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Design in Ireland report



Kilkenny Design Workshops are often thought
of as having been established on the
recommendation of the Scandinavian Design
Group, the team of design experts who visited
Ireland in the spring of 1961 on the invitation 
of Córas Tráchtála Teo (CTT). They were 
not. The creator of the workshops was 
Mr W H Walsh, then general manager of 
CTT. The idea, breathtakingly ambitious as 
it seemed, to convert an abandoned stables
turned grainstore into an internationally
recognised design centre was his. It is 
doubtful if anyone else could have done it.

Mr Walsh had recognised early the importance
of design for Irish manufacturers and the
urgent need for improvement in design
standards if exports were to prosper. However,
official design promotion was the responsibility
of the Arts Council since its establishment in
1951. Reflecting the view of design as applied
art, the Act defined “the arts” as “painting,
sculpture, architecture, music, drama, literature,
design in industry and the fine arts and applied
arts generally”.

The Arts Council responded to its brief by
holding a series of design exhibitions, by
awarding premiums for design and helping

establish the Design Research Unit of Ireland
(an offshoot of DRU in London). However,
despite its best efforts, the Council was not
equipped to build bridges to industry and in
October 1960, at the direction of Taoiseach
Seán Lemass, ceded responsibility for design
promotion to Córas Tráchtála. This was 
later confirmed in the Export Promotion
(Amendment) Act of 1967 which empowered
CTT to:

(a) promote, assist and develop Irish industrial
design and the improvement of the standard
thereof

(b) advise the Minister on matters affecting or
in any way connected with the promotion,
assistance or development of Irish industrial
design or improvement of the standard
thereof

Armed with this mandate, Mr Walsh moved
fast. He immediately established a design
section within CTT, which became my
responsibility, and undertook an active
programme of promotion directly to industry,
involving the payment of cost-sharing grants
towards the employment of designers. (Ireland
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David Wilson, Lamont & Sons,
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workshops were opened by Dr P J Hillery, then Minister for
Industry and Commerce, in November 1965. It was a struggle 
to get to this point, particularly when dry rot was discovered in
the main building, and several times the project was in danger.
The support received from the Department of Industry and
Commerce, in particular from the Secretary, J C B McCarthy 
and John Donovan, was vital in ensuring its survival.

The development of the workshops is chronicled elsewhere in
this catalogue. The astonishing quantity and quality of its output
is illustrated in the exhibition. However, mention should also be
made of the huge change in the environment in which Kilkenny
Design operated, in large measure brought about by its activities.

The workshops were set up at a time when good modern design
was a rarity, when handicraft was dying, and when education 
for those wishing to become designers was clearly inadequate.
Today, it is possible to find well-designed Irish products in most
areas of manufacture. Where it is not, it is not because of a lack
of design skill but of inability to compete with low-cost imports.
There is a flourishing handicraft/small industry sector. A self-
sustaining design community, with trained and confident young
designers, is capable of meeting all the needs of government,
industry and commerce. The quality of Irish design is recognised
overseas and the work of Irish designers included in museum
collections.  

The breakthrough in design education had to wait until the 
CTT-organised Industrial Design Education Seminar in Killarney 
in 1970. The following year a Bill was introduced by the
government to reconstitute the National College of Art as the
National College of Art and Design. Today, there are a dozen
third-level institutions offering courses in design which
experienced outside assessors have adjudged to be up to

international standards. From the perspective of 50 years’
involvement in design, this transformation is nothing short 
of miraculous.

Of course, Kilkenny Design was not directly responsible for 
all of this but with CTT and Design in Ireland it opened a door
and started a process which, step by step, led to two Design
Councils, the establishment of the Crafts Council of Ireland, the
National College of Art and Design Act, and the setting up of the
Society of Designers in Ireland (now the Institute of Designers in
Ireland).

The vital contribution of KDW was to set standards. Not just in
design, where performance was monitored by a panel of experts
from Ireland and abroad, but in packaging and presentation,
retailing, and even in the culinary arts. Mr Walsh was a
proponent of excellence and an implacable foe of the “sure 
it’ll do” strain of Irishness. KDW pioneered modern silverware,
home furnishings, industrial design for high technology products
and book design awards. Many independent designers and
craftspeople got their start at Kilkenny Design. It was part of the
style of the 1970s and its influence was often oblique. It helped
Kilkenny rediscover itself through its Arts Week. It was
responsible for enormous favourable publicity abroad.

It is right that Kilkenny Design Workshops should be the subject
of an exhibition. It was an extraordinary institution and one which
made a contribution quite disproportionate to the resources
expended on it. The government’s investment has been returned
tenfold in terms of altered attitudes, increased competitiveness
in industry and heightened awareness of the environment. 
The restored Ormonde stables alone are an enormous asset.

It was a magic place and I am glad to have been a part of it.   
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was the first country in the world to do this, and in 1985 the
Society of Designers in Ireland repaid a debt by conferring
Honorary Life Membership on Mr Walsh stating that, “No one
has done more to advance the status of design and designers in
this country”.) These grants were supported by a consultancy
service to identify suitably qualified designers, many of whom
came from abroad, and a series of exhibitions directed to
different sectors of industry.

Mr Walsh’s next big idea was the survey by the Scandinavian
Design Group in 1961. My role in this was to plan itineraries for
the three Danes, the Swede and the Finn who made up the
group and to prepare their report. Design in Ireland was
published in 1962 and provoked fierce controversy for which I
must accept a lot of the blame. Inexperienced in such matters, I
interviewed the five members of the group and where possible
transcribed their views in their own words. The result was what
Desmond Fitzgerald, Professor of Architecture at UCD, called “a
very peculiar document” but also one with an authenticity and
force not often found in official publications. The authors were
extremely critical of standards of design in Irish industry and
commerce, and in education found that “none of the institutions
which we saw or heard of provided an education for designers
which we consider adequate”. Many resented the criticisms
levelled at Irish products, education and postage stamps but
those who had been championing the cause of better design 
for years cheered the breakthrough that the report seemed 
to represent. More importantly, although the survey was
necessarily limited, it gave international endorsement to the
Walsh analysis and programme.

Following publication of the report, attention turned on how 
to follow through and build on the momentum generated. 
The Scandinavians had cautioned against the premature
establishment of a design centre on the British model. They
recommended the establishment of an Irish Institute of Visual
Arts as a central promotional and educational vehicle, which
would in due course lead to the formation of a new Irish School
of Architecture and Design. A building would be required to
house this and Mr Walsh, never one to do things by halves,
decided that Mies van der Rohe should be invited to design 
it. They met in Chicago and my understanding is that Mies
accepted the commission in principle. One of his assistants was
dispatched to Dublin to look at sites and as I recall favoured the
Phoenix Park! Matters, however, took a different course.

Norway had not been represented on the Scandinavian Design
Group and when an invitation to visit there to look at a design
project arose, it was deemed diplomatic to accept. A delegation
led by Mr Walsh and consisting of the director of the Arts
Council, Fr Donal O’Sullivan, the architect, Niall Montgomery,
and myself as the junior member of the party, travelled to Oslo
to meet a man called Per Tannum and view some workshops he
had established in the Old Town of Fredrikstad on Oslo Fjiord.

Tannum turned out to be a larger than life character, a furniture
retailer by profession and a design promoter by vocation. In the
face of many difficulties, he had established a design community
in Fredrikstad with self-sustaining production units for furniture,
woven and printed textiles, precious metals, ceramics and
ironmongery. Each workshop made articles for sale and also
undertook commissions for Norwegian industry. As we tramped
around Fredrikstad and lunched at an excellent restaurant that
was part of the project, the idea of the workshops was born. 
On the plane back to London, Mr Walsh instructed me to look
for a suitable location within 50 miles of Dublin.

I was engaged on this task when Mr Walsh ran into Percy le
Clerc, Inspector of National Monuments at the Office of Public
Works, and told him what he was about. At once, le Clerc asked,
“Have you thought of the Ormonde stables at Kilkenny?” 
Mr Walsh had been to school at Kilkenny College so he knew
exactly what le Clerc was talking about and, despite it being
more than the stipulated 50 miles from the metropolis, decided 
it must be investigated.

I will never forget that first visit. At that time, the stables had
blind arches that faced the abandoned castle demurely and gave
no hint of the glorious courtyard within. As we stood in that
space and looked around at the beautiful stonework and the
elegant proportions of the doors and windows, one was struck
not by the dereliction, because although the paths were
overgrown the buildings had been maintained, but by the silence
and the sense of something waiting to happen. The Ormonde
stables were about to awaken from a long, long sleep. I thought
then it was a magic place where wonderful things could happen
and I was not disappointed.

Of course, the stables and the workshops were made for each
other. Once the decision was taken to locate in Kilkenny, there
was an urgency to move ahead with the project and to show
results. The most important task was to convince industry of 
the utility of good design and KDW would have to do this by
demonstrating it in the context of individual firms’ production up
to the stage of prototyping. However, the focus would not be
narrow. In his foreword to Design in Ireland, Mr Walsh had
written, “Good design is an undeniable necessity to the growth
of our export trade, but standards cannot be raised for export
goods only. The factors which determine the quality, good or
bad, of the designs we produce are deeply rooted in our homes,
our schools, our shops, our historical traditions, our whole way 
of living”.

The very first activity in the still unrestored workshops was a
textile seminar conducted by Professor Edna Martin from the 
Art and Design School in Stockholm. The first employee was
Michael D Hilliar, a young silversmith from County Down. Others
followed and when a sufficiently large collection of designs
based on the potential of Irish industry had been built up, the

2
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In early February 1962 the Irish newspapers
were full of indignant references to “invading...
Norsemen”

1
and “Godless Scandinavians”.

2

The furore had been caused by the publication
of a report by a group of Scandinavian
designers invited the previous year to conduct
a survey of the state of design in Ireland by
William H Walsh, general manager of Córas
Tráchtála Teo (CTT/ The Irish Export Board).

On the day the Design in Ireland report was
published, 3 February, it was described as 
a “bombshell” by Senator E A McGuire,
president of the Federated Union of Employers,
in an interview with the Irish Press. The painter
Sean Keating, a professor at the National
College of Art, said in the same newspaper 
that it should not have been given to the 
press but seen only by those who requested 
it. Such responses were hardly surprising: 
the Scandinavian Group had been highly 
critical of design education in Ireland.

The five Scandinavian designers who spent
over two weeks in Ireland in April 1961 had
impressive credentials. Kaj Franck was head 

of design at the Arabia ceramics factory in 
Finland and art director at the Finnish School 
of Industrial Arts. He was joined by Åke Huldt
who had been involved with a 1956 Irish 
design exhibition and was director of the
Swedish Design Centre, Svensk Form. 
Three colleagues from the Royal Academy 
in Copenhagen joined them: Erik Herløw, an
architect and professor of industrial design;
Gunnar Biilmann Petersen, professor of graphic
design and typography; and Erik Christian
Sørensen, professor of architecture. 

Paul Hogan of CTT’s Design Section arranged
for them to visit the few studio potteries 
and ceramic factories that were in existence,
textile, carpet and glass factories, small
weaving and tweed producers and colleges 
of art, technology and architecture around 
the country. The subsequent report, Design 
in Ireland, or the Scandinavian Report as it 
was more generally known, was to cause
controversy and debate regarding design
education, reform and adaptation in Ireland 
for the next ten years.

5

The Scandinavian
Group and the 
Design in Ireland
report 
Joanna Quinn

1 Irish Independent, February 15 1962, p 10. 
2 Turpin, John (1986), ‘The Irish Design Reform Movement of the 1960s’, Design Issues, vol 3, part 1, p 12.

Left: Male and Female
candleholders, cast iron, 
Oisín Kelly, Waterford
Ironfounders, 1967.



While the report was not generally positive
about Irish design, it did make exceptions,
principally in textiles. The Scandinavians were
most impressed with the Donegal tweeds and
hand knitted sweaters of “traditional design”
which had been promoted by Muriel Gahan 
and the Country Shop in Dublin since 1930.
Waterford Glass was severely criticised, an
unpopular element, as its revival had been
viewed as a success. Established ceramic
factories such as Arklow did not fare much
better. Overall, Irish design was considered 
to be derivative and over decorated. The art 
of Early Christian Ireland was considered to 
be a suitable inspiration for the development 
of a new Irish design style, although the
excesses of Celtic interlace were condemned.
An especially detailed study was made of 
Irish stamp design. This was partly because
Petersen was too ill to travel around Ireland and
was left behind in Dublin where he took over
the critique of Irish stamps.

John Turpin, called the Design in Ireland report
“a manifesto for modernism in design”. While
the Scandinavians’ own tastes are evident in
the report, the Group counselled against the
adaptation of Scandinavian design:

indeed we would strongly advise against
the unqualified transplantation of features
from Scandinavian countries to Ireland,
even if such action would have passing
economic benefits. We feel that the
result of such an approach would be 
to kill what can be saved and what still
exists of the original Irish values and
culture, and stifle the opportunities

which the present situation seems to
offer.

They also criticised the idea of “design 
for export” which is how the necessity for
improvement in design had originally been
presented by CTT. Successful design for home
markets would lead to successful design for
export: “The Scandinavians designed and
manufactured work for Scandinavians and 
the ultimate export success depended on this
outlook.”

4
Perhaps this is due to a confidence

in their own design, which the Irish did not
have at this time. 

Members of the Scandinavian Group continued
to have connections with Ireland after the
publication of the report. Franck worked with
the Arklow pottery factory in 1962 and a staff
member at Arklow travelled to Finland to gain
work experience at Arabia. Åke Huldt became 
a ‘godfather’ to KDW and visited often. Erik
Herløw and Erik Sørensen became design
advisers to CIE and Gunnar Biilmann Petersen
put together an exhibition of contemporary
Japanese applied art for CTT called ‘Tradition 
in Modern Japanese Production’ which opened
in Copenhagen in 1962 and Dublin in 1963. 
He also worked on prototypes for souvenir
ashtrays with clay supplied by the Shanagarry
Pottery in east Cork. Unfortunately, the Irish
clay was not suitable for what Petersen was
attempting and the project was abandoned.
Paul Hogan had hoped to get production of
these ashtrays started in the wake of the
publication of the report, serving as “a silent
illustration of our views”.

5
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CTT regarded the lack of suitable education 
for designers as a major stumbling block to
industrial development and stated in its 
1960/1 Annual Report:

A formidable stretch of leeway has to 
be made up if any real progress is to 
be made of the firms producing textiles,
ceramics, furniture, printing, shoes,
carpets, souvenirs to name a few
obvious items… We have helped to
locate design artists for individual firms
and some particular problems have been
solved or partially solved. It has become
clear however, that this question 
cannot be tackled as a succession of
unconnected problems. It involves the
education and the focussing of public
attention on the whole subject.

The Design in Ireland report suggested
methods for tackling design education which
included the setting up of a joint architecture
and design school which would have close 
ties with industry. The immediate import of
designers was necessary as a short term
answer to the lack of designers in Ireland.
While the recommendations on education 
were not implemented, they contributed to 
the debate which carried on into the 1970s.
Design education was the responsibility of 
the Department of Education and for various
reasons the development of design courses 
did not proceed at the pace which had been
envisaged. Eventually, a course was started in
1976, organised jointly between the National
College of Art and Design and the National
Institute of Higher Education in Limerick.

John Turpin, an academic writing 20 years later,
recognised the conflict between the go-ahead,
capitalist modernism of the Department of
Industry and Commerce in favouring design 
and the traditional, cautious conservatism 
of the Department of Education, which 
was not convinced by the case for thorough 
reform in design education. However, he also
commented, “the main value of the report 
was not in the evidence it collected or its
recommendations, but in its exposure of Irish
design to the shock of international comment”.

3

The day the report was published an editorial in
the Irish Times warned, “A great many people
will be surprised and annoyed by the report…”
while the paper’s art critic declared:

The findings are devastating… without
much difficulty one can read a desire on
the part of these experts to let us down
as lightly as possible since there is
obviously little about which they can 
be optimistic. 

Cormac Mehegan, later to become a board
member of Kilkenny Design Workshops,
expressed his annoyance with both the Design
in Ireland report and the art critic in a letter to
the editor on 13 February, 1962:

Perhaps some useful purpose has been
served by the visit of the sombre and
serious men of Scandinavia. Your critic
seems to be impressed by their findings.
I, for one, am not! There is such an
ignorance of design in Ireland that there
is a danger that these people will be
accepted as prophets.    

6
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3 Ibid, p.11. 4 Córas Tráchtála (1962), Design in Ireland, Report of the Scandinavian Design Group in Ireland, April 1961, p 2.
5 Steen, Eljers (2000), ‘The Hunt for authentic tradition or how Irish applied arts were conceived in Copenhagen’, Scandinavian Journal of Design History,

vol 10, p 50.

Above: Headsquare (detail),
foulard silk, Pat Scott, KDW, 1969.



The mistaken belief that the Design in Ireland
report led to the setting up of Kilkenny Design
Workshops is documented in an internal
memorandum written at the Department of
Industry and Commerce, probably in the mid
1970s (the memo is undated) which explicitly
states this:

In 1961, Córas Tráchtála had set up a
special section to deal with design. 
From the beginning this design section
provided information and consultancy
services but its resources in its first few
years were mainly devoted to the setting
up of the Kilkenny Design Workshops
Limited (inspired by the Scandinavian
Report).

Yet there is no suggestion in the Design 
in Ireland report for the development of
workshops. The idea came from William 
H Walsh, inspired by his visit to the Plus
Workshops in Fredrikstad, Norway in 1962. 

Once Walsh had chosen the stables at Kilkenny
Castle as the location for the new design
project, architect Niall Montgomery (who 
had accompanied him to Fredrikstad) was

contracted for their restoration. The buildings
included a long straight front facing the Castle
with blind arches (later opened to become shop
windows), a long semi-circular building called
the Crescent enclosing the first courtyard,
behind which were small workshops enclosing
a second courtyard and a long garden back 
to the Castle’s dower house, Butler House.
Montgomery was later awarded a Silver 
Medal by the Royal Institute of the Architects
of Ireland and the project was given a National
Heritage Award. 

Design work began in Kilkenny Design
Workshops in 1963. An early promotional
brochure states that the project:

has been established by Córas Tráchtála/
The Irish Export Board, to provide a
design service for industry. Its aims are
to develop new products and to make
new designs available to existing
industries.

One of the first designs produced by the
Workshops was the double KK logo, designed
by the painter Louis le Brocquy who was on
the first Board, along with Sir Basil Goulding

9
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Left: KDW logo, Louis le Brocquy,
KDW, 1965.



advisory services generally, while KDW were to provide actual
designs and prototypes for industry in certain sectors. The
Workshops were established to give a physical and practical
dimension to CTT’s design promotion programme. As such, they
were unique at the time. Kilkenny Design Workshops were going
to promote good design by producing it.

11
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(business man, collector of modern art and a
future chairman of KDW), Paul Hogan, Donal
O’Sullivan (chairman of the Arts Council) and 
E A Maguire (president of the Federated Union
of Employers). 

In assessing the significance of the setting 
up of the Workshops and the work they
undertook, it is essential to consider the
economic climate in Ireland in the 1960s. Irish
industry was moving, or rather being pushed,
from the security of protectionism and tariffs 
in place since the 1930s, into the free market
of the European Economic Community which
Ireland attempted to join with Britain in 1961.
The French veto of Britain’s membership in
1963 stalled Ireland’s own application until both
were accepted in 1972. However, preparations
for the eventual entry to the EEC continued
through the 1960s. The Committee for
Industrial Organisation was set up in 1961 
and produced reports on 26 industries, none 
of which were felt to be ready for competition
and free trade. Aid was available to these
industries in the form of grants for design
consultancy, management training and
subsidised overseas sales and promotional
trips; however the take up on these was low.

6

Ireland’s economy was stagnant throughout 
the 1950s and into the 1960s. Consumers
either did not have the disposable income to
pay for relatively expensive but well-designed
goods or if they did have the money, the range
of goods available to them was limited because 
of protectionism. Factories generally did not
have trained designers and often copied
designs from Britain. The economic significance
of design was generally not understood by Irish
industry, which, if it thought about it at all,
equated it with styling and packaging rather
than product design and marketing. Adaptation
Councils, An Foras Forbatha and Regional
Technical Colleges were set up to assist
industry as it sought to adapt to the new
environment. Jim King, who had worked at CTT
in export promotion, and later became general
manager of the Workshops, credits Walsh with
being the first to promote the concept that
price and multiple production were not the only
competitive elements and that Irish industries
could use other strategies. 

The Workshops did not have the field to
themselves in the realm of design in Ireland.
CTT’s Design Section was responsible for
design promotion and for consultancy and

10
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6 Committee on Industrial Organisation (1965), Final Report, Stationery Office, Dublin, p 20.

Above: The stables before
renovation, 1962.

Above: The stables after the restoration.

Left: The front of the stables facing Kilkenny Castle

Below: The layout of the stables with the yards and
the Crescent building in the centre.



Early days – the 1960s

Kilkenny Design Workshops were officially
opened by the newly appointed Minister for
Industry and Commerce, Dr Patrick Hillery 
in November 1965 and a reception held in
Kilkenny Castle. It was the first time the 
Castle had been used in over 30 years. 

While the Workshops were to focus on 
design for industry the feeling, according 
to Paul Hogan, was that they “had to start
somewhere”. Following the Scandinavian
model which put artists, designers and
craftsmen into factories, a decision was 
taken to tackle craft-based design and 
design for craft-based industries initially.

The first annual report of the Workshops for 
the years 1965 and 1966 explains the focus 
on craft-based industries:

Consumer goods… such things as
textiles, clothes, furniture, carpets,
shoes and all types of leatherwork,
cutlery, glass, earthenware and china,
metalwork and jewellery, wallpaper,

sports goods, printed matter and a host
of others. These are the things in which
design plays a decisive part and on
which a country – especially a small
country – depends most heavily to
establish recognition for itself in world
markets.

William H Walsh left CTT to take over as chief
executive and chairman of the Workshops, 
with Jim King as the general manager. Kilkenny
Design Workshops received their first grant
from Córas Tráchtála, £72,896, in 1964. The
figure for 1965 was £75,000. KDW had an
operating surplus of over £50,000 in the first
year (1964) and over £40,000 in the second.
The greatest expenses in 1965 were running
the workshops, followed by salaries and then
travel. At this stage, the Workshops were
almost 100% financed by the grant.

The silversmithing workshop was the first 
to be opened, set up by Michael Hilliar in 
1963. It was soon joined by workshops for
candlemaking, ceramics, woodturning and
printed and woven textiles. The textile industry
embraced KDW and many companies such 
as Birr Fabrics, Robert Usher/Greenhills,
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Left: Teapot, earthenware, 
David Reeves, KDW, 1966.



Bertel Gardberg from Finland came to the
Workshops as head of 3D Design and Rolf
Middelboe, a Dane, was head of 2D design.
Gardberg was prolific and undertook designs 
in wood, wrought iron, silver and ceramics;
Middelboe mostly worked in printed textiles.
Bertel Gardberg was a huge catch for the
Workshops as he was an extremely well-
known designer who is credited with laying 
the foundations of the Finnish silversmithing
industry and whose work is now in the Finnish
Design Museum. 

One of the most frequent criticisms of the
Workshops is that they were staffed by
‘foreign’ designers who imposed their own,
mostly Scandinavian, influences on KDW 
and failed to create an ‘Irish’ sense of design.
“Anything that hasn’t got curly legs is regarded
as Scandinavian by certain people,” William H
Walsh said in an article in the Irish Press in
November 1969. He went on to show the
journalist a woven bedspread which had been
ordered by a Stockholm firm in five different
colours because of its ‘Irish look’. The
bedspread had actually been designed by 
a Swedish designer, Helena Ruuth. Walsh
relished the irony of the story.

Design magazine in 1967 referred to “a kind 
of Scandinavian undertone”, and advised that
the Workshops had to fight against the self-
consciousness and artiness that could result

from such a closed community. The
recruitment of designers from abroad was 
a necessity considering the lack of training 
for designers in Ireland at the time. 

A notable exception was the well-known
sculptor Oisín Kelly who gave up his teaching
post in St Columba’s School in Dublin and
worked as a part-time ‘artist-in-residence’ at 
the Workshops from 1964 until his death in
1981. He designed some of the items which
are perhaps most recognised as KDW products:
the Irish birds series, produced in Kilkenny until
the Workshops closed in 1988; the tea towels
with their Irish script and old Irish proverbs; 
and the St Patrick’s Breastplate which was
presented to Pope John Paul II on his visit 
to Ireland in 1979. Kelly travelled from Dublin 
each Monday morning by train and returned 
on Tuesday evening. Most of the staff at the
Workshops in this period remember his tea-
making on the gas ring in his little office 
in the Crescent buildings.

The painter and architect Pat Scott, who 
served on the Standards Advisory Panel for the
Workshops and on the Board for 18 years, also
designed textiles for KDW. His best known
designs are perhaps the rainbow rugs which
were produced in limited editions by V’soske
Joyce, based in Oughterard, Co Galway. 
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Lissadell Towels and Charles Gallen worked
with the KDW textiles department for years.
However, the early response from most
industries was not enthusiastic and in a bid 
to show industry (and government) what the
Workshops were capable of, a small exhibition
of products was held at the official opening in
1965. Soon, consumers wanted to buy the
objects being produced by the Workshops, 
and prototypes and the production output of
some of the Workshops were made available
for sale in 1966. 

Ministers often sent visitors who expected 
to see people working, bus tours were
becoming more common, and in a bid to 
limit the disruption caused to workshops, 
a demonstration area was set up in 1967,
where craftspeople could be seen using
traditional skills. This lasted only until the 
early 1970s as it was difficult to keep staffed
and still interfered with work.

The Dutch ceramic artist Sonja Landweer was
invited to the Workshops and worked there for
a year in 1965, after a six month period at the
Arabia factory. While at the Workshops, she
undertook extensive glaze testing and clay
research, most of which was unfortunately 
lost when she left. David Reeves, a ceramic
designer from England joined the Workshops
and did some work for the Arklow and
Carrigaline factories. This was the type of
cross-fertilisation that was expected between
art, craft and design and was the epitome of
the Scandinavian model. 

A young German, Rudolf Heltzel, was 
brought over to replace Michael Hilliar in the
silversmithing workshop and set it up with
training facilities for apprentices. “Training 
was needed to ensure the continuance of 
silver hollowware production in Ireland,” 
says Heltzel. Both Sonja Landweer and Rudolf
Heltzel continue to live and work in Kilkenny.
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Above: Seating designed by
Terence Conran, with upholstery
designed by Helena Ruuth and
manufactured by Birr Fabrics, at
Heathrow Airport in the 1960s.

Below: Ceramic designer David
Reeves with some of his work, 
c 1967.

Below right: Rolf Middelboe with
Michael Hogan and Michael
Maher, two apprentices in the
printed textiles workshop, c 1967.
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The middle period – 
the 1970s

The 1970s saw more work with indigenous
industries, the development of the industrial
design studio and the continuance of many of
the craft workshops including ceramics, silver
and metalworking and textiles. Jim Kirkwood
came to the ceramics department in 1971 
and undertook large scale projects for WMF,
Rosenthal and its Irish subsidiary Celtic
Ceramics in Kilrush, Co Clare and work for the
Belleek, Wade and Arklow ceramic factories. 

At the same time Niall Harper from Kilkenny,
came for a nine month training period and 
was succeeded by Jack and Joan Doherty 
who each started as pottery demonstrators
before becoming studio potters. They worked
separately and together, producing porcelain
jewellery in Joan’s case and little stoneware
and porcelain boxes with delicate cut out birds
in Jack’s. Together they won a gold medal at a
prestigious ceramics competition at Faenza in
1974 in the contemporary ceramic art category,
competing against well known British potters
John Maltby (who also won a gold medal) and
Alan Caiger-Smith. The Dohertys went on to 

win a gold medal at the 5th International
Biennale of Ceramic Art in Vallauris in 1976.
Their work was selected for exhibitions in
Canada and for the 1973 Craftsman’s Art
Exhibition in the V&A; as part of this exhibition,
their work was featured in Design magazine 
in February 1975. They were the only Irish
ceramicists in the exhibition. 

This juxtapositioning of design for industry with
a studio pottery and silversmithing workshop
which could produce prototypes and finished
products tended to confuse the public’s
perception of the role of KDW:

…the sight of craftsmen practising the
ancient arts of throwing pottery, weaving
textiles and beating silver. Perhaps this
image of handcraft which a casual 
visitor leaves with has been one of the 
most detrimental to grow up with the
Workshops, for the public does not 
see nor the social columnists record the
work which the KDW is carrying out for
industry behind the “folksy” façade’

7

Ireland was changing rapidly and the
Workshops finally had a chance to tackle their
primary aim – industrial design. Incentives were
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Damien Harrington, a young Irish graphic designer who had
trained in the Netherlands joined the Workshops to set up the
graphic design studio in 1968. He developed the P+T logo and
van design for the Department of Posts and Telegraphs with 
its distinctive marigold colour (not called orange for political
reasons) around this time. The bright colour was chosen after 
a couple of nights testing colours under street lights in Dublin 
to ensure that the P+T vans would be as visible as possible in 
a bid to reduce the number of accidents.

Mortimer O’Shea, who originally came to the Workshops on
secondment from Gaeltarra Éireann in Donegal, became head 
of textiles and remained in the Workshops until he retired.
Jenny Trigwell and Jenni Green were recruited by Pat Scott 
and William H Walsh from the Central Saint Martin’s College 
of Art and Design in London to the textiles department and
became known as the ‘Spinning Jennys’. Their printed textile
designs are also highly recognisable as KDW designs.

According to Mary Mullin, assistant to William H Walsh, there
was a deliberate attempt to recruit young designers with older
technicians who had experience in industry. The modellers 
and mouldmakers employed in the Workshops’ extensive
prototyping facilities had an immense effect on Irish industry
and craft as they were often ‘loaned’ to factories. Mike Dawson
who was trained as a ceramics modeller and mouldmaker in the
Workshops and went on to further training in Germany, spent
periods in three potteries and factories in Ireland, training and
advising in specific tasks. Marie Hennessy, who painted Oisín
Kelly’s birds, was also sent out to undertake consultancy work
with ceramic factories.

Above: P + T van with marigold and white livery.

Below: P+T sign, logo designed by Damien Harrington, 
sign designed by Nick Marchant.

Above: Jack Doherty, throwing
pots, c 1973.

7 ‘International recognition for Kilkenny Design Workshops’, Business and Finance, 18 May 1972.



From the beginning, the Workshops had been involved with exhibitions and
promotions, often with CTT. Two exhibitions were held at Heal’s department 
store in London in 1967 and 1972. Pat Henderson, who worked in the accounts
department from the beginning and later became the third chief executive,
remembers that stones from the base of Nelson’s Pillar (which had been blown 
up in 1966) had been rescued by William H Walsh and brought over to the store 
to spell out the name Heal’s during the 1967 promotion. 

KDW began to mount more exhibitions. One of the most memorable was in 1971
when Gustav Sauter asked the recently arrived packaging designer, Holger Strøm 
to produce modular cubes in cardboard as a display for the Spring Show in Dublin 
in 1971. Strøm had produced cardboard displays for clients in Denmark, but 
this was the first time anything like this had been seen in Ireland. While at the
Workshops he designed cardboard furniture and toys for children, packaging for
clients such as Belleek, and the IQ light – made up of interlocking modules of
plastic – which is still being produced. 

Gerald Tyler, who later became involved in the mounting of many of the KDW
exhibitions, had joined the workshops as a designer and information manager 
and produced designs for clients as diverse as Heal’s (an extending bed); Irish
Aluminium in Nenagh (a yellow litter bin sold on to county councils and city
corporations); Williaam Cox (a bath); and Flemings Fireclay (ashtrays). The 
ceramic modeller Mike Dawson feels that the latter was a typical KDW project:
Tyler had gone to the factory, observed how they extruded long sausages of 
clay and provided a product that would fit in easily with the company’s regular
production technique.
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now being provided for international firms to
come to Ireland. At first, these firms used their
Irish bases solely as production facilities, but
with a design agency such as KDW available,
many began to develop products in Ireland in
conjunction with the Workshops. One firm, 
Bell & Howell, came to Ireland specifically to
use KDW design expertise. Assisting these
firms was a thorny problem for a state design
agency with a remit to work with indigenous
industry. This was recognised by a Working

Group on Design Needs (including Jim King
from KDW) which reported to CTT:

In the provision of a State aided design
service, these firms should not be
excluded. While not suggesting that 
their design and product development
problems should be solved for them at
State expense, the Group considers that
close contact between these firms and
the State aided design service could be
mutually beneficial.

8
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Below: Asger Max Andersen
protoyping a saucepan in the
metal workshop in the early
1970s.

Below right: Pat Drennan and 
Pat Teehan printing the Irish
Wildflower series, designed by
Jenny Trigwell, in the late 1970s.

Left: The Kilkenny Design Workshops
Design Team c 1972. Left to right: 
Asger Max Andersen (workmaster
silver/metal workshop), Holger Strøm
(packaging), Jim Kirkwood (ceramics),
Gerald Tyler (general 3D design), Jenny
Trigwell (textiles), Jim King (general
manager), Damien Harrington (graphics),
Oisín Kelly and William H Walsh
(chairman). 

Above left: Litter bin designed for Irish
Aluminium by Gerald Tyler, 1972.

Above: Modelmaker Richard How
working on a model of the Bell & 
Howell projector in the 1970s.

8 Design Needs Survey – report of the Working Group on design needs to the Board of CTT, July 1973.

Below: The Reginald stove designed by Nick
Marchant for Waterford Stanley.



By the 1970s, the reputation of KDW had spread and their
advice was now being sought by countries which had been in 
a similar position to Ireland’s in 1961. Generally in association
with DEVCO, the UN programme for developing countries, and
the Department of Foreign Affairs, KDW undertook training and
design programmes in such countries as the Philippines,
Barbados, Lesotho and Sri Lanka. This eventually became a 
very lucrative business for the Workshops as their international
reputation grew and developing countries hoped to benefit from
the experience of the design agency. Former KDW staff
continue to undertake this work.

The 1980s

In June 1980 Jim King resigned and was replaced by Pat
Henderson. Around this time there were attempts to move
production out of the Workshops and staff members were
encouraged to set up their own potteries and studios. These
spin-offs continued to supply the Kilkenny Design shops, which
had been set up in Kilkenny and Dublin, often with original 
KDW designs. Some production was still being undertaken in
jewellery, silver hollowware, ceramics and textiles. Numbers
employed by KDW had risen considerably. Approximately 
35 designers, craftsmen and technicians were employed in 
the workshops in 1968. Staff numbers had risen to 74 in 1975
and by 1982, KDW employed 130 (48 of these in the shops). 

The Butler House project matured, taking in graduates for a year
long placement in the KDW design teams so that they had direct
contact with industry. The Young Designer Awards which had
originally been established by CTT were renamed the Designer
Development Awards in 1980 and presented bursaries to

students or young designers who submitted design proposals 
to a panel. The Design Management Awards were launched in
1984 to award companies who had shown excellence in design
management – winners included companies such as Arco of
Waterford which had benefited from KDW expertise and those
who hadn’t such as Superquinn. KDW ran competitions to
encourage creativity in school children such as ‘Make a Clown’
or ‘Make a Martian’ and the results were exhibited in the 
Dublin shop. 

A new approach was taken in the industrial and graphic 
design areas with design management and the concept of 
multi-disciplinary design. Departments became less important 
as designers worked together in teams. Clients who had
approached the Workshops for product design and development
ideas often returned with requests to design corporate identities.
A large project of this nature came from Gea, a Swedish
company for whom KDW designed a switch. The Workshops
later produced a corporate identity manual for Gea and won a
contract for the complete interior design of their Scandinavian
corporate headquarters. 

Kilkenny Design Consultancy was set up with Jim Dunne at 
its head in 1984 and this section took on design commissions.
Gerald Tyler looked after the design promotion aspect, mostly
exhibitions, design competitions and special promotions.
Roderick Murphy oversaw the retailing element which, 
during the 1980s, played an increasingly important role 
in the KDW story. 
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Nick Marchant, who was to become assistant chief executive in charge of design,
and Raymond Turner who was head of design, joined in the mid to late 1970s and
for the next ten years, designs produced by the Workshops included stoves for
Waterford Stanley, computer casings for Beehive, based in Fermoy, a projector 
for Bell & Howell and a high pressure test pump for Astra. 

In 1974, the Workshops were made answerable to the Minister for Industry and
Commerce, thus ending KDW’s direct involvement with CTT. William H Walsh
resigned in 1976 and was replaced by Jim King as chief executive and Sir Basil
Goulding as chairman. KDW had an operating surplus each year in the 1960s and
by 1970, after six years in business had a capital reserve of over £165,000, a not
inconsiderable sum. 

The 1970s saw one of KDW’s most ambitious plans come to fruition. Butler
House, was, with an adjoining house, renovated to accommodate a residential
training scheme for graduates from the design courses which had been set up 
in the 1970s following the reform of the National College of Art. This training
programme was made possible by a European Social Fund (ESF) subsidy. KDW
took out a £75,000 loan for the development of Butler House, which was also
used as a conference and residential facility for visiting dignitaries. 

“Kilkenny Design had fantastic access to an international design network,”
according to Jim Dunne, who came to the Workshops in 1978. The Workshops
attracted many influential designers and critics: Terence Conran, Henry Moore, 
Gio Ponti, Nana Ditzel and David Queensberry of the design group Queensberry
Hunt Lieven all visited and, after the renovation, most stayed in Butler House
lending an air of community to the project. Members of the original Scandinavian
Group, Åke Huldt, Kaj Franck and Erik Herløw also visited. Working beside such
designers was hugely influential on the graduates coming through the Butler
House scheme.
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Above: Butler House.

Below: The furniture prototyping workshop.

Below: Telecom Éireann van with logo, 1980.



Retailing was not part of the original concept
for the Workshops; however the disposal of
prototypes, which could have been a problem,
became an opportunity. The first shop opened
in Kilkenny in 1966 and retailing soon came 
to be seen as not just a way of shifting
prototypes, but of influencing consumers,
providing leverage with manufacturers and 
not insignificantly, of generating income for 
the Workshops.

The first KDW annual report (1965-6) explained
that, “each workshop in addition to producing
prototypes for quantity production maintains a
small output of its own in order to keep a gap
from developing between the drawing board
and the processes of industry”. Even at this
stage, the potential benefits of retailing were
clear:

This output – just beginning to emerge
at the end of the year under review –
should be substantial in future years and
make a useful contribution towards
expenses. The textiles, ceramics, silver
etc., so produced are being sold primarily 

to export outlets and in the KDW shop,
and provide valuable market information.

9

Jim King feels that the development of the
shops was critical to the success of the
Workshops in that it allowed KDW designs to
get into production and into people’s homes.
The shops made good design immediately
available to the public by selling the output 
of the Workshops and that of KDW-linked
manufacturers who had set up in business 
to produce KDW designs such as Rionore
(jewellery), Peter Donovan (silversmith),
Kilkenny Trading Company (general KDW
designed products) and Kilkenny Marble Crafts. 

Many KDW prototypes were sold first through
the shops where their saleability could be
demonstrated before they were sold on a
royalty basis to a manufacturer. The ‘Ennis’
ceramic design, for instance, first started life 
as ‘Kilkenny High Strength Stoneware’, was
adapted for earthenware production and sold 
to Celtic Ceramics in Co Clare, who then
supplied the Kilkenny shops, among others. 
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9 Kilkenny Design Workshops Ltd (1967), First Annual Report and Accounts 1965-1966, p 8.

Left: IQ light, Holger Strøm,
Kilkenny Illuminations, 1972. 



Dowling used her extensive knowledge of the
Irish craft sector to help national and foreign
buyers to source Irish products. Many
international buyers visited, 
but she particularly remembers a Japanese
delegation taking over the KDW offices while
they met suppliers from all over Ireland. 

The Dublin shop had two other strings to its
bow: the Kilkenny restaurant and the exhibition
space which hosted design exhibitions. Mary
Dowling had started as the internal catering
manager in Kilkenny before moving into the
retail area and was responsible for the excellent
standards that prevailed in the staff canteen
and were later brought to Dublin. Her approach
to food was based on simplicity and local
produce long before they became fashionable:
“It was traditional, made modern. We tried to
keep a home influence and used traditional
recipes. We were often asked for those recipes
and always gave them out freely.” She
particularly remembers Kilkenny’s oatmeal
biscuits and pea and mint soup. Salads were
served in pottery bowls as a promotional device
for the potters who often went on to supply
other restaurants. The restaurant was important
as a way of bringing people into the shop and
creating a lively atmosphere. 

Exhibitions were staged every four to six
weeks and were often used to launch new
designers or craftspeople who were supplying
the shop. KDW or international exhibitions such
as ‘The Bowl’, ‘Workmanship’ and ‘Danish
Design’ were also hosted in the exhibition
space. Each opening was an important event
and these regular exhibitions contributed to the
feeling that exciting things were happening in
Kilkenny.

KDW benefited from the excellent relationships
the Dublin shop developed with journalists,
generating abundant press coverage. Visiting
VIPs tended to come to the shop, creating
regular photo opportunities and enabling
Kilkenny Design to maintain a relatively high
profile. Peter Ustinov was an enthusiastic
supporter and declared that, on trips to
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In 1967 a long term KDW shop promotion was set up in B. Altman’s Fifth Avenue
department store in New York and in 1969 a shop was opened in the Ghirardelli
Square shopping complex in San Francisco. Both shops took staff from Kilkenny
either permanently or on an annual basis. They principally sold Kilkenny Design’s
pottery, wood, wrought and cast iron, candles and silk screen and tapestry 
work. The textiles manager at the Workshops, Mortimer O’Shea, believes that 
the relationship with B. Altmans was particularly important for Irish textiles
manufacturers as Altmans would furnish KDW with the specifications for textiles
they wanted to buy, allowing KDW to ensure manufacturers knew what the
market required. Helena Ruuth designed a towel for the Altmans collection which
was highly successful and much copied.

The original Kilkenny shop in Kilkenny was quite small and plans to develop a shop
in Dublin began to ferment in 1971. It was felt that while Irish goods were being
marketed abroad, more needed to be done to promote them in Ireland, especially
in the capital. In November 1976 a much larger and more ambitious shop opened
in Nassau Street, Dublin, just in time for its first Christmas rush. 

A policy decision was taken to stock non-KDW designs: the best of Irish goods
from craftsmen, factories and independent designers were to be included.
According to Mary Dowling who managed the Dublin shop until 1985, the aim 
was “to supply everything for the house which was produced in Ireland and was
of good quality”. Finding suppliers for this venture took a year as Mary Dowling
and Roderick Murphy, accompanied by designers such as Gustav Sauter and
Helena Ruuth, travelled the country looking for designs that could be presented 
to the shops’ standards committee. Products that had passed the selection panel
bore a ‘Kilkenny Selection’ label, distinguishing them from KDW-designed objects.
The shops thus gave many Irish craftspeople exposure in an appropriate and
upmarket setting. 

The Dublin shop became a showcase for Irish products and was used as such by
CTT, who brought visiting dignitaries and buyers to see Irish made goods. Mary

24
the importance of the kilkenny design shops

Above: Towel designed by Helena Ruuth. 

Above left: Mary Dowling at the Plus
Workshops, Frederikstad, Norway, c 1966,
with their founder, Per Tannum.

Left: The restaurant in the Dublin shop.

Right: The shop in Kilkenny in the 1960s.



£160,000 in 1979. Loans now totalled £381,000
and the interest payments on the outstanding
loans were £161,000. The financing of the
Dublin shop almost completely by borrowing,
coupled with the rise in interest rates in the
early 1980s, lead to a very precarious situation
for the Workshops. This was recognised by
government and in 1982 the Kilkenny Design
Workshops Ltd. Bill was passed which
allocated share capital of £1 million to KDW,
with £500,000 being immediately available to
pay off debts incurred in setting up the Dublin
shop and renovating Butler House. By 1983 
the Workshops were recording an operating
surplus of £13,000.

Meanwhile, the wholesaling division of the
Workshops expanded: the increase was due 
to more KDW designs being produced by
companies who had commissioned the
designs, such as Foxford Woollen Mills and
Charles Gallen, or companies which had been
set up by ex-KDW employees. KDW designs
were marketed as a whole and sold on to 
other shops. In Ireland these included many
independent craft shops and department stores
such as Arnotts in Dublin. The mail order
catalogue which had been in operation since

1983 was also popular and sold both KDW and
non-KDW designs. During the Crafts Council of
Ireland’s annual trade fair Showcase, then in its
infancy, a display of KDW promoted products
would be made in the Dublin shop and buyers 
brought in from Showcase. 

The Kilkenny shops were how the consumer
‘saw’ Kilkenny Design and Kilkenny Design
products and this could make it difficult for 
the public to understand KDW as a whole. 
This problem was recognised by the art 
critic Aidan Dunne when he wrote “the 
shops could suggest that it is largely a
cosmetic organisation,” in an article in 1984:

Kilkenny Design is still a contradictory
institution. To most people it is incarnate
in the craft products on sale in the
shops. Yet KDW’s role in many of 
these products is minimal: it is not 
a manufacturer.

10

As the shops, particularly the Dublin 
shop, became more successful, additional
pressure was applied to make money for the
organisation, which had not been the focus in
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Ardmore Studios, his “first port of call had 
to be Kilkenny Design”. 

“The awareness that KDW established for 
craft products was probably the single most
important aspect of KDW retailing,” according
to Kathleen Moran who managed the Kilkenny
shop in the early 1980s. “The KDW created an
aspirational need for a certain lifestyle and then
nourished that need through excellent shop
promotions.” She remembers in particular the
Christmas promotions, often conceived by the
European designers such as Gustav Sauter who
once made a Christmas display based solely on
Christmas trees and oranges. In an era when
few travelled abroad for Christmas shopping,
nothing like this had been seen in Irish retailing.

The Kilkenny shops never became ‘design
shops’ and always focussed on the craft
production of the Workshops and the rising
number of craft products in Ireland in the 1970s
and 1980s. Thus, the industrial design and
graphic design elements of the Workshops
were never sold in the shops although they
were often promoted in exhibitions. 

KDW had been designing furniture since the
early 1970s and had two people producing
furniture prototypes full-time but found it
difficult to find furniture manufacturers to
undertake the risk of producing and selling
unfamiliar designs, so furniture was
commissioned from manufacturers using KDW
designs for exclusive sale through the furniture
floor which opened in the Dublin shop in the
late 1970s. A complete interior service,
Kilkenny Design Contract Interiors, was also
established and large contracts undertaken for
the Bord Gáis headquarters in Cork and the
offices of the South Eastern Health Board in
Kilkenny. 

The opening of the Dublin shop at the end of
1976 contributed to a rise in annual sales of
63% but 1976 also saw a fall in the grant aid 
to KDW and a corresponding operating deficit
of £3,945 – the first recorded in the accounts.
Two long term loans totalling £201,741 were
taken out in 1976 and 1977 – partly to finance
the Dublin shop and partly for the development
of Butler House.  

Sales broke £1 million in 1980. The deficit 
for that year was £102,000 after a peak of

26
the importance of the kilkenny design shops

Below: Exterior of the Dublin
shop, early 1980s.

Above: The furniture floor in the
Dublin shop in the 1980s.

10Dunne, Aidan (1984) ‘Celebrating 21 years of good taste and design’, Sunday Press, 4 November 1984 
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the beginning. “We saw the shops from the outset as a
promotional vehicle rather than a wealth generator,” says 
Pat Henderson. The contradictory aims of the shop: to make
money, yet promote design or products that might not 
yet be profitable, led to problems. “I had things in that shop 
that would never make the tills ring, but we had to have them
because they were Irish and we had to be seen to promote
them,” says Mary Dowling. 

Sales in the two shops reached a peak in 1985 at £2.8 million,
accounting for 70% of the Workshops’ income. Grant aid at 
this stage accounted for 17%, design fees for 11%, and ESF
funding for 2% of income. There was a small drop in sales in
1986 to £2.5 million and in 1987 to £2.2 million, attributable 
to a fall-off in standards and the biting of the Irish recession.
The availability of KDW designs in other shops may have
cannibalised the Kilkenny Design shops’ own business,
contributing to a decline in sales. Yet before this decline began,
KDW started planning its most ambitious retail venture of all, 
a shop in CTT’s Ireland House on London’s Bond Street. 
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Above: Ground floor of the Dublin
shop in the late 1970s.

Left: Interior of the London shop,
1986.

Above: Irish Book Design Awards
Exhibition at the Dublin shop, 1978.



In mid 1985 the Board of KDW, chaired 
by Margaret Downes, presented a
commercialisation plan to government : 
this programme envisaged that in the period
1984-1987 the design practice would be
developed and become self-supporting while
profits from the shops would cover new
product development and market information 
to manufacturers. The grant aid would be used 

for design promotion activities. The plan also
stated that the Workshops would become
completely self-sufficient between 1988 and
1990. On acceptance of this plan, in 1985 the
government allocated another £262,000 from
the original 1982 £1 million share capital.

The London shop, which opened in November
1986, was seen as a method of increasing
revenue as the grant aid to the Workshops
declined. However, when the London shop
began to experience financial difficulties just 
as the Irish shops saw a decline in sales in
1986 and early 1987, resulting in a further
capital injection by government of £225,000 
in March 1987, it drew attention to KDW. 

As the recession bit in the mid 1980s, 
semi-state organisations were increasingly
scrutinised by the media. Articles with titles

such as ‘The subsidy junkies’, in Business 
and Finance, July 1987, ‘Reforming the semi-
states’, in the Sunday Independent May 1985,
and ‘The power hungry bodies that gobble 
your tax’, in the Irish Independent July 1985,
contributed to a public feeling that all semi-
states and the companies they grant-aided
were money pits kept supplied by hard 
pressed taxpayers. KDW were not mentioned
specifically in any of these articles but the 
logo and figures were included. 

The failure of the commercialisation plan was
recognised and, as the recession in Ireland
deepened, the government could not justify
supporting an organisation whose services
were becoming increasingly available in the
private sector. The rise in the number of
designers in Ireland, while in many ways
attributable to the Workshops, also contributed
to its demise, as private business went into
direct competition with a state subsidised
company.

The government approved the phasing out of
grant aid to KDW in January 1987 and the first
redundancies of some of the long serving staff
began that year with 29 losing their jobs. It was
hoped that the saving on these salaries would

31

The beginning
of the end 
Joanna Quinn

Left: ‘Warrior’, Lisa Young, KDW,
1980.



make it easier to get back on a sound financial
footing. The entire reduced grant allocation for
1988, £536,000, was drawn down in the first
three months of that year to settle outstanding
debts with creditors. It was now obvious that
the Workshops were in severe difficulties 
and the government asked the Board for a
rationalisation plan in April 1988. This would
include the sale of the shops in Dublin and
Kilkenny and resulting redundancies. £250,000
was made available to the Workshops to
continue trading while the shops were wound
down in an organised manner. 

The London shop is viewed by many as the
downfall of KDW. Some ex-KDW staff blame
its location in Ireland House on Bond Street as
being too ‘shop-window’ and not sufficiently
retail orientated, others believe the figures
were too ambitious from the beginning and that
it was expected to make a profit too soon. In
any case, retailing distinctively Irish goods could
not have been easy in London in the 1980s. 

The Bond Street shop was closed in May 1988
having accumulated losses of stg£1.1 million,
and later in the summer of that year, the Dublin

shop was sold to Freda Hayes of Blarney
Woollen Mills and the shop in Kilkenny to
Kathleen Moran. Both kept the word ‘Kilkenny’
in the name of their shops, (The Kilkenny Shop
in Dublin and the Kilkenny Design Centre in
Kilkenny), confirming that the name had
become synonymous with Irish craft and
design. 

Originally the government had decided that 
the design function of KDW would continue 
in Kilkenny but in November 1988 Taoiseach
Charles Haughey announced the closure of
KDW. It was a difficult time for the staff of 
the Workshops which had now been in serious
financial trouble for almost a year. A civic 
trust was set up in Kilkenny to take over the
buildings, including Butler House which now
operates as a hotel and conference centre and
is still furnished in the ‘KDW style’. The Crafts
Council of Ireland (CCoI) was given the remit
for the training element of KDW and moved
into the Crescent with its Craft and Design
Business Development Course and later 
a Jewellery Design and Production Skills 
Course. Some of the ex-KDW designers and
craftspeople set up workshops in the complex. 
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Above: Logos, designed by
various KDW designers, various
dates.

Right: Wrapping paper for the
Kilkenny shop, Damien Harrington,
KDW, c 1968.



The craft and design sector in Ireland has its
origins in various associations, organisations
and the work of committed individuals. That
Ireland has a craft industry at all is remarkable,
considering that it spent 50 years in the middle
of the twentieth century with little government
support, with individual craftspeople scattered
through the rural communities, creating work
that had outlived its traditional function and was
not in any sense commercially viable. The
design industry is a much newer phenomenon,
the product of design education reform in the
1960s and 70s and the influence of Kilkenny
Design Workshops. 

By the time the Crafts Council of Ireland was
formed in 1971, stalwart efforts had already
been made to keep traditional crafts alive. 
The Crafts Council was able to benefit from 
the legacy, as well as the practical assistance,
of several other bodies. The oldest and most
distinguished of these, the Royal Dublin Society
(RDS), was founded in 1731 to promote arts,
agriculture, science, and industry in Ireland. Its
first major exhibition, in 1834, included crafts
and the products of small craft-based industry.
Throughout the eighteenth and nineteenth
centuries, the RDS awarded premiums to those

engaged in the improvement of crafts: wool,
basketry, glass, and lace making. Awards were
also given for new methods of tanning and
inventions that improved the wool industry. 
The current RDS National Crafts Competition,
which takes place at the Dublin Horse Show,
has been held annually since 1968 and has
played a major part in giving Irish craftspeople 
a national showcase. The competition has
grown with the times: early competitions 
had five or six categories; there are now 19.

The RDS was not alone in efforts to promote
Irish craft and design. The Arts and Crafts
Society of Ireland, founded by the Earl of Mayo
in 1893, ran an annual exhibition and did much
to support the Celtic Revival of the early 1920s.
The Society went into a gradual decline and, 
by the early 1970s, had ceased to play an
active role. The Irish Countrywomen’s
Association (ICA), founded in 1910 as the
Society of United Irishwomen, has been a 
long-term supporter of women’s craft around
the country, and organisations like the
Strokestown Craft Cooperative and the Society
of Cork Potters had a significant influence on
specific crafts. Vice-chairperson of the RDS in
the 1960s and involved in the ICA, Country
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tufted, Pat Scott, V’soske Joyce,
1979.



Rowe remembers the publication of the
Scandinavian report, Design in Ireland, in 
1962 as a significant turning point in Irish craft: 
“It was a damning report, but it was also like 
a new light shone on the scene. People began
to realise that there could be money in craft.”
Although the KDW brief was industry rather
than handicrafts, in practice this distinction was
sometimes difficult to make. The need for a
separate administrative body to support
handicrafts became apparent.

By 1970 talks were in progress on the setting
up of a body similar to the recently established
British Crafts Council. Paul Hogan, who 
had worked with the Scandinavian Group,
remembers the setting up of the Crafts Council 
of Ireland: 

The traditional crafts were being kept
alive on a life-support system, and the
Arts and Crafts Society had more or less
run itself into the ground and wasn’t
doing anything useful. The RDS felt that
it could no longer bear the burden of

administrating Irish crafts, and KDW,
keen to make a clear distinction between
design for industry and non-industrial
handicrafts, hoped that the creation 
of a Crafts Council might free it up 
to concentrate on its main objective. 

A World Crafts Council conference in Dublin in
1970, which included a visit to the Workshops,
provided the catalyst for the setting up of a
craft body.

The Crafts Council of Ireland was set up as 
an association in 1971 under the influence of
the RDS, which provided it with offices and a
secretarial service for the following five years.
In 1976 it became a limited company in order
to receive state funding via the Industrial
Development Authority (IDA). This was the year
of the first Craft Fair, now known as Showcase,
where 30 stands sold wholesale produce to
craft shops. In 2005 Showcase hosted over 
600 stands with sales of €35 million. 
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Markets and the emerging Credit Union
movement, Muriel Gahan founded the Country
Shop (1930-75) on St Stephen’s Green in
Dublin and had an immense personal influence
on the revival and development of textiles and
basketry.

Bord Fáilte was another early champion of Irish
craft, especially in far flung rural areas. From
the 1950s Bord Fáilte took a major interest in
the production of souvenirs. In those days,
tourists were the people most likely to have
discretionary income, and the marketing of
genuine Irish craftwork to tourists promised
added income for people in areas of rural
Ireland where there were few earning
opportunities. The trouble was that little was
available beyond the mass-produced keepsakes
manufactured in the Far East that gave the
word ‘souvenir’ its dubious connotations. 

“One of our problems was that tourists
couldn’t spend their money,” says Michael
Gorman, then of the Bord Fáilte Publicity
Department. “The quality and range of the
available products was very poor. I was once
sent a sample of a product: a small grey stone
stuck on a piece of green board, made in
Japan, and labelled ‘A piece of the genuine
Blarney Stone’. That’s the sort of thing that 
we were up against.” The establishment of 
a Visitor Purchases Department in Bord Fáilte

represented a genuine move by the tourist
board to try to raise the standard of what was
available. 

Blanaid Reddin, who was to become a founder
member of the Crafts Council, spent 20 years
working with Bord Fáilte: “We were the link
between the craftsperson and the retailer.
There were very few craft shops in those 
days and the crafts workers were in a kind 
of limbo. We opened a shop and showrooms
on St. Stephen’s Green, which helped to raise
awareness, and we also worked with the
craftspeople themselves, helping them with
display and pricing. We also offered small
grants for practicalities like labelling.”

Veronica Rowe, who has made a long and
active contribution to the Irish craft industry,
remembers the Bord Fáilte ‘souvenir officers’
of the late 1950s who travelled throughout 
rural Ireland giving support and guidance to
craftspeople and retailers. The 1950s are 
now regarded as the Dark Ages of Irish design, 
but a few traditional crafts continued to thrive.
“There was beautiful handweaving up in
Donegal, although that was more industry than
craft. Knitting was good, even then, especially
in the Aran Islands, and lace making was going
strong at Carrickmacross,” she recalls.

Above: Bowls and plates, wooden,
Bertel Gardberg, KDW, c 1967.

Below: KDW staff receiving prizes
at the RDS craft competition,
1968. Left to right: Jim Kelly, Jim
Holohan, Brigette Bette, Michael
Rafter and Peter Donovan.



According to Leslie Reed, now chief executive
of the Crafts Council of Ireland, throughout the
1980s KDW was much more important to Irish
craft than the Crafts Council:

KDW was the most influential retailer 
in Ireland bar none. It blazed the trail 
for a fairly sophisticated retail style. 
The Kilkenny shops were ahead of their
time in that they marketed ‘lifestyle’
before it became a buzzword. Their 
shop windows made craft relevant to 
the modern interior and showed the
consumer how it could be integrated 
into the contemporary home. This
transformed consumer perception and
made craft desirable, it influenced other
retailers, and laid the foundations for the
boom years for craft sales in the 1990s.
Just as importantly, it gave craftspeople
confidence in themselves and in their
products.

Mary Mullin was, with Blanaid Reddin, one of
the founding members of the Crafts Council.
Mullin sees the positive influence of the influx
of non-Irish craftspeople as crucial to the

development of the industry, and as an
enduring aspect of the legacy of KDW:

Ireland is a small country; we’ve always
had to look overseas for inspiration.
Young designers have tremendous
opportunities to travel now, and we also
have the tradition of people coming from
abroad to live and work in Ireland. KDW
set the precedent for this by bringing
master craftspeople to Ireland, not to
produce actual pieces, but to produce
ideas and prototypes that could be
shown to industry. It was a role that was
simultaneously practical and inspirational. 

The tremendous boost that KDW gave to Irish
craft was, in many respects, a beneficial side
effect of its main function, which was to 
raise the standard of design in Irish industry.
The Institute of Designers in Ireland (IDI) is 
a professional body representing the interests 
of Irish designers and regulating the quality of
Irish design. Set up as the Society of Designers
in Ireland in 1972, it ran in parallel to KDW, but
also covered other elements of design, such as
fashion, that were not under the KDW remit.
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exhibition’ poster, Tony O’Hanlon,
Cultural Relations Committee,
Department of Foreign Affairs,
1980.
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Seán McNulty, past president of IDI, was 
one of Ireland’s first crop of industrial design
graduates from a joint course run by the
National College of Art and Design (NCAD) and
the National Institute of Higher Education in
Limerick (now the University of Limerick). He
graduated in June and began his career with
KDW in August 1980. “It was the first course
of its kind in Ireland, probably fuelled by a need
for industrial product designers created by
KDW. Up until 1980 Ireland wasn’t producing
industrial designers at all, so KDW brought in
foreign designers to kick-start the industry.”

McNulty, who established Dolmen, a Dublin-
based product development resource, in 1991,
acknowledges that KDW created the market
that allowed people like himself to prosper:

A by-product of KDW’s efforts to
promote the value of good design in
Ireland was that it also did a good job 
in promoting its own brand and image
internationally. KDW’s reputation abroad

was much greater than it was in Ireland,
and it served as a model on an
international basis. It gave Ireland a
reputation as a design-aware country
and, because it brought in foreign
designers, it created a huge international
network of contacts in design-based
business.

The Institute of Designers in Ireland has taken
on some of the activities of KDW including
design promotion. As part of its Design Week,
a William H Walsh Memorial Lecture examines
current challenging design issues. Graduate
Designer Awards are given to students on
design courses in recognised colleges while the
IDI Design Awards are presented to practising
professionals for the most outstanding work
produced each year. “Before KDW, the concept
of professional designers in Ireland didn’t really
exist,” according to the current president of the
IDI, Arthur Duff. “KDW embraced all design
disciplines, as the IDI does today.”

Charles O’Toole, a furniture designer who
graduated from NCAD in 1994, stumbled on
KDW by accident. “When I was in college I
heard very little about KDW. I picked up the
Twenty-one Years of Design book11 for £1 
and was amazed to see examples of Irish
design which have been largely forgotten.” 
He sometimes works with Mannings of Carlow,
the only furniture manufacturer which made
KDW designs still in existence. “The KDW
design style in furniture was basic enough 
but they were trying to get things made within
many parameters and they operated under a 
lot of restrictions. Considering this, I think they
did exceptionally well. It’s a pity that something
didn’t grow on from KDW as it appears to be
the beginning of something that was stopped
rather abruptly.”

While IDI’s role in taking over design
promotion from KDW is an informal one, 
the Crafts Council of Ireland was given the 
craft training remit of the Workshops by Albert
Reynolds on the closure of KDW in 1988 and
moved its training centre from near Fermoy 
to Kilkenny in 1989. Irish craft experienced 
a period of phenomenal growth between 
1990 and 2000. This was the period of the
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professionalisation of craft through training and awards. The
CCoI continued its course in business training for craftspeople
and set up new courses in pottery and jewellery skills, based 
in Kilkenny. With a shop and exhibition space in its headquarters
in the Powerscourt Townhouse Centre in Dublin, it looked as
though the transfer of the KDW craft remit to the Crafts Council
had been successful. However in 1997, suffering from financial
troubles, the CCoI closed its shop and exhibition space and
moved its headquarters to Kilkenny, redeveloping an exhibitions
programme in 2000 with the opening of the National Craft
Gallery (NCG) in the Crescent. However in 1997, in order to
reduce its overheads, the CCoI closed its gallery and offices 
in Dublin and transferred its administrative headquarters to
Kilkenny. Its exhibition programme was restored in 2000 
with the opening of the National Craft Gallery (NCG).

Following the boom years, the craft industry experienced a sharp
fall-off in 2001. “In a way it was the victim of its own success,”
says Leslie Reed:

The fall-off was blamed on 9/11 and the foot and mouth
crisis, and on the fact that craft was overly dependent on
sales to tourists. But this masked a bigger problem: the
growing impact of well designed low-cost goods from
low-cost economies. While KDW persuaded a generation
of consumers now in their 40s and 50s that Irish produced
craft was relevant and desirable, an emerging generation
of consumers are assailed by a huge choice of goods and,
as a result, craft has a much tougher job positioning itself
to gain their attention. This is exacerbated by the fact 
that Irish craft has conceded a lot of retail shelf space to
imports in the retailers inspired by KDW. That shelf space
was almost theirs by right in the 1990s. 

In response, many craftspeople have begun to sell directly to the
consumers, either via craft fairs, craft co-operatives or through
their own workshops, thereby increasing their revenue by taking
the mark-up themselves rather than giving it to the retailer. This
may be a short term option, as while the total gross sales figure
achieved by craftspeople expands slowly, its slow growth is in
strong contrast to a rapidly expanding market for consumer
goods and services. Crafts’ share in that market from 2001 
to 2004 has stalled and shows no signs of growth. 

Despite the fact that the state is highly unlikely to publicly fund a
retail outlet in competition with the private sector, as it did with
KDW until 1988, the lack of a state sponsored showcase in the
capital to select, display and promote Irish products is obviously
felt in the craft sector. Irish craft is at risk of becoming invisible
as it retreats from the larger craft shops and more craft is sold
directly from studios which are often quite difficult to find. This 
is backed up by recent consumer research carried out for the
Crafts Council of Ireland which reports that most younger gift
buyers cannot find craft products because they are not in the
shops they visit regularly, such as larger department stores.

Even the name ‘craft’ is not liked by these buyers who equate
the word with crowded shops, tourist products and spiels on the
worthiness of a handmade product, irrespective of its design or
overall quality. 

“It’s becoming increasingly difficult to source good new
products,” according to Kathleen Moran, owner of the Kilkenny
Design Centre:

Some of today’s best known names in craft received 
a lot of promotional support from the Kilkenny shops
which is what helped them to grow into successful
businesses. That type of on-going support does not seem
to be available today. As a result, craftspeople are going
out of business after only a couple of years and there is
no continuity of product offer and no chance to build a
brand image.

To recapture consumer imagination, design inspired crafts 
may benefit from being placed within a contemporary retailing
context, just as KDW did in the 1960s and 70s by undertaking 
in-store promotions in outlets such as Bloomingdales, Neiman-
Marcus and Heal’s. Some designers have managed this by
working with Habitat Ireland which, since becoming a franchise
in 2002, has helped to raise awareness of Irish design by
showcasing Irish interior products within its Dublin store. Habitat
has supported the Irish Furniture Designers Network; 6x Tables,
a group of designer-makers of table top products formed from a
CCoI initiative; and set up, along with House & Home magazine,
annual Student Design Awards to reward excellence and
encourage student designers to consider commercial design 
as a viable career choice.

Encouraged by the Crafts Council, many craftspeople are now
looking at the collectors’ market, though they must be innovative
designers of the highest order to meet that challenge. Since 
the opening of the National Craft Gallery in the Crescent in
Kilkenny in 2000, the CCoI has developed a dynamic exhibitions
programme, touring exhibitions to other European countries 
and the USA. In 2006, the NCG will show for the first time at
Sculpture Objects & Functional Art (SOFA) in Chicago, one of 
the most prestigious international collector exhibitions, while 
VIA Paris has invited CCoI to present an exhibition of innovative
Irish furniture design in 2007.

Ireland has changed immensely since the publication of Design
in Ireland and the setting up of KDW. It is possible for students
to attend the many third level institutions that teach craft and
design. There is a design industry and a market for crafts in
Ireland. While that market is still in transition, a return to pre-
KDW days of dying craft skills and the impossibility of making a
living from craft production is not going to happen. The Kilkenny
Design Workshops played a crucial role in the creation of this
environment. 

Above: Seating, foam and
plywood construction and wool
upholstery, John Jenkins, KDW,
1982.

11Marchant, Nick, & Addis, Jeremy (1985) Kilkenny Design: twenty-one years of design in Ireland, Lund Humphries, London. 



In May 2005 a panel of curators from around
the world gathered at the Crafts Council of
Ireland in Kilkenny to select Irish work worthy
of being presented to an international market 
in Portfolio, a new digital catalogue. They
commented that two crafts stood out in 
terms of excellence: woodturning and silver
hollowware. An exploration of each reveals that
the influence of the Kilkenny woodturning and
silver and metal workshops, and of those who
came to Ireland in the mid 1960s to work there,
continues to be felt among designer-makers
working today. 

The silver and metal
workshop

Along with Kevin O’Dwyer who trained in the
USA, and Richard Kirk who studied in Belfast
and London, Séamus Gill is one of Ireland’s
leading silversmiths. Now beginning to make
his mark in the US market, he was introduced
to his craft by Peter Donovan, who moved from
London in the mid 60s to work at KDW. By the
time they met in 1981, Donovan was teaching

at Grennan Mill Craft School, Thomastown, 
Co Kilkenny, but Séamus Gill considers himself 
to be “second generation KDW” through
Donovan. He had his heart set on a career 
as a marine engineer and says he became 
a silversmith “by accident” having gone to
Thomastown for a year to learn a hobby while
re-sitting physics. Peter Donovan’s mastery of
the traditional art of silversmithing, his ability to
make use of the qualities of silver, the taking of
a flat sheet of silver and hammering it into a
plastic form, won him over. He never took the
physics exam and despite studying later in
Letterkenny, Belfast and at NCAD, it was the
year with Peter Donovan that has had the most
lasting influence.

While Séamus was at Grennan Mill in 1981,
Oisín Kelly died. The two had never met, but
everyone around Séamus expressed a great
deal of respect for Kelly both as a person 
and an artist, and through them he felt his
influence. When it came to choosing a thesis
subject at NCAD, he chose Kelly. “People 
could relate to Oisín Kelly’s work – from public
sculpture to teatowels. He didn’t have a great
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Left: Rings, spoked wheel and
cluster, silver, prototypes, Rudolf
Heltzel, KDW, 1966.
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Des Byrne, who came to the Workshops 
in 1968 as a qualified silversmith from a
commercial company employing 80 in 
Dublin describes “two different worlds”. 
The commercial environment, producing
ecclesiastical pieces, placed the emphasis 
on speed. Silversmiths were constantly 
under pressure to meet production levels 
and apprentices learned mainly by assisting
craftsmen. “In Kilkenny, the emphasis was 
on creativity and doing things better rather 
than faster,” he says.

Rudolf Heltzel left KDW after two years 
to set up his own workshop in Kilkenny,
demonstrating, significantly, that this could be
done, but the apprenticeship system continued.
In three consecutive years apprentices trained
under this system won first prize in the national
apprenticeship competition and went on to 
take part in the international apprenticeship
competition. In the first year, 1968, the Irish
competitor came last, but the following year
the result was 12th out of 18 and 5th in the
third year. “Quite an achievement for a country
with no jewellery making tradition,” comments
Heltzel. 

The apprentices trained under the scheme
Rudolf Heltzel initiated were considered the
most skilled in the business. Most, like Liam
Costigan, James Mary Kelly and Michael 
Rafter, went on to set up their own
businesses. Rudolf Heltzel explains that
because “training apprentices is prohibitively

expensive” that generation has not been able
to train apprentices under the same type of
structured system he devised.

James Mary Kelly was planning to become 
a draftsman at an engineering works when 
he first encountered the Workshops on a
vocational school trip. Having begun his
apprenticeship in the silver and metal 
workshop in goldsmithing, he then worked
under silversmith Peter Donovan. He describes
the KDW training as “regimental” recalling
exercises and assignments and a great deal 
of repetition. “Clean, simple Scandinavian style
pieces are not simple to make,” he comments.
Des Byrne remembers making prototypes of
hollowware to Bertel Gardberg’s exacting
standards. He was later to work on Oisín
Kelly’s St Patrick’s Breastplate, presented 
to Pope John II on his visit to Ireland in 1979.
When KDW were closed, he and James Kelly
took over the sliver and metal workshop and
set up their own businesses within the Castle
Yard. Both still make hollowware to
commission, but due to market demands,
make mainly jewellery, some to KDW designs.

“Irish people have a huge interest in jewellery,”
says James Kelly. Without Rudolf Heltzel’s
sustained interest in training, however, Ireland
would be in no position to cater for this interest
with Irish made work. During the difficult
economic conditions of the 1980s and early
1990s, Irish jewellers had to struggle hard to
make a living, never mind training others. For
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intellectual argument pushing them as works 
of art. I also make things people can relate to –
I’m not into trying to shock with my work as so
many are”.

Séamus Gill is sure that without KDW, 
Peter Donovan would not have come to 
work in Ireland and Séamus would never 
have thought of going to art college or
becoming a silversmith. He finds it difficult 
to imagine the Irish crafts scene without 
the influence of those drawn here by KDW
such as Rudolf Heltzel. 

When Heltzel came to Kilkenny from Germany
in 1966 to head the silver and metal workshop,
he could see that urgent action was required 
in both the silver hollowware and jewellery
industries. In the 1960s there were several
large established silver hollowware companies
in Ireland, all heavily reliant on the ecclesiastical
market. Unfortunately, despite Heltzel’s best
efforts, they were not interested in producing
KDW’s non-ecclesiastical designs by Bertel
Gardberg, Michael Hilliar and Heltzel himself.
When their core market evaporated after
Vatican II, these companies closed.

He fared little better with the jewellery
industry: “I was shocked by the quality.
Protected by high duty on imported jewellery,
there were a number of companies producing

abysmal stuff in low grade metals for the home
market. They were not interested in producing
quality jewellery.” With little or no uptake from
industry, the KDW silver and metal workshop
became a production workshop, supplying the
Kilkenny shop and other retailers, so bypassing
industry to bring the public well designed work. 

This part of KDW may have failed in its original
aim of raising the quality of design in existing
Irish industries, but because of Heltzel’s
commitment to the survival of the skills, the
workshop he headed became a standard bearer
for excellence in education. “When I arrived in
Ireland, there was an apprenticeship of sorts,
but no structured way of training in all of the
techniques. Apprentices were taught a limited
amount and many were more like technicians,”
explains Heltzel. 

He employed two goldsmiths and one
silversmith (Donovan) with two apprentices
each. These six were joined by four apprentices
from Rionore of Kilkenny on a scheme Heltzel
devised with full support of KDW whereby
apprentices spent four days a week in the
workshop and one day at vocational school,
learning freehand and technical drawing,
together with various aspects of goldsmithing
such as the mathematics for alloying and the
properties of stones and precious metals.

Left: Martin Doyle and Tomás 
Ó Domhnaill who received their
goldsmithing apprenticeship
medals in 1980.

Above: Rudolf Heltzel, designer
and workmaster in the silver/metal
workshop in the 1960s.

Right: Oisín Kelly presenting
St.Patrick’s Breastplate to An
Taoiseach Jack Lynch in 1979.
The Breastplate was on display in
the Dublin shop and presented to
Pope John Paul II on his visit to
Ireland.



The Woodturning
Workshop

In the world of woodturning one name stands
apart, that of Maria van Kesteren. She is a
woodturner who dislikes wood. “I am not
charmed by wood but use it as a medium,” 
she explains. During her exceptional 50 year
career, her circular forms have remained 
quietly eloquent in the face of a rising tide 
of woodturning boasting loudly of technical
bravado. 

Now, as the National Craft Gallery prepares 
to stage a significant exhibition exploring the
influence of international woodturners on
contemporary Irish turning, ‘Tracing the Line’, 
it is appropriate that Maria van Kesteren is
taking pride of place as the first to have had 
an impact through her work with KDW.

Invited by William H Walsh to set up a
woodturning workshop, Maria van Kesteren
spent 18 months in Ireland from late 1965. 
She left extremely reluctantly, drawn home 
to Holland by the artistic stimuli Ireland lacked.
Her time in Ireland may have been relatively
brief, but her influence on the development of
woodturning in this country has lasted decades. 

The Kilkenny workshop, complete with lathe,
tools and wood Maria had brought from
Holland, had only one apprentice, Jim Holohan.
It attracted woodturners from around the
country, keen to gain technical expertise and
open to the new concept of design. Maria also
travelled in her Mini to their workshops, taking
prototypes and demonstrating ways of refining
work which was, she says, generally solid,
heavy and badly finished. “They were so easy
to get along with, so anxious to learn. They 
felt they should be more skilled,” she recalls. 

In the creative community of KDW, she
collaborated with her friend, ceramicist Sonja
Landweer (who had suggested William Walsh
invite her to KDW) on a design for ceramic jars
with wooden lids and with Bertel Gardberg on
wooden bowls for which he designed silver
spoons. She remembers British sculptor Henry
Moore, on a visit to KDW, enticed into her
workshop by the smell of wood, staying to 
talk for an hour instead of attending a specially
arranged lunch with general manager Jim King.
Maria also contributed to exhibitions at the
Municipal Gallery in Dublin in 1966 and Heal’s
in London in 1967.  

Her main role, however, was to produce
prototypes to be put into production by other
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many years after the demise of KDW, Heltzel
worked hard to encourage the Crafts Council 
of Ireland to establish a training course for
jewellers. The Jewellery Skills Course was
finally set up in 1993. The ethos of the course,
and the Pottery Skills Course which was set 
up two years earlier, is firmly based on KDW’s
concept of apprenticeship training. 

During the course, students are taught as 
many as possible of the myriad specialist skills
involved in jewellery making, although, unlike in
the apprenticeship system, time does not allow
tutors to expand on these. Design is an integral
part of each section of the course. For the
jewellery trade to thrive in Ireland this century,
training remains a crucial issue. “We tell our
graduates that they have an obligation to train
others, that this trade cannot continue without
being fed from generation to generation,” says
Jane Huston, trainer and administrator of the
course. She is currently working with FÁS to try
to set up an apprenticeship programme. 

She is optimistic about the future for jewellers
in Ireland. “There is a new generation
beginning to set up on their own and beginning
to make their mark.” Irish people can now
afford to spend on jewellery and, while she
considers too many jewellers use too much
silver, she predicts there will increasingly be 
an appreciation for good quality jewellery in 
the highest quality metals.  

As more designer-makers manage to make a
living from jewellery in Ireland, Rudolf Heltzel’s
role should be remembered, not just as a
passionate advocate for teaching goldsmithing
and silversmithing skills, but in setting an
example over almost 40 years in business. 
“He has never ceased to earn his living as 
a jeweller and to have the highest ethical
standards,” says Jane Huston. “Rudolf has
made a tremendous contribution to the
jewellery trade in Ireland and this has not 
been properly acknowledged.”

Above: Wooden bowl by Maria
van Kesteren c 1966.

Below: Teapot, silver and
casein, Jim Kelly, KDW –
apprentice piece, 1975.



to produce work with a sense of form and line
and had the confidence to enter the RDS
Competition. After I won third prize in 1974,
KDW showed me some drawings of a range 
of tableware and asked if I wanted to put them
into production, but it wasn’t for me.”

Ciarán’s early work was heavily influenced by
the Scandinavian style he had encountered at
KDW. Jim Holohan taught him to make the
type of lidded boxes Maria van Kesteren had
designed and Ciarán still occasionally goes back
to the first shapes he made, most recently a
straight sided bowl for an exhibition in Florida 
in 2004. His discovery in Simon Pearce’s Dublin
shop of Richard Raffan’s work and through him,
the concept of working from the tree rather
than planks of exotic hardwoods, took him 
in a new direction and he went to work 
with Raffan for six months in the late 1970s.
Yet, Maria van Kesteren has remained an
inspiration, particularly since her 1981 exhibition
at Rothe House in Kilkenny where she showed
ebonised and bleached pieces, and he has
made visits to her studio in Holland and special
trips abroad to see her exhibitions in the
intervening years. “So many woodturners are
striving to be artistic. Maria van Kesteren has
always been where they want to be. She
stands apart from and above them all. There 
is an enormous sureness about her work. She
is very self-possessed,” says Ciarán Forbes.

Ciarán Forbes and Liam O’Neill found, when
they began visiting woodturning symposia in
the USA, that their traditional woodturning skills
were in demand. “Our training was so superb
that we could teach techniques alongside
famous American woodturners such as David
Ellsworth,” says Liam O’Neill. The symposium
at Parnham House inspired Liam O’Neill to set
up the Irish Woodturners Guild, one of the first
national associations for turning in the world,
and in the early 1980s several of the foremost
international turners present at Parnham were
invited to Ireland. Their contribution to Irish
woodturning is to be recognised in the 
‘Tracing the Line’ exhibition. 

The curator of ‘Tracing the Line’ is Liam Flynn,
widely acknowledged as one of Ireland’s
leading woodturners and renowned for his
restrained, ebonised oak vessels. He first saw
Maria van Kesteren’s work in 1986 at the
‘Wood’ exhibition at the British Crafts Centre 
in London. At a time when wood turning was
all about homage to wood and bringing out its
inherent beauty, Maria van Kesteren’s smooth,
painted forms were, he says, considered
extremely radical, even dangerous. “But I found
her work so refreshing. It suited my style.
Ultimately all wood goes dark and you are left
with the shape and texture.” The black pieces
he saw in that exhibition made an impact. 
“I’m not afraid to colour work,” he says. Now
regularly exhibiting in the USA where ‘wood
art’ embraces complex sculpted and carved
pieces, Flynn also admires the way in which
Maria van Kesteren has stayed true to the
lathe: all of her pieces are completely turned. 

Liam Flynn believes that most woodturners in
Ireland today would be unaware of Maria van
Kesteren and her time with KDW. As Liam
O’Neill remarks, “She was so far ahead of her
time. People here didn’t realise what they had”. 
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woodturning workshops. All her designs were
functional – bowls, candle holders – with what
she describes as the simplest of shapes. 
Her porridge bowls were produced in vast
quantities for Habitat by George Galbraith’s
workshop in Abbeyleix. Designs made in
various workshops were for export to England
and the USA and for sale in the KDW shop in
Kilkenny. 

Keith Mosse, still in his late teens, visited
Maria’s workshop and credits her with much 
of his love for the craft: “I still turn using the
simple, sensual form that she gave me. I have
never wanted to get too smart or complicated.”
Someone else who came to meet Maria in
1966 was John Shiel who had set up a
woodturning workshop in Dublin in 1963. 
On his first visit she asked him to copy a
prototype. Next time he left with an order for 
a number of bowls. He spent some time in the
KDW workshop both before and after Maria’s
departure, before setting up a workshop in
Bagnelstown, Co Carlow, producing KDW
designs. “I learned a great deal from her as 
an instructor. I was self-taught and very green.
Now I would place her at an inspirational level,
but at the time I didn’t realize the shapes she
was making were influenced by factors about
which I had no knowledge.” John Shiel’s
workshop, at its busiest employing a dozen,
continued to produce Maria’s designs, plus

prototypes and production of KDW designs 
by Bertel Gardberg and Gerald Tyler, exporting
large numbers of salad bowls and lamp bases
to London and San Francisco. 

When Liam O’Neill joined as John Shiel’s
apprentice in May 1968, he benefited not 
only from the experience of creating prototypes
from KDW drawings but from the highly skilful
turning and sanding techniques Maria had
taught in the KDW workshop. “These days
tools are made from toughened steel but then
you had to be extremely skilful because the
technology was primitive,” says Liam O’Neill. 

It was this level of training over a four year
apprenticeship that gave Liam O’Neill the ability
to make the transition to artistic wood turning
when he returned in 1980 from the seminal
gathering of international woodturners at
Parnham House, Dorset. Also at Parnham 
was Ciarán Forbes, who in 1970, at a crucial
time in his early development as a woodturner,
had been trained in basic techniques at KDW
by the Irish person most familiar with Maria’s
working methods, Jim Holohan. This was
shortly before Jim left to design and make
moulds for Galway Crystal in 1971 and the
KDW woodturning workshop closed. 

“For me, the foundations were laid at KDW,”
says Ciarán Forbes. “When I left, I was able 
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Below: Box, rosewood, Maria
van Kesteren, KDW, 1966.

Below: Maria van Kesteren
demonstrating woodturning at the
formal opening of the Workshops
in November 1965. Left to right:
alderman Michael J McGuinness,
mayor of Kilkenny, William H
Walsh, chairman and chief
executive of the Workshops and
the Minister for Industry, Trade
and Commerce, P J Hillery, T.D.



“The KDW was not the Bauhaus,” is a
comment often heard when talking to KDW
critics. The Workshops were never meant to 
be like the Bauhaus. KDW’s remit was to work
with manufacturers to raise design standards.
Not simply a design promoter or advocate,
KDW adopted an innovative practical approach.
Some industries responded better than others
to their message. However, in general, the
Workshops achieved and often exceeded their
aims. Education and retailing were not in the
original remit, but they made immense
contributions to both. 

“Kilkenny Design Workshops stimulated visual
awareness in terms of the things that people
put into their homes,” according to Jim King.
Following a period when consumer choice had
for political and financial reasons been severely
restricted, the primary significance of the
Workshops was that KDW designers produced
well designed objects that were seen and 
used by the people of Ireland. Many of these
products were sold through the Kilkenny shops
which were hugely influential in advancing
retailing and promoting individual designers and

craftspeople. KDW designs ranged from
ceramic tableware, textiles (including teacloths,
towels and curtains), silverware, furniture,
industrial products and graphics. For much of
the 1960s,1970s and 1980s KDW contributed
to the Irish visual landscape through designs
like the marigold and white Post and
Telegraphs van with its P+T logo, the Telecom
Éireann logo, the churn and shamrock logo of
the National Dairy Council, the OPW logo, the
yellow litter bin, the brown and black Ennis
tableware range and Oisín Kelly’s Irish proverb
teatowels. 

The KDW style was natural and warm, a sort 
of sophisticated rusticity. The textile designer,
Jenny Trigwell remembers that the German
company WMF which produced many
household items, often in stainless steel, 
came to the Workshops with a brief for a
‘Kuhstall’ (cowshed) look to complement 
their own rather cold products.

KDW’s influence on the craft sector was
enormous, as it revitalised often dying craft-
based industries, attracting in non-Irish
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Left: Bag symbols, Damien
Harrington, KDW, 1968.



craftspeople and, through the shops, contributing to the 
selling of craft in Ireland and therefore making the craft 
sector economically viable. The formal apprenticeships in 
the metal working workshop and the informal apprenticeships
that operated in the other workshops trained many craftspeople
who went on to have successful careers in their own sectors. 
Its promotions abroad helped create markets for Irish products,
KDW designed or not. 

The Crafts Council of Ireland acknowledges a debt to KDW 
for the advancement and promotion of crafts in Ireland and in
playing a role in its founding. The Workshops also assisted in
creating an Irish design sector both by leading the way and by
training young graduates in the Butler House scheme. Many Irish
designers working today spent some time at the Workshops. 

The aim of ‘Designing Ireland’ is to show examples of the range
of work undertaken by KDW. Working models and prototypes
have been included to demonstrate the design process in the
Workshops. Most people viewing this exhibition will remember
some of these pieces in their homes, but many will not realise
that they were designed by KDW. While this knowledge was not
important at the time, it means that Kilkenny Design Workshops
have vanished from sight very quickly and their legacy is largely
forgotten.

Less than twenty years after their closure, KDW’s disappearance
from public view is worrying, because they are an important
element of Irish design history. The Workshops were criticised
for being a foreign import, but with little or no training in 
Ireland for designers in the 1950s and 1960s, Kilkenny Design
Workshops were only possible because of the number of
designers who came from around Europe to work in Kilkenny.
KDW succeeded from the beginning in attracting designers they
targeted such as Maria van Kesteren and Rudolf Heltzel and in
taking advantage of the presence of others in Ireland such as
ceramic artist Sonja Landweer. Later, recruitment forays were
often made to the degree shows of the art colleges in England.
Designers had often heard of the Workshops due to the positive
coverage in influential European design magazines such as
Mobilia, Design and Abitare and were eager to come to Ireland
to work on this interesting design experiment.  

The combination of young designers, experienced technicians
and CTT staff with in-depth knowledge of Irish industry
contributed to a creative and exciting work environment. 
There was also a sense of responsibility. Jenny Trigwell who
joined KDW at 21 explains, “it was more than just a design 

job, we were trying to help companies turn themselves around.
We would often go to factories expecting to see a large well
equipped operation and find a local workforce in small premises
using old though still functioning machinery. We were trying to
help keep these people employed.”

The city of Kilkenny changed fundamentally, from a county town
to a tourism centre with a reputation for craft, arts and design.
KDW were involved in the development and organisation of
Kilkenny Arts Week; Damien Harrington designed the logo and
the graphic designers Richard Eckersley, Tony O’Hanlon and
Peter Dabinett designed many of the early posters. Gerald 
Tyler wrote a book on the architecture of Kilkenny. KDW staff 
also contributed to the preservation of some of the heritage
buildings in Kilkenny at a time when Ireland was not known 
for appreciating its architectural and visual heritage. 

As the Workshops were experiencing difficulties in 1988, 
Paul Hogan wrote an article in the Irish Times which stated:

Kilkenny has been in existence for 25 years… [and] 
the conditions which brought it into existence have
changed – largely through its own efforts. It may be 
that the time has come to call it a day and for Kilkenny,
always an innovator, to show that it is possible for an Irish
state-supported institution, its work accomplished, to lay
down its tools and go into well-merited retirement.

That retirement appears to have taken Kilkenny Design
Workshops out of public consciousness and it is time for their
contribution to contemporary Ireland to be acknowledged.
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Catalogue
Catalogue entries include item name, material and technique, 
designer(s) names, maker or client, and year of design.

Wall-hanging, hand 
screen-printed cotton, Rolf
Middelboe, KDW, c 1968.
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✱ Above: Trivet, cast iron, Bertel Gardberg,
Waterford Ironfounders, 1967.

✱ Above: Dish candleholder, cast iron, Bertel
Gardberg, Waterford Ironfounders, 1967.

✱ Above: Male and female candleholders, cast
iron, Oisín Kelly, Waterford Ironfounders, 1966.

✱ Above: Waterpitcher, silverplated prototype,
Bertel Gardberg, c 1967.

✚ Sauce boat and ladle, silver and wenge,
Bertel Gardberg, KDW, first designed 1966,
made 1973.

✱ Above: Fruit bowl, silver, Marcus Huber,
KDW, first designed 1968, made 1978.

✱ Above: Platters, enamel on copper, Brigette
Bette, KDW, 1969.
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✱ Above: Ashtray, marble, Bertel Gardberg,
Kilkenny Marble Crafts, 1966.

✚ Relief candle, Oisín Kelly, KDW, 1967.

✚ Candleholder, afrormosia, Maria van
Kesteren, KDW, 1966.

✚ Candles, Damien Harrington, Boramic
Candles, c 1969.

✱ Above: Bowls and plates, wooden, Bertel
Gardberg, KDW, c 1967.

✚ Porridge bowl, ash, Maria van Kesteren,
Galbraith and Sons, 1966.

✚ Salad servers, teak, Gerald Tyler, KDW, 1969.

✚ Children's wooden houses, Oisín Kelly, KDW,
c 1967.

✚ Potato sack, Damien Harrington, KDW, 1968.

✱ Above: Box, rosewood, Maria van Kesteren,
KDW, 1966.

✚ Wall bracket, wrought iron, Oisín Kelly, Cork
County Crafts, 1967.



✱ Above: Ring, silver, Marcus Huber, KDW, 
c 1969/70.

✱ Above: Ring, silver and citrine, Marcus
Huber, KDW, c 1969.

✱ Above: Cufflinks, silver, prototypes, Rudolf
Heltzel (left and right) and Marcus Huber
(centre), KDW, 1966/67.

✱ Above: Bracelets/neckpieces, prototype
units, not produced, Franz Bette, KDW, c 1969.

✱ Above: Caddy spoon, silver, Rudolf Heltzel,
KDW/O’Connors of Dublin, 1966/67.
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✱ Above: Ring, silver and goldplated silver,
prototype, Marcus Huber, KDW, c 1969.

✱ Above: Rings, spoked wheel and cluster,
silver, prototypes, Rudolf Heltzel, KDW, 1966.

✱ Above: Necklace, silver, Marcus Huber,
KDW, c 1969.

✚ Ring, silver with monad motif, Bertel
Gardberg, KDW, c 1969.

✱ Above: Ring, silver and clear blue enamel,
Brigette Bette and Franz, KDW, c 1968/69.

✱ Above: Cufflinks, silver, Bertel Gardberg,
KDW, 1967.
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✱ Left: Bedspread, wool, woven, Helena
Ruuth, Irish Tapestries, 1965.

✚ Floor tiles, earthenware screen printed, 
David Reeves, KDW, 1965.

✱ Above: Bowls, earthenware, Sonja
Landweer, KDW, 1966.

✚ ‘Irish Lace’ casserole dish, earthenware,
David Reeves, Carrigaline Pottery, 1966.

✱ Above: Teapot, earthenware, David Reeves,
KDW, 1966.

✚ Square bottles, earthenware, David Reeves,
KDW, 1965.

✚ Bonbonnnieres, earthenware, David Reeves,
KDW, 1966.

✚ P + T colour chip and shade card, Damien
Harrington, 1968.

✚ ‘Designs for Production’ catalogue, Damien
Harrington, 1969.

✚ Scarves, silk, hand screen-printed, Maria
Ketola, KDW, 1967.

✱ Above: Headsquares, foulard silk (three
colourways), Pat Scott, KDW, 1969. 

✚ Headsquare, foulard silk, Pat Scott, 
KDW, 1969.

✱ Above: Wrapping paper for the Kilkenny
shop, Damien Harrington, KDW, c 1968.
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✱ Above: ‘Stripes’ bath sheet, terry towel, Bodil
Andersen, Robert Usher, 1966.

✱ Above: ‘Key’ hand terry towel, Jenny
Trigwell, Robert Usher, 1969.

✱ Above: Curtaining, printed linen, David
Wilson, Lamont & Sons, 1965.

✚ ‘Maytime’ from the Kilkenny Collection,
printed cotton, Jenni Green, Kilkenny Trading
Company/Seafield Textiles, 1969/70.

✱ Above: Wall-hanging, stone rubbing, 
printed cotton, Oisín Kelly, KDW, 1969.

✱ Above: Curtaining, semi sheer woven 
Dralon, sample, Jenny Trigwell, Dripsey
Woollen Mills, 1969.
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✱ Above: Cats, linen teatowel, Maria Ketola,
Charles Gallen & Co., 1967.

✱ Above right: Place mats, linen, woven
doublecloth, Helena Ruuth, 
F and J Clayton and Co., 1965.

✱ Above left: ‘Ní féasta go rósta, ní céasta go
pósta’, (there is no feast ‘till a roast, there is no
torment ‘till marriage) teatowel, hand screen-
printed linen, Oisín Kelly, KDW, 1967.

✚ Tablecloth, linen damask, Helena Ruuth,
Ewart and Sons, 1966.

✱ Above: Wall hanging, hand screen-printed
cotton, David Wilson, KDW, c 1967.

64 1960s



✱ Above: Bag symbols, Damien Harrington,
KDW, 1968.

✱ Above: Seating for Heathrow Airport,
wool/cotton moquette, Helena Ruuth, 
Terence Conran/Birr Fabrics, 1966.

✱ Above: KDW logo, Louis le Brocquy, 
KDW, 1965.

✱ Left: Chair, beech and paper string, Peter
Hiort Lorenzen, Ardee Chair Company, 1968.

✱ Above: P+T logo, Damien Harrington,
Department of Posts and Telegraphs, 1968.

671960s 



1970s



70 1970s 

✱ Above: Medal celebrating Ireland’s entry 
to the EEC, silver, Oisín Kelly, KDW, 1972;
Apprenticeship qualifying medal, silver, Oisín
Kelly and Rudolf Heltzel, KDW, 1966; Rehab
‘People of the Year’ award medal, silver, 
Oisín Kelly, KDW/Jewellery and Metal
Company, c 1975.

✱ Necklace, silver and tigereye, not produced,
Thelma Robertson, KDW, c 1973.
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✱ Above: Glassware, soda glass, Gerald Tyler,
Fermoy, design later manufactured by Cavan
Crystal as ‘Tantulus’, 1970.

✚ ‘Tantulus’ boxes, Holger Strøm (packaging),
Elizabeth Fitz-Simon (graphics and name),
Cavan Crystal, 1973.

✚ Bowl, glass, Gerald Tyler, Cavan Crystal,
1972.

✚ Savings box tins, Damien Harrington (Rainy
Day), Jenny Trigwell (Going to the Fair) and
Helena Sebardt (Early Irish Coinage), KDW,
Metal Box Company, 1972/73 with art work 
for other money boxes.

✚ Bowls and boxes, various woods, Barry
Fitzgerald, KDW, 1970 – 1980.

✱ Above: Waterpitcher, silver, Bertel Gardberg,
KDW, 1970.

✚ Chalice, silver and rock crystal, passing out
piece for an apprentice, Pat Behan,
Shanagolden Parish Church, c 1973.

✚ Candlesticks, silver, Asger Max Andersen,
Royal College of Physicians, 1974.

✱ Above: Teapot, silver and casein, Jim Kelly,
KDW - apprentice piece, 1975.



✱ Above: Pendant, silver, Asger Max Andersen,
KDW, c 1972.

✚ Brooch and earrings, porcelain, Joan Doherty,
KDW, c 1973.

✱ Above: Ring, silver with amethyst, Asger
Max Andersen, KDW, 1971.

✚ Ring, silver and agate, Asger Max Andersen,
KDW, c 1972.

✱ Above: Neckpiece, silver, Mary McCarthy,
KDW, 1971.

✱ Below: ‘Torc’ bracelet, silver, Asger Max
Andersen, KDW c 1972.
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✱ Above: Bracelet, carnelian and silver, Asger
Max Andersen, KDW, c 1973.

✱ Below: Necklace, hammered silver, Asger
Max Andersen, KDW, c 1973.

✱ Above: Ring, carnelian and silver, prototype,
not produced, Thelma Robertson, KDW, c 1970.
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✱ Above: Samples for Dripsey, woven Dralon,
Jenny Trigwell, Dripsey Woollen Mills, c 1970.

✚ ‘Irish wildflowers’, teatowel, tablecloth, apron,
teacosy, pot holder and oven mitt, printed
cotton and printed polyester and cotton, Jenny
Trigwell, Charles Gallen & Co., 1975.

✚ ‘Hy Brasil’ from the Kilkenny Collection,
printed cotton, Jenni Green, Kilkenny Trading
Company/Seafield Textiles, 1971.

✚ ‘Hopscotch’ curtaining from the Kilkenny
Contract Interiors Index, printed cotton, Helena
Ruuth, c 1972.

✱ Above: ’Flower Train’ from the Kilkenny
Collection, printed cotton, Jenni Green, Kilkenny
Trading Company/Seafield Textiles, 1971.

✱ Above: ‘Jungle’ from the Kilkenny Collection,
printed cotton, Jenni Green, Kilkenny Trading
Company/Seafield Textiles, 1971.

✱ Below: ‘Chequers’ curtaining from the
Kilkenny Contract Interiors Index, printed cotton,
Helena Ruuth, Textile Design Centre, c 1972.

751970s

✱ Above: Rya rug, wool and flax yarn, Jenny
Trigwell, KDW, 1970; ‘Stratus’, table, sofa and
chairs, Peter Lewis, KDW/Crannac, 1976.

✚ Tie, wool, Jack Lenor Larsen/Mortimer
O’Shea, KDW, 1970.

✚ Bedspread, wool, Stephanie Barry,
KDW, c 1972.

✱ Above: Knee rug, wool worsted, prototype,
Jenny Trigwell, Kerry Woollen Mills, c 1974/75.

✱ Above: Knee rug, brushed mohair, prototype,
Jenny Trigwell, Cushendale Mills, c 1976.

✚ Knee rug, brushed wool, Jenny Trigwell,
Kerry Woollen Mills, c 1976.

✚ ‘Butterflies’ handkerchiefs, printed cotton
lawn, Jenni Green, Iwamoto, 1977.

✚ ‘Flowers’ handkerchiefs, printed cotton lawn,
Jenny Trigwell, Iwamoto, 1977.

✚ ‘Poppy Field’ handkerchief, printed cotton
lawn, Sheila McKay, Iwamoto, 1977.
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✱ Left: ‘Domenique’ beach terry towel, Jenny
Trigwell, Robert Usher/Greenhills, c 1975.

✚ ‘Feathers’ from the Duette Collection, printed
cotton, Jenny Trigwell, KDW/Textile Design
Centre, c 1971.

✚ ‘Dotty’, later part of the Duette Collection,
printed cotton, Sheila McKay, KDW, fabric
designed 1971, duvet cover made in 1979.

✱ Below: ‘Squares’ beach terry towel, Jenny
Trigwell, Robert Usher/Greenhills,1970.

✱ Above: ‘Rainbow’ rug, wool, hand tufted, Pat
Scott, V’soske Joyce, 1979.

✚ ‘Diamond Daisy’ from the Duette Collection,
part of a co-ordinating range which included
wallpaper and sheeting, Jenny Trigwell, 1979.

✚ ‘Canasta’ from the Duette collection, part of
a co-ordinating range which included wallpaper
and sheeting, Helena Ruuth, original design
1971, adapted 1979.

✚ ‘Gavotte’ from the Kinsale Collection,
samples, printed cotton satin, Jenny Trigwell,
Kilkenny Trading Company/Seafield Textiles,
1973/74.
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✱ Above: Teatowel (butterfly), linen, Jenny
Trigwell, Charles Gallen & Co., 1972. 

✚ Doll teatowel, hand screen-printed linen,
Jenny Trigwell, KDW, 1971.

✱ Above: ‘Fruit garden’ teatowel, linen, Jenny
Trigwell, Charles Gallen & Co., 1974.

✱ Above: ‘Is minic do bhris béal duine a shrón’
(many a time a man’s mouth broke his nose),
teatowel, hand screen-printed linen, Oisín Kelly,
KDW, 1970-1975.

✱ Above left: ‘Tagann ciall roimh aois’ (sense
comes only with age), teatowel, hand screen-
printed linen, Oisín Kelly, KDW, 1970-1975.

✱ Above right: ‘Níl aith nigheas go haon
tigheas’, (you don’t know anyone ‘till you live
with them), teatowel, hand screen-printed linen
Oisín Kelly, KDW, 1970-1975.
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✱ Above: Sunset’, beach terry towel, Jenny
Trigwell, Robert Usher/Greenhills, c 1975.

✚ ‘Connections’ from the Kilkenny Collection,
Jenny Trigwell, KDW/Textile Design 
Centre, 1979.

✚ Christmas display fabric, Jenni Green and
Jenny Trigwell, KDW, 1971.

✱ Below: ‘Waterlily’, beach terry towel, Jenny
Trigwell, Greenhills Towels (Courtaulds), 1979.
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✱ Left: ‘Im leabaidh aréir – Eoghan Rua Ua
Suilleabháin’, teatowel, hand screen-printed
linen, Oisín Kelly, KDW, 1970-1975.

✚ ‘Marbh le tae, marbh gan é’ (dead with tea
and dead without it), teatowel, hand screen-
printed linen, Oisín Kelly, KDW, 1970-1975.

✚ Samples for WMF project, paper and linen,
Jenny Trigwell, KDW, 1972.

✚ Product brief for Jenny Trigwell for the WMF
project, form and sticker designed by Damien
Harrington, KDW, 1972.

✚ ‘Noah’s Ark’ table, cast iron, Oisín Kelly,
KDW, c 1973.

✚ Lampbase and shade, Clare Jones, 
Hacketts, 1979.

✚ ‘Stratus’, drinks cabinet with mirror,
prototype, Peter Lewis, KDW, 1976.

✚ ‘Cirrus’, bed, chest of drawers, blanket box,
Clare Jones, KDW/Mannings of Bagnelstown, 
c 1978.

✚ IQ light packaging Damien Harrington,
Kilkenny Illuminations, 1972.

✚ Child’s table and stool, cardboard, Holger
Strøm, Smurfit Corrugated Cases, 1970. 

✚ Exhibition cubes, cardboard, Holger Strøm,
KDW, 1971.

✚ ‘Kilkenny Chair System’, booklet and price
list, Damien Harrington, KDW, 1974.

✱ Above: IQ light, Holger Strøm, Kilkenny
Illluminations, 1972. 

✱ Below: ‘Kilkenny Chair System’, two chairs
and connecting table, beech and linen/nylon
upholstery, Gustav Sauter, Metalwood/Plan
Interiors Ltd., 1974.
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✱ Above: Egg, porcelain, Jim Kirkwood,
Belleek, 1972.

✱ Above: Christmas plate, porcelain, Jim
Kirkwood, Belleek, 1970-73.

✚ Boxes for Belleek plates, Holger Strøm
(packaging), Elizabeth Fitz-Simon (illustration),
Belleek, 1970. 

✱ Above: Bud vase, porcelain, Jim Kirkwood,
Belleek, 1973.

✚ GAA Plate, porcelain, Oisín Kelly, 
Belleek, 1977.

✚ Bud vase box, Holger Strøm (packaging),
Elizabeth Fitz-Simon (graphics), Belleek, 1973.
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✱ Above: ‘Chevron’ giftware, earthenware, Jim
Kirkwood, Celtic Ceramics, 1976.

✱ Above: ‘Ennis’ tableware set, earthenware,
Jim Kirkwood, Celtic Ceramics, 1971.

✚ ‘Country Ware’ casserole, porcelain, 
Jim Kirkwood, Wade, 1973.

✚ Vase, earthenware, Jim Kirkwood, 
Rosenthal, 1975.

✱ Above: Vase, porcelain, Jim Kirkwood,
Rosenthal, 1972.

✱ Above: ‘Irish Stewpot’, with label, porcelain,
Jim Kirkwood (pot), Elizabeth Fitz-Simon (label),
Wade, 1973; ‘Bistro’ napkins, printed cotton,
Jenny Trigwell, KDW, c 1979.

✚ Ashtray, earthenware, Jim Kirkwood,
Rosenthal, c 1974.

✚ Child's boat scene, mug, plate, bowl and bib,
Jenny Trigwell, Heals & Co., c 1977.
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✱ Above: Birds; sparrowhawk, wren, raven, 
eider duck, mallard, sitting and crouching 
grouse, snowy owl, puffin, male and female 
teal, stoneware, Oisín Kelly, KDW, 1975-1978.

✱ Above: Owl, wall plaque, stoneware, Oisín
Kelly, KDW, c 1973.

✱ Above: Pebble boxes, stoneware, Mike Byrne,
KDW, 1977.

✱ Left: ‘Standing Man’ one of the ‘Two Working
Men’, stoneware, Oisín Kelly, KDW, 1977.

✱ Above: Gannets; single gannet and two groups,
stoneware, Oisín Kelly, KDW, 1975-1978.

✱ Above: ‘Money pig’, stoneware, Mike Byrne,
KDW, c 1978.

✚ Four Apostles, wall plaques, stoneware, Oisín
Kelly, KDW, c 1972 
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✱ Above: Tea set, porcelain, Jack and Joan
Doherty, KDW, c 1973.

✱ Vase, bowl and candle lamp, earthenware,
Niall Harper, KDW, 1971.

✚ Lamps, earthenware, Mike Byrne, 
KDW, 1978.

✚ Lamp, earthenware, Mike Byrne, 
KDW, 1978.

✱ Below: ’Alamo’ teapot and jug, earthenware,
Jim Kirkwood, KDW, 1973.

✚ Cane handled teapot, earthenware, Jim
Kirkwood, KDW, 1972.

✚ ‘Irish wildflowers’, flan dishes, earthenware,
Jenny Trigwell (illustration), Celtic Ceramics,
1976.

✚ ‘Bistro’ teapot, earthenware, Jim Kirkwood,
Arklow and Kilkenny Pottery, 1977.

✱ Above: Kilkenny Arts Week, logo and car
sticker, Damien Harrington, Kilkenny Arts Week,
1974.

✚ Kilkenny Arts Week 1976 catalogue, Richard
Eckersley, Kilkenny Arts Week, 1976.

✚ Kilkenny Arts Week 1979 catalogue, 
Tony O’Hanlon, Kilkenny Arts Week, 1979.

✱ Above: World Crafts Council visit to KDW
folder, Damien Harrington, KDW, 1970.

✚ KDW: Irish Furniture and Furnishings Fair 1970,
catalogue, Damien Harrington, KDW, 1970.

✱ Above: Exhibition train folder, Damien
Harrington, KDW, 1971.

✚ Industrial design seminar/CTT/KDW booklet,
Damien Harrington, KDW/CTT, 1971.
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✱ Above: INTERDESIGN identity material,
Damien Harrington, International Council of
Societies of Industrial Design/KDW, 1972.

✚ KDW Report and Accounts 1977, Damien
Harrington, KDW, 1978.

✚ ‘Danish design’ exhibition, folder and
invitation, Damien Harrington, KDW, 1978.

✚ ‘European Conservation Year’ stamp, Damien
Harrington, Department of Lands, 1970.

✚ Foxford brochure and identity, Elizabeth 
Fitz-Simon (brochure), Damien Harrington (logo)
Jenny Trigwell (drawing), Foxford Woollen
Mills, 1970-1975.

✚ ‘Export’ magazine layout, Elizabeth 
Fitz-Simon, CTT, 1972.

✚ Toilet roll packaging, Elizabeth Fitz-Simon,
Newcel, 1973.

✚ ‘Ireland Today’ newsletter layout, Elizabeth 
Fitz-Simon, Department of Foreign Affairs, 1976.

✱ Left: Kilkenny Arts Week 1977 poster,
Richard Eckersley, Kilkenny Arts Week, 1977.

✱ Above: Córas Tráchtála Teo Spectrum of
Services, Damien Harrington, CTT, 1978.

✱ Above: Dripsey logo and identity, Damien
Harrington, Dripsey Woollen Mills, 1971/72.
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✱ Above: Local Authority logo, Damien
Harrington, Kilkenny County Council, 1976.

✱ Right: European Patent Organisation 
logo, Tony O’Hanlon, European Patent
Organisation, 1978.

✱ Below right: OPW logo, Damien Harrington,
Office of Public Works, 1973/74

✱ Below: Cospoir logo, Peter Dabinett, 
National Sport Council, 1978.
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✚ Dairy produce logo, Damien Harrington,
National Dairy Council, 1973.

✱ Below: European Conservation Year logo,
Damien Harrington, Department of Lands, 1970.

✱ Above: Forest service logo, Damien
Harrington, Department of Forestry and
Wildlife, 1972.

✚ Eirebus logo, Elizabeth Fitz-Simon, 
Eirebus, 1972.

✱ Below: Embassy escutcheon, Tony
O’Hanlon, Office of Public Works, c 1979.



✱ ‘A Sense of Ireland’ four posters, Richard
Eckersley, Sense of Ireland, 1980.
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✱ Above: Kilkenny Arts Week 1976 poster,
Richard Eckersley, Kilkenny Arts Week, 1976.

✱ Above: Kilkenny Arts Week 1979 poster,
Tony O’Hanlon, Kilkenny Arts Week, 1979.
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✱ Above:  ‘Katto’ poster, Richard Eckersley,
Kilkenny Arts Week, 1975

✚ ‘Ahem’ poster, Richard Eckersley, Kilkenny
Arts Week, 1978.

✚ ‘Jazoot’ poster, Richard Eckersley, Kilkenny
Arts Week, 1978.

✚ ‘Polish Posters’ poster, Richard Eckersley,
Kilkenny Arts Week, 1976.

✱ Above: ‘Design an Irish Typeface’ poster,
Richard Eckersley, KDW, 1978.



✱ Above: ‘The Work of Oisín Kelly’ poster,
Richard Eckersley, Arts Councils of Ireland,
1978.

✱ Left: Irish Book Design Award poster,
Richard Eckersley, KDW, 1978.

✱ Right: Overhead projector, Nick Marchant
and Raymond Turner, Bell & Howell, 1978.

✱ Right: PEBX (Private Electronic Branch
Exchange) console, working model, Nick
Marchant, Telectron, 1979.

✱ Above: ‘Vienna Boys Choir’ poster, Tony
O’Hanlon, Kilkenny Arts Week, 1979.
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✱ Above: Seating, foam and plywood
construction and wool upholstery, John
Jenkins, KDW, 1982.

✱ Above: Corner seats, beech and wool
upholstery, prototype, unknown designer,
possibly Peter Minards, KDW, c 1982.

✱ Below: ‘Cumulus’ chairs, cotton corduroy
upholstery, prototype, Raymond Turner, c 1980.
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✱ Above: ‘Warrior’, Lisa Young, KDW, 1980.

✚ ‘Thistledown’ from the Kilkenny Collection,
printed cotton, KDW/Textile Design Centre, 
c 1981.

✚ Curtaining for KDW boardroom, handwoven,
sample, Jenny Trigwell, KDW, 1980.

✱ Above: Montserrat Island hand towels and
runner with colour yarn samples, sea island
cotton, Jenny Trigwell, Montserrat Sea Island
Cotton Co., 1985.

✱ Below: ‘Solitaire’, beach terry towel, Jenny
Trigwell, Robert Usher, c 1982.



✱ Above: ‘Seamus Murphy’ poster, Tony
O’Hanlon, Crawford Municipal Art Gallery, 1982.

✚ ‘Seamus Murphy’ exhibition catalogue, Tony
O’Hanlon, Arts Council/Bebhinn Marten, 1982.

✚ Bord na Móna newsletter with new logo,
Damien Harrington (logo), Lorenzo Tonti
(layout), 1986.

✚ Tennis ball packaging, Peter Dabinett,
Tretorn, 1982.

✚ ‘Out of the head’ poster, Tony O’Hanlon,
Arts Council, c 1980.

✚ 10th Listowel Writers’ Week poster, Tony
O’Hanlon, Listowel Writers’ Week, 1980.

✚ GEA design manual, Peter Dabinett, GEA,
1985.

✚ Irish Steel design manual, Damien Harrington
and Peggy McConnell, Irish Steel, 1980.

✱ Above: Design Awards 1987 poster, 
Tony O’Hanlon, KDW, 1987.

✱ Right: Telecom Éireann logo, Peter Dabinett,
Telecom Éireann, 1981.

✱ Below right: Consumer Affairs logo, Peter
Dabinett, Office of Consumer Affairs, 1980.
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✱ Above: ‘Handmade in Ireland for exhibition’
poster, Tony O’Hanlon, Cultural Relations
Committee, Department of Foreign 
Affairs, 1980

✱ Above: ‘Ormonde’ table, prototype,
mahogany veneer with synthetic inlay,
Raymond Turner and Dan Smith, KDW,
1983/84.

✱ Above: ‘Ormonde’ chair, beech and wool 
and cotton moquette upholstery, prototype,
Raymond Turner and Dan Smith, KDW, 1981/82.

✚ Sling shelves with straps, beech and nylon,
Oliver Hood, KDW/Mannings, c 1982.
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✱ Above: ‘Six in the sticks’ poster, Tony
O’Hanlon, Butler Gallery, 1980.

✱ Above right: Designer Development Awards
poster, Peggy McConnell, KDW, 1981.

✱ Above: Design Awards 1988 poster, Tony
O'Hanlon, KDW, 1988. 
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✱ Above: An Post forms, Tony O’Hanlon
(forms, pre-existing logo by Bill Bolger), 
An Post, 1983/84

✱ Above: Desktop computer terminals, 
Dan Smith and Seán McNulty, Beehive 
Ireland Ltd., 1982.

✚ Breadboards, plastic, Seán McNulty, Kelly
Handles, c 1983.

✚ Spaceship, plastic connectors for cola cans,
Seán McNulty, Pepsi, 1985.

✱ Above: Laptop, block model, Bryan Leech,
CPT, 1985/86.

✱ Below: Switch, Oliver Hood, Seán McNulty
and Pat Brannigan, GEA, 1984.
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Crafts Council of Ireland

The Crafts Council of Ireland (CCoI) is the national economic development
organisation for the craft industry in Ireland and is funded by Enterprise Ireland.

The Council acts on the industry’s behalf:
• by advising government and state agencies on issues affecting the industry
• by assisting the industry in promotion and marketing
• by assisting vocational craft and design training

National Craft Gallery

The Crafts Council of Ireland set up the National Craft Gallery (NCG)
in December 2000. NCG runs a dynamic national and international exhibitions 
programme which aims to:

• Stimulate quality, design, innovation and competitiveness in the craft sector
• Communicate the unique cultural and commercial attributes of craft
• Promote the importance of quality to consumer and craft manufacturer alike
• Stimulate innovation in design and manufacture via special exhibition themes
• Encourage mutual transfer of exhibitions with other international craft agencies

Further information on Crafts Council of Ireland projects and programmes is available from: 

Crafts Council of Ireland, Castle Yard, Kilkenny           
t:     353 (0)56 7761804
f:     353 (0)56 7763754




