclusion in
The Twentieth Century’s Best American Quilts. Courtesy of the Spencer Museum of
Art, Gift of Mary Kretsinger (1971.0094)

Pride of Iowa | Rose Frances Good Kretsinger, Emporia, Kansas |
1927 | 84¾ × 87½ inches | Cotton; appliquéd, pieced, embroidered,
trapuntoed, and quilted. This beautifully appliquéd quilt with graceful leaf border
boasts fine quilting and trapunto work of a lyre harp and feather motifs. The red,
green, and yellow reflect the color of the fabrics at the time Rose made this, but it
is a good early-twentieth-century reproduction of the red and green quilts, with four
large appliqué blocks made most often in Ohio but also elsewhere in the middle
of the nineteenth century. Courtesy of the Spencer Museum of Art Gift of Mary Kretsinger
(1971.0097)
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vexed Rose, for she wrote the terse criticism “Poor Design” under
the magazine photo of Eisfeller’s prizewinning Cottage Garden.
Rose then designed her own version, which she finished in 1946
and called Paradise Garden, the quilt many consider to be her
masterpiece. This quilt and her Orchid Wreath were selected by
a panel of experts for the exhibit America’s 100 Best Quilts of the
20th Century at the International Quilt Festival in 1999.
Emporia was an unusual place, where quiltmakers
developed a community aesthetic with high standards for design,
craftsmanship, and originality. Rose often displayed her quilts
in contests and exhibits, inspiring others to attempt their own
designs or to request her patterns. She communicated her design
ideas and craftsmanship by example, sharing patterns and assisting
other quiltmakers. With her talent, training, generosity, and
competitive nature, she was at the heart of Emporia’s exceptional
quiltmaking community.

Rose did not do the quilting on her work. Many women before
World War II hired professional quilters, a traditional division of
labor. The Kretsinger children remember their mother sending
her tops out to be quilted, although the quilters’ names have been
forgotten. It also seems apparent that Rose designed her own
quilting patterns and worked closely with the quilters.
Rose appliquéd most of her quilts between 1926 and 1932.
In 1940, she was widowed at the age of fifty-four, when William
Kretsinger died of heart failure. She began her last quilt, Paradise
Garden, shortly after his death. Rose died in Emporia in 1963 at
the age of seventy-six.
In 1949, Farm Journal magazine sold two of her designs,
Oriental Poppy and Old Spice, the only full-size patterns she
published. In 1971, her daughter, Mary Kretsinger, donated
twelve quilts made by Rose and two made by Rose’s mother to
the Spencer Museum of Art at the University of Kansas. Rose
Kretsinger was inducted into the Quilters Hall of Fame in 1985,
with her coauthor, Carrie Hall.
Rose Kretsinger’s quilts continue to inspire quiltmakers to
the present day. In 1992, the Wichita Art Museum and the Kansas
Quilt Project organized the exhibit Midcentury Masterpieces:
Quilts in Emporia, Kansas, which featured the appliqué work
of Rose Kretsinger and her Emporia friends. In 1998, her quilts
toured Japan and were featured in the publication American Quilt
Renaissance: Three Women Who Influenced Quiltmaking in the
Early 20th Century, along with the work of honorees Carrie Hall
and Marie Webster.

Rose Kretsinger
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