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Preface
In 2007 1600 photographic glass plates documenting Damask
design work from the William Liddell Company, Donacloney, were
donated to the Ulster University. It has been an ambition within the
Belfast School of Art to uncover, conserve and publicise their legacy
to the wider community, revealing the beautiful and highly skilled
creative craftsmanship of the Liddell workforce.
The plates were in a fragile condition, unable to be viewed easily
in their existing condition. Electronically scanning the plates at
a high resolution uncovered amazing images of artwork, design
experimentation and highly detailed technical charts for Damask design.
These images have been made available to the public via a website,
an exhibition and this book. As well as preserving the past a parallel
ambition by the authors was to generate new work inspired by the
beauty of the plates.
Having previously worked together on the Borris Lace archives,
with a mutual understanding and respect of each other’s disciplines
(weave and print) we felt this opportunity to further collaborate in more
depth would add a contemporary focus to the beautiful uncovered
archive. Looking back to look forward new work was woven and printed,
a familiar pattern speaking a different language but with its roots firmly
linked to the Northern Irish linen industry and the wonderful design
and manufacturing heritage that was once the powerhouse of the world,
in terms of global outreach.
The exhibition supported by the beautifully documented books has
been designed to travel, therefore spreading the knowledge of the past
supported by the new textiles created by Trish Belford (printer) and
Barbara Dass (weaver).

Trish Belford—Senior Research Fellow
Dr Barbara Dass—Professor of Design
BELFAST SCHOOL OF ART, ULSTER UNIVERSITY
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Project
Documentation of the Reviving the William Liddell Damask Design’s
project research and resolution
The Project themed chapter focuses on detailing the scope and content of the
Reviving the William Liddell Damask Collection project. The different perspectives and
approaches of Professor Barbara Dass and Senior Research Fellow Trish Belford
are documented using images from their research journals, sketchbooks and
distinctive workshop practices. The contextual influences of each new work are
explained with reference to material and technical challenges.
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The Project
The Heritage Lottery funded project ‘Reviving William Liddell’s Damask Designs’ concerns a unique
collection of 1600 photographic glass plates discovered in 2007 during the dismantling of the
Ewart-Liddell factory at Donacloney, County Down. The photographs document the design and
development work for Liddell’s Damask patterns. This work represents the labour of highly
skilled workforce of designers, draughtsmen and women and weavers working for the company
during the years 1900s to 1970s. The project team from the Belfast School of Art, Ulster University
comprises of Senior Research Fellow Trish Belford and Professor Barbara Dass. The initial
stages of the project focussed on the preservation of the glass plates, their digitization and
classification for an open access digital archive. Public and community engagement has been
the ultimate focus of the project, running three road shows at Cultra, Donacloney and Lisburn to
view and photograph artefacts and listen to and record oral histories of individuals and families
who have connections with the Irish linen industry. These roadshows were supported by the
Centre for Data Digitisation and Analysis (CDDA), Queen’s University, Belfast, design historian
Dr Catherine O’Hara and Sharon Adams.
The initial research findings are disseminated through the ‘Recall: Shuttles and Shafts exhibition’,
Linen Biennale, Lisburn Museum, September 2018—January 2019 and a series of public
lectures given at several venues across the province. Belford and Dass have also partnered with
local community groups and the Lisburn Museum to run workshops that encourage participants
to respond to the archive using simple weaving techniques. A key aspect of the project is the
exhibiting of new contemporary textile work designed and developed by Dass and Belford in
response to the Liddell Damask collection.
The complete collection of digitised photographic plates has been arranged into four key
classifications: logistics (shipping, trains and air lines), hospitality (cafés, restaurants and hotels),
organisations (clubs, societies and institutions) and domestic patterns (with sub-themes of floras,
rural scenes, geometric, Celtic, neo-classical and constructivist). The project team have collaborated
with graphic designer Paul Kelly to design the exhibition space and website for the archive.
Research Assistant Beth Milligan has provided technical support for weaving and printing in
the development and production of new work for the exhibition.

Profiles

Professor Barbara Dass

Trish Belford

Professor Barbara Dass lectures in the Belfast School of Art and
Design, Ulster Universty. Her subjects include design studies,
textile design, relationships between science and art and design,
with a specialized expertise in crystallography and woven
interlaced structures. Professor Dass' most recent research has
focused on investigating and responding to Irish textile heritage.
The 'Warped Destruction’ project is one such example when a
collaboration with textile printer Trish Belford was formed
to respond to a collection of Boris lace held by the Kavanagh
family at Boris House, County Carlow. The final piece was
exhibited in the 'Materialisation: Mapping the Making exhibition’,
Carlow Arts Centre, 2014.
Professor Dass has also conducted educational research in the
field of creativity and resilience (sustainable development) and
was awarded a national Teaching Scholarship for a project entitled:
'TRANSITIONS’, which funded a cross-disciplinary symposium on
Rathlin Island: Communication in the Age of Wind: Exploring the poetics
of natural energy, Autumn 2010.
Currently Dass and Belford are collaborating on
'Reviving William Liddell’s Damask Designs’, funded by Heritage
Lottery Fund. The exhibition held in Lisburn Museum, Autumn 2018,
presents the initial findings of investigations into the archive, which
holds an extensive collection of photographic glass plates of Damask
design work from the Donacloney factory, County Down during 1900s
to 1970s.

Senior Research Fellow Trish Belford lectures and is an active researcher
at the Belfast School of Art, Ulster University. Her main areas of
expertise are working on a wide range of collaborative projects;
spanning architecture, science, fashion and archives, subverting textile
technologies for new uses and diverse audiences. Belford began her
career originating Belford Prints Ltd in 1986, developing new print
techniques for the UK fashion industry: Vivienne Westwood, Zandra
Rhodes, Jasper Conran and Helen Storey. In 1996 Belford was awarded an
Honorary fellowship at The Royal College of Art for contributions to the
Textile Industry. Relocating back to Northern Ireland in 2005, Belford
formed a collaborative partnership with Ruth Morrow,
Professor of Architecture, to create new surfaces combining textiles
and concrete, this resulted in three patents and several international
commissions under the umbrella of Tactility Factory Ltd.
This collaboration is strengthened by a current AHRC follow on funded
grant to develop new Linen Lace textiles working with MYB Textiles,
Scotland and Queen’s University Belfast.
Belford has previously conducted archive translation work
through a Leverhulme grant in collaboration with Dr Philip Sykas,
Manchester Metropolitan University, resulting in a publication in 2013
‘The Beauty of Experiment’ investigation the shadow tissue prints from
renowned Lancashire based textile company Turnbull Design Ltd.
This new body of work ‘Reviving the William Liddell Damask plates’
with Professor Barbara Dass follows on from a previous collaboration
responding to a collection of Borris Lace, exhibited in the
Materialisation: Mapping the Making exhibition, Carlow Arts Centre, 2014.
This Heritage Lottery funded project has not only enabled the
cleaning, preservation of a rich part of our heritage but has also been a
rich source of visual information to facilitate this collaboration between
a printer and a weaver in order to generate a new body of work.
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The Company
William Liddell set up William Liddell & Company in 1866. At that time Belfast was the
largest linen-producing centre in the world, a position held until the beginning of the
First World War. William Liddell & Co. was especially prosperous driven by industrialisation
and the factory’s perfect position on the River Lagan, providing export routes to the rest of the
world. By the beginning of the 20th century the company had offices as far afield as Belfast,
London, Melbourne, Toronto, Christchurch New Zealand, Buenos Aires, Rio De Janeiro and
Capetown, South Africa. In 1908 the company took part in the British-Franco Exhibition and
won the prestigious gold medal for bringing linen from field to home. During the 20th century
William Liddell & Company was the preferred linen supplier of bed linen, table linen and
bath linen to the Oceanic Steam Navigation Company, owners of the White Star Line.
The company won the order for providing linen ware for the Titanic. After the Second World War
the Irish linen industry started to decline rapidly as the demand for cotton and easycare fabrics increased. By 1964 one third of Northern Ireland’s mills had closed. In 1973
William Ewart & Sons and William Liddell & Co merged to become Ewart Liddell and
were acquired as part of the Coats Viyella Group. In the 1980s Ewart Liddell underwent
a major modernisation programme. During the 1980s and 1990s the company’s luxury linen
products could be found in stores such as Harrods, House of Fraser, Marks & Spencer
and Bloomingdales in the US. The company’s international clientele continued to expand
in the sales of linen tableware to airlines, including British Airways, Concorde, Qantas,
Continental Airlines and Air New Zealand. Hospitality clients included Raffles Hotel,
Singapore, The Mandarin Hotel, Hong Kong, and the Ritz Hotel, London.
At the turn of the century Coats Viyella put Ewart Liddell up for sale. Irish fashion linen
supplier Baird McNutt bought the company renaming the company Liddell Limited. In 2004
the company was acquired by Hilden Manufacturing Ltd. In 2008 Vision Support Services
acquired Hilden and Liddell. The Ewart Liddell factory no longer exists however the rich
design heritage of Damask linen design has been preserved in the photographic glass plates
archive currently housed in the Belfast School of Art, Ulster Universty.

Raffles

5-04-018

SINGAPORE

Air New Zealand

1-04-013

NEW ZEALAND

Founded in 1940 as Tasman Empire Airlines Limited
and was renamed Air New Zealand in 1965.

Ritz Hotel

2-20-002

LONDON, UK

Qantas

6-10-001

AUSTRALIA

Commenced operations in 1921. The “flying Kangaroo”
logo was used between 1968-1984.

Mandarin Hotel

2-15-012

HONG KONG

Continental Airlines

6-07-003

USA

A major American airline based in Houston,
Texas. Established in 1934, ceased operations in
2012 when it merged with United Airlines.
This logo was used between 1960–1967.

White Star Line

5-08-021

Pre-merger with Cunard in 1934. Point paper design.
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The Archive
The William Liddell Collection is an archive of 1600 photographic glass plates that were
discovered during the dismantling of the Ewart-Liddell weaving factory in Donacloney,
County Down, Northern Ireland in 2007. On first viewing the faint monochromatic images
on the glass plate’s look like ghosts from bygone days of refined domesticity [Figure 1–5].
However it became clear that these traces of linen splendour are but a hint of the unique
and extensive record of an era of craftsmanship in both the design and production of Irish
linen hidden within the William Liddell Collection. The discovery of the photographic
plates has provided a rare opportunity to uncover and celebrate the often-understated
artistic, design and technical skills of the generations of individuals working in the design
offices of the textile industries in Ireland.
The photographic plate preceded film and was used to capture images on a lightsensitive emulsion of silver salts that coated the glass plate. The use of glass plates for
photography declined after the 1910s yet this method of photography appears to have
been used to record design work produced in the Liddell design office throughout seven
decades of the twentieth century. The earliest recorded date of 1919 can be found on an
image of a design for the Hans Crescent Hotel [Figure 6]. The latest date recorded is
1972 on a design for South African Railways [Figure 7]. This documentary practice
appears to have effectively ceased after the William Liddell Company’s merger with the
William Ewart Company in 1973 to form Ewart Liddell. It is extraordinary that this
form of photographic record was kept and perhaps more astonishing that the observation
of everyday affairs of a textile manufacturing design office were the subjects of such an
extensive and persistent documentary endeavour.

FIGURE 4 —

FIGURE 1 —

Point paper design, corner and border.

Point paper design, corner and border.

5-11-003

FIGURE 3 —

Point paper design, corner and border.

5-09-012

FIGURE 5 — Proof

FIGURE 7 —

FIGURE 6 —

FIGURE 2 —

Point paper design, corner and border.

5-09-009

Hans Crescent Hotel, dated “1919”.

cloth, corner, border and centrepiece.

South Africa Rail Dated “1972”.

5-09-013

1-04-010

3-05-003

5-11-006
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The photographic glass plates were stored in the original Kodak and Ilford cardboard boxes
[Figure 8] and were in an extremely fragile condition. The deteriorating residual chemicals
on the plates had produced brownish-bluish tinges sometimes damaging the images
Hilton Around the World [Figure 9]. The glass itself was in very poor condition with sharp
and often chipped edges making the manual handling and viewing of the plates extremely
precarious. However through a painstaking process of digitally scanning each plate the content
of the archive has become accessible for closer scrutiny for the first time in over 50 years. In their
digital form the plates reveal an astounding detailed and unique record of the working methods of
the talented and highly skilled individuals who worked in the design office of the Liddell factory.
The William Liddell Collection contains designs and sketches produced for a worldwide
clientele from the transport and hospitality industries, clubs, societies, universities, hospitals and
government organisations, not to mention the extensive designs of linen ware for the domestic
market. The archive documents customer exchanges and design responses to orders with the
Liddell Company spanning seven decades of the Twentieth century. Customers purchasing
Liddell’s Irish linen were located across the world, including: North and South America, Africa,
Europe, Asia, Australia, the Caribbean islands, New Zealand and Singapore.
The archive provides not only a rich and extensive collection of patterns but also the
paperwork generated for all stages of design development through to technical instructions
for manufacture. The beginning of the process can be described as the design brief and was
frequently captured on scraps of letter headed paper, envelops or business cards with the
companies logo and hand written instructions concerning changes, placement or measurements
[Figures 10‑14].

FIGURE 8

FIGURE 10 — Design

Brief – Kuwait Hilton

1-09-003

— Kodak and Ilford cardboard boxes.
FIGURE 13
NORWAY

— Design Brief – Melsom and Melsom

3-08-013
3-08-023

Norwegian shipping line operated 1920–1975.

FIGURE 11

— Design Brief – Kuwait Sheraton

1-04-015

FIGURE 14

FIGURE 9 — Hilton

Around the World

2-10-002

FIGURE 12

— Design Brief – Coaster with logo and notes for The Hansen House

— Design Brief – Windsor Hotel

5-07-022

1-04-004
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Images of design work for the Sabah Hotel [Figures 15.1–15.3] shows stages from
‘design brief ʼ up to the production of the point paper design. The plate with napkin design for
The Overland Route shows the proof cloth [Figure 16].
The archive reveals significant visual narratives that provide glimpses into the design
methodologies of the time and also capture moments in the evolution of Liddell’s customer’s
visual identity. Some of the glimpses are fleeting, such as a handwritten description of a design,
a hastily scrawled instruction about placement, flowing controlled brushstrokes of familiar flora,
faint guiding lines remind us that all the beautifully drafted typography was drawn using a well
trained eye and skilful steady hand and the painstaking process of painting the large scale point
paper. Examples described above [Figures 17‑21].

The quality of the Damask linen cloth produced by William Liddell Company was worldrenowned. The focus of our admiration is often drawn to the cloth itself, its crisp and luxurious
feel, the light-sculpting designs and the nostalgic recall of the past pomp and glory of the industry.
The William Liddell Collection project book series seeks to uncover the quiet, diligent and
patient work of artistic endeavour, to celebrate and wonder at the talent and dedication of the
individuals who laboured long hours with their sharpened pencils and fine bristled paint brushes
to produce the amazing body of artwork captured in the collection. The scripts and scribbles,
brush strokes and rubbings, guiding lines and markers connect us personally to the individuals
of the William Liddell design office. The more we allow our eye to be drawn to the traces and
traits of their working practices the deeper our appreciation grows of the creative and artistic
heritage of the Irish Damask linen industry.

FIGURE 15.1 — Design

Details – Kensington Palace Hotel

7-05-024

Scrap of paper with logo with handwritten hotel name and
‘55’ sketched on logo design.

FIGURE 18 — Design

Details – Intercontinental Hotels

2-26-001

Instructions for logo.

FIGURE 15.1 — Design
SANDAKAN, MALAYSIA

Stages – Sabah Hotel

5-01-016

Design brief. Point paper design.

FIGURE 15.2 — Design

Details – Kensington Palace Hotel

7-05-023

Rough sketch of logo and typeface.
FIGURE 15.3 — Design

Stages – Sabah Hotel

5-01-020

Design brief. Point paper design.

FIGURE 15.2 — Design

Stages – Sabah Hotel

5-01-019

FIGURE 19

Preliminary pencil sketch.

FIGURE 15.3 — Design

Details – Kensington Palace Hotel

— Design Details – Painted calla lilies

3-10-003

7-05-022

Accurate drafted design.

FIGURE 21

FIGURE 20 —

Design Details – Southern Pacific Lines.

— Design Details – Point paper design for furnishing damask design.

1-01-015

3-11-001

Proof cloth for napkin.

FIGURE 16 — Design

Proof cloth.

Stages – The Overland Route

2-18-010

FIGURE 17 — Design Details – Handscripted
“Poppies and wheat” napkin design.

4-02-004
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WILLIAM LIDELL COLLECTION′S

Design Traces
The photographic plates document various stages in the design-weave production process all of
which are essential to understanding the decisions, which needed to be made by designers and
technicians in the design-production process. These have been documented in the folio book
collection. In summary these are:
◈ The client’s brief often captured on a scrap of paper such as a coaster, envelop,
business card or letter headed paper [Figure 22].
◈ The artist’s sketch could be in the form of a rough pencil outline or a more
carefully painted drawing [Figure 23].
◈ The development sketch provides an accurately drafted pattern usually painted on
graph paper with evidence of trial and error [Figure 24].
◈ The repeat layout provides a motif as an all over repeating pattern in one of the
standard textile repeat configurations: brick, block or half-drop [Figure 25].
◈ The point paper design always meticulously and accurately painted. Several sheets
of the blue graph paper would often be attached together to accommodate the full
design. Each individual square would be either painted in red ink or left blank
indicating whether or not the warp end would be raised or lowered, essentially
the binary code of the cloth [Figure 26].

FIGURE 23

— Artist’s sketch

4-12-005

◈ The proof cloth was woven as a test piece on an unbleached linen warp with a red
linen weft. The cloth would be used to identify mistakes in the design or the card
cutting process before going to full production [Figure 27].
The information recorded about weave structural configurations on the point paper designs
and the testing of these design in the proof cloths provided the inspiration and material for
the development of new work.

FIGURE 22

— Client’s brief

FIGURE 25

— Repeat layout

FIGURE 26

— Point paper painting

1-05-002

FIGURE 27

— Proof cloth

4-14-018

1-04-004

FIGURE 24

— Development sketches

1-01-021

6-01-006
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The Weaver’s Eye

Codes and Cloth

BARBARA DASS
There are many fascinating insights into our textile heritage that the
William Liddell Collection reveals: the evolving visual identities of great
shipping lines such as White Star and Cunard; the development and sophistication
of prestigious hotel brand identities such as Raffles of Singapore, the Savoy or the
Hilton; the worldwide commercial reach of the Liddell company through the early
to mid twentieth century; and the eclectic mix of artistic styles and design influences
evident in the rich and diverse patterns. As a creative practitioner and weaver it is
the unique record of the working practices of the Damask designers that ignites my
curiosity. These sketches, paintings, technical drawings and woven samplers provide
a unique record of the design skills and working methods for the production of
Damask cloth prior to the digital age of Computer Aided Design and Manufacture.
Some of the photographs record early stages in the design process revealing the
designer’s preliminary sketches, briefing notes, guiding lines, styling experiments,
cross-hatching, shading, paint strokes and eraser rubbings. Other plates show
large-scale point paper paintings recording accurate technical details of the complex
structural configurations of complete Damask designs. It is the final stages of the
design process for the Damask cloth that I find particularly fascinating, both the
detailed point paper paintings and the beautiful vibrant proof cloths that provide the
first startling glimpses of the emerging textile artefact.
From a weaver’s perspective these technical paintings resonate with the rhythms
and sounds of the pounding shuttles and shafts on the factory floor as they form
thousands of delicate individual linen interlacings during the making of the whole
cloth! It is this tangible ‘sculpting’ of the cloth and the complex permutations of
interlacing that the weaver imagines as the red painted squares come to life! The new
work created for this exhibition responds to these primal codes of the Damask cloth.
Plate 1-01-016 records a complex and detailed pattern with over 26 distinct
structures [Figure 27]. On close inspection of the structural configuration we can
observe the designer's skill in sculpting the cloth's pattern [Figure 28].

FIGURE 29

FIGURE 27

— Weft over warp

Warp over weft

Irish linen conjures up crisp white cloth with subtle patterns of chrysanthemums, shamrocks,
pansies or other well-known flora. The light catching and reflecting the fibre’s brilliance in the
changing direction of warp and the weft yarns reveals the design. Subtle patterns materialize as
you change your orientation; shading, lines, textures and details emerging from the surface of
the cloth.
At its most basic level Damask linen cloth is composed of a series of interlacing and there
are two potential interlacing types: a warp end over a weft pick; or a weft pick over a warp
end [Figure 29]. The interlacing is represented on graph paper or point paper by filling the square
(warp over weft) or leaving the square empty (weft over warp). Every row of the point paper design
represents a single weft pick and is essentially a two-symbol system or binary code [Figure 30].
Translated into the controlling instructions for a Jacquard loom it takes the form of a punched
card. Each card represents a weft pick and is laced together with all weft permutations required to
complete the pattern [Figure 31].
The individual interlacing is barely visible to the naked eye in fine Damask linen, but it is
here, at the binary code of the cloth, that the story begins in the formation of new perspectives
on this unique heritage. One of the key aims in the development of this work in response to the
archive is to uncover this micro-way of seeing the cloth, not primarily as a floral design or a crisp
napkin square but, rather as an intricate set of binary codes replicating, incrementally changing,
evolving, reversing and regenerating [Figure 32].

— Plate 1-01-016

FIGURE 30

FIGURE 32

— Codes & Cloth, Twills & Satins
FIGURE 31

FIGURE 28

— Laced Jacquard cards

— Detailed sections of Plate 1-01-016 showing structural transitions.
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Sculpting the Linen

Another strand of enquiry took me to the Belfast School of Art and Design’s library’s
fascinating collection of 19th and early 20th century large format folio books that were used by
Design Schools and architectural practices as visual references for styles, architectural practices
as the key source for styling and design and also by companies as pattern books for clients.
A wonderful example of one of these books is the J.S. Brown Damask Manufacturer, Belfast,
folio book, which provides a comprehensive list of pattern specifications and descriptions for
napkins and tablecloths and a full visual directory. Many of the floral patterns of the J.S. Brown
collection resonate with the Liddell designs. The inspirational folio books of the late 19th century,
the structural information from Plate 1‑01‑016 and the woven form of the proof cloth were the key
research components that informed the development of the new works whose core aim is to reveal
the underlying DNA of the linen cloth and to communicate findings to local communities involved
in their design and production.

Plate 1-01-016
The most common structures used in Damask linen design are variations on twills and
satins; incremental changes in the proportion of warp to weft in the structure allow subtle
gradations and tonal changes to occur. [Figure 32] However a small number of plates in
the archive record designs that were most likely developed for Damask brocade, fabrics
often produced for furnishings. A single plate was selected as a catalyst for analysis and
development (Plate 1‑01‑016). [Figure 33] This particular plate was chosen because of
its detailed point paper design that records over 26 different single weave structures
and also significant areas of transitional weave where incremental change is used to
create free-flowing forms, shading and depth. The research process began by creating
a coded grid on the design to allow for the systematic structural analysis. [Figure 34]
Individual squares were enlarged and reproduced [Figure 35] allowing the identification
of each weave structure as it occurred in the design. [Figure 36] Areas of ‘asymmetric’
incremental structural change were also identified. The weave structures used in the
William Liddell Collection have been commonly used in the design of Damask linen
and Damask brocades. Falcot’s 19th century Treatise in Weaving with over 2000 designs,
published in 1852, demonstrates the already long established rich and often complex
structures that were used in weaving figured cloths. The weave designer’s skill is in the
juxtaposition of these structures and the mapping of the transitional areas to create form
while maintaining structural integrity. Plate 1‑01‑016 demonstrates a sophisticated level of
craftsmanship in the structural notation of its design.
Proof cloths are beautiful industrial artefacts in their own right. Although the
photographic plates are in black and white, one can imagine the deep red weft contrasting
with the unbleached linen warp illuminating the Damask design. [Figure 37–40] There are
several photographs of the actual proof cloths in the archive; one of particular interest is
the image of the complete proof cloth for a tablecloth design for the White Star Line prior
to merger with Cunard in 1934 [Figure 39]. Many stunning proof cloths from Irish linen
producing companies are preserved in the textile collections at the Public Record Office
Northern Ireland (PRONI), Ulster Folk and Transport Museum, Cultra and Lisburn Museum.
They capture a beautiful stage in the design manufacture process, unfamiliar to most yet
they reveal much about the essence of the cloth itself.

FIGURE 37
FIGURE 33

— Point paper painting

FIGURE 38

FIGURE 34

— Identifying variations on 'twill' theme

FIGURE 35

— Proof cloth (napkin)

4-07-011

— Coded grid of 1-01-016

FIGURE 39

FIGURE 36

— Proof cloth – Chrysanthemum

1-01-016

— Proof cloth (tablecloth) – for White Star Line

5-08-020

— Enlarged segments
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New Work
Sculpting the Cloth
Liddell’s Compendium of Weaves
The proof cloth sampler piece responds to the tonal and textural effects of both sides of the
cloth. There are twenty seven different structures with both face and reverse sides of
the cloth visible. Unbleached linen was carefully dyed a strong procion red, wound onto
a pirn and placed in the shuttle for hand weaving [Figure 41.1–41.2]. Unbleached linen
warps and the hand dyed red linen weft were used to reproduce both Falcot’s and Liddell
structures in a sampler piece [Figure 42]. The face and reverse sides of the cloth show
the contrast in tone and texture that can be achieved by using both manifestations on the
design [Figure 43.1–43.3]. The single piece of cloth was then cut into 6” and 3” squares.
The squares are arranged to reflect subtle tonal changes that are achieved by changes in
the proportion of weft to warp on the face of the cloth [Figure 44].

FIGURE 41.1

— Unbleached linen, red pirns on pirns

FIGURE 42

FIGURE 43.1

— Gradations using twills

FIGURE 43.2

FIGURE 44

— Detail of final piece

FIGURE 43.3

FIGURE 41.2

— Handloom shuttles and red linen pirns
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The Code of the Cloth –
the Primal Weave
Interesting areas of structural transition were identified in Plate 1‑01‑016 [Figure 44].
These segments of interlacing captured changes in the juxtaposition of contrasting structures
and the formation of curving lines in the design. The monochromatic paper weaves brings to life
minute sections of four segments of Plate 1‑01‑016, thus exposing its most basic or primal state –
a binary sequence of interlacing [Figure 45.1–45.2]. The monochromatic paper interlaced work
exposes the binary code of a small segment of Plate 1‑01‑016’s design in its most primal state.
Interesting transitional elements of the structural configuration were identified and woven in
off‑white warp and black weft. [Figure 46]

FIGURE 45.1

FIGURE 44

— “Structural Transitions”

— “Structural Transitions”

FIGURE 45.2 — Detail

of painted point paper design

FIGURE 46 — Code

of the Cloth – twills and satin weaves
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The Printer’s Mark

Stamping my mark

TRISH BELFORD

I initiated my final selection of the perfect
plate by shortlisting 6 designs [Figure 49.1
& 49.2]these were all chosen from the
perspective of repeat and pattern offering the
potential to alter the repeat. I finally selected
1-01-016 as it had all the qualities a pattern
maker dreams of; floral curves, geometric
boundaries combined with a strong sense of
pattern, something not easy to achieve when
combining curves and lines. Other winning
attributes were the marks within the shapes,
further layers of pattern were revealed in
the structures of the weave, begging to be
extracted as simple one colour screen prints
[Figure 50–51].
The origins of the design being painted on
point paper informed the background but in
order to retain this a digital application was
the only option [Figure 53].

1-01-016

Familiar Pattern Different Language
The William Liddell Collection is a treasure trove of visual history; however I have not
approached this work as an historian, but as a printer and pattern maker, interested in rhythm,
repeat and design. My hands softly gloved, carefully and repeatedly sifted through the plates,
holding them up to the light in order to make a selection of plates to begin the process of
deconstruction and re thinking the designs to take on my mark, considering the multiple
possibilities for print development utilising knowledge of technique and pattern to create a new
palette inspired by this remarkable archive.
In the beginning, I was looking at the plates simply as beautiful objects in their own right,
but by initially selecting various plates that worked as pattern, with closer investigation I began
to look at the repeat possibilities keeping in balance the flow and rhythm of the original design. I
can imagine the sketch books and drawings that may have preceded the final designs. A selection
of the plates revealed beautifully drawn lines marks and textures to build up a repeat pattern.
Once I began to cast my eye across patterns with repeat prospects I considered the wide range
of designers that would have worked in the studio. The patterns range from the floral, classic, art
deco, contemporary, and whimsical to simple motif arrangements.
It should be noted that the majority of the designs were created as Damask weaves with
structure being a main consideration, through my printer’s eye I was interested in the patterns
from the perspective of print and painted textures. There was one plate in particular that
stood out as possibly a print design in it origination, as it revealed the hand drawn lines of
a sketched development, the repeat in the design was less regimented, with a greater sense of
freedom [Figure 47].
Working with a weaver made me realise their focus is primarily on the structures and the
yarn development, in essence the heart of the fabric. A weaver generally thinks and works within
a 3D space, this dovetails well with the methods of a printer who work on a 2D plane, creating
pattern on pre-formed woven surfaces.
Knowledge of print techniques allowed me to choose how best to respond to the designs in
relation to the weave and printed samples. These choices were informed by traditional printing
methods in conjunction with digital processes, the common link was that the weaver and printer
both worked from the same plate [Figure 48] yielding entirely different results. This plate was
chosen independently, each having our own reasons. This design was selected from the 1600
available, a testament to its beauty, rhythm, pattern, detail and design.

FIGURE 48 —

Point paper design

FIGURE 49.2

Painted design

FIGURE 47

FIGURE 49.1

— Sketchbook pages

1-01-016

— Line and painted sketch

— Sketchbook pages

1-01-0003

Painted design

4-04-001

Proof cloth

1-01-011

1-08-007

Painted design in repeat
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My specialism would be in screen printed
techniques, somewhat of a dying art due to
the digital explosion over the last 19 years.
Digital print has enabled the designer to work
with a wide-ranging colour palette with no
boundaries on repeat, colour combinations
and flat textures [Figure 52]. Therefore, this
plate allowed me to consider the complexities
of digital print and colour development in line
with simple one colour screen prints.

FIGURE 50

— Detail of plate 1-01-016

FIGURE 52

Proof cloth (tablecloth)

— Primal Print

5-08-020

FIGURE 51

FIGURE 5

— Design development

— Digital design development
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Hybrid Work
COLLABORATION BETWEEN WEAVER AND PRINTER:
BLEACHED COMPOSITION

Weaver’s perspective
Plate 1-01-017 – Pattern 4408
This piece was generated from a process of collaboration between printer and weaver. Blocks of
structures were woven continuously in black linen. These structures were drawn from both the
Liddell archive and Falcot’s Weave Compendium. [Figure 54] The process of discharge printing
chemically removes colour from the yarn. Weft was mainly black linen but occasional yarns with
different discharging properties were twisted together and woven. Sections of the final pieceshow
subtle transition between structures [Figure 55].

FIGURE 54

— Examples of different woven structures emerging from cloth.

FIGURE 55

— Sections of final piece.
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Printer’s Perspective

FIGURE 56

Final piece

Plate 1-01-017 – Pattern 4408
However, despite digital printing being the most common method for textile printing, there
are many processes that still rely on screen printing techniques, discharge printing being one
of these. Bleaching was an integral part of the linen process, coincidently the weaving factory
and bleach works were complimentary in terms of employment, providing a balance in labour
requirements. If both operations were financed by the same employer, the woman could be
employed in the weaving sheds and the men in the bleach works. Bleaching was one part of the
long complicated processes involved in the production of linen, taking multiple steps to complete,
boiled over great fires in vats with water and alkali (lye) a bleaching liquid made from burnt wood
ash, then rinsed in cold water and steeped in an acidic solution such as buttermilk and salts to
counteract the effect of the alkaline lye. This solution was washed out, and the cloth was spread
on the bleach green (grass) for a number of days, to allow it to bleach in the sunshine. This process
of bleaching, soaking, washing and drying was repeated until the cloth reached the whiteness
required. Although not a finishing process discharge printing is a traditional screen printing
method, of applying a design to dyed fabric by printing a colour-destroying hydrosulfite agent
to bleach out a white pattern from a darker coloured ground. The success of this process relies
on the knowledge of dye chemistry to select dyes that will break down once printed with the
discharge paste.
The question I posed to myself in this collaboration was? What if I could find a dye that does
not break down or discharge? The weave structures and print would come together to create
something not possible without this in-depth knowledge delivered by the weaver and the printer.
Following discussions, the warp was dyed with a dischargeable black reactive dye and a selection
of the wefts were dyed with a non-dischargeable black vat dye. The creators relying on the
alchemy of processes, structures and chemistry, to reveal the light and dark of the pattern in a
randomly constructed manner. The beauty of this design was the natural rhythm that came from
the pattern. A constructivist feeling pattern destructing the dye molecules to reveal the woven
structures [Figure 56].

Sketch book showing yarns discharge & non discharge
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Reviving The William Liddell Collection
27th September 2018 – 30th January 2019

Displayed at the Lisburn Linen Centre as part of the Linen Biennale NI

This project has been supported by
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Roadshows
Stories and artefacts gathered at regional roadshows
The Roadshows books provide a glimpse of the wonderful artefacts and objects
that were brought to the project’s regional Roadshows. The roadshows provided
an opportunity for local communities, families and individuals involved in the
textile manufacturing industries to share their memories and stories of their
working lives in factories across the province.
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Three strategic locations were selected and promotion
was through local networking and specifically
targeted leaflets. The roadshows were facilitated by
the Centre for Data and Digitisation Analysis (CDDA)
Queen’s University Belfast.

Ulster’s Linen
Industry Community
PUBLIC ROADSHOWS

Vision Support Services, the global textile company which acquired
Hilden and Liddell in 2008 and still has offices in Lisburn and Blackburn
in Lancashire, supplied some factual and poetic booklets. One example
is the beautifully named leaflet ‘Damask for Dignity’ by Ethel R. Peysner
(1887‑1961) this was written for the American market.

Were you or a member of your family involved in the
production or sales of linen in the twentieth century?
Were they involved in spinning, bleaching, weaving,
designing or any other aspect of linen production?
Do you have any artefacts that belong to them, such as,
tools, letters, ledgers, linen samples, or photographs?
Do you want to share your story or memories of
members of your family working in the industry?

Recording stories and objects
from the linen industry

We would like to meet you.

Reviving William Liddell’s
Damask Designs
Your stories will be recorded and your objects
photographed to create an online archive of
Ulster’s great design and linen heritage.

Three open roadshow events with experts,
exhibition, activities and a chance to meet others.

We invite you to explore your family’s or
community’s connection with the linen industry
and to meet others already doing so.

Saturday 29 July

Thursday 14 September

Thursday 9 November

10am to 4pm

10am to 4pm

10am to 4pm

hello@shuttlesandshafts.com

Parochial Hall
Ulster Folk and
Transport Museum
Cultra, 153 Bangor Road
Holywood BT18 0EU

Donacloney Orange Hall
5 Main Street
Donaghcloney
Co Down
BT66 7NL

Lisburn City Library
23 Linenhall Street
Lisburn
Co Antrim
BT28 1FJ

www.shuttlesandshafts.com
@shuttlesnshafts
Shuttles and Shafts

ROADSHOW 1

Ulster Folk & Transport
Museum, Cultra
Saturday 29th July 2017

National Museums NI are Northern Ireland’s premier
cultural, learning, and tourist destinations, holding
Ireland’s largest public collection of costume and
textiles. This launch roadshow was held in the
Parochial Hall, Ulster Folk and Transport museum
as part of the museums ‘Linen Day’ of activities and
craft demonstrations.

“Wherever Irish Linen is mentioned,
the name of Liddell comes to mind.
For Wm Liddell & Co, stands preeminent among linen makers today
and has for the past century”.

The team set up in anticipation of discovering many interesting
artefacts, literature and people. Trestle tables were laid showing a
selection of the glass plates, their first showing since being cleaned
and digitised. The public had been invited to bring any artefacts,
memorabilia or stories to be recorded, photographed and digitised.
It was a busy day which yielded some beautiful literature and
photographs, many with their own personal stories which were
carefully recorded backed up by artefacts being scanned into
the system.

“Dry in the sun. The more sun
the better. Your linen then begins
to feel at home – as if it were
in old Ireland!”

“Flax, of which linen Damask is made, was
woven in Ireland as early as the 11th Century,
and was used there in 500AD and before. It is
still made in Ireland in its greatest beauty in
the vicinity of Belfast, where the Liddell Gold
Medal Damasks have been woven for about
one hundred years”.

“In fact, if any other material be used
for the formal dinner, something of
its impressiveness will flee away,
and in the case of the luncheon table,
importance will vanish”.

Barbara Dass & Fiona McKelvie

This Hincks print of winding and warping was shared from David Willis'collection
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Other poetic references to the Island of Ireland are:

Further archive material supplied by Vision Support Services was
an intriguing publication from the Fiftieth Anniversary of
the Linen Trade Association 1891–1941, the event took place in
The Warldorf‑Astoria in New York on Friday, the 2nd May 1941.
There were 62 pages of information, too much to include here,
but insights into the content are:

“Consequently, when the Egyptian refugee linen weavers
sought a new land with a climate favourable for raising
flax, making linen, and indulging their passion for freedom,
legend has it that the Phoenicians transported them to the
Emerald Isle. What a great day that must have been when
they stepped ashore in a land whose beauty has inspired
so many poets and minstrals and some of the world’s great
artists and hand-craftsman.”

Biblical references featured regularly:

“...and Solomon had horses brought out of Egypt and linen
yarn: the king’s merchants received the linen yarn at a price”
1 KINGS 10-28

Bolled as a process was referenced several times

“To this day “bolled” is a term used in the North of Ireland
and means the seed capsule has formed”

How inspiring to think that Ireland was referenced
in such glowing terms in 1941 at an annual dinner
in The Waldorf Astoria. Further references discuss
problems of political unrest.
“The records fail to tell us, but Rames 11 undoubtedly lived to
regret losing the linen industry through the careless application
of the tax laws and the bullwhip.”

Interesting reference to the roles of gender

“In this country (Egypt) the woman leave to the men
the management of the loom in the retirement of
the house, while they themselves are engaged in
the business of commerce”
HERODOTUS (460 BC)

“Moreover thou shalt make the tabernacle with
ten curtains of fine twisted linen, and blue,
and purple, and scarlet: with the cherubins of
cunning work shalt thou make them.”
EXODUS 26:1

“And the flax and the barley was
smitten; for the barley was in the ear,
and the flax was bolled.”
EXODUS 9:13

“And Pharaoh took off his ring
from his hand, and put it
upon Joseph’s hand and
arrayed him with vestures of
fine linen…”
GENESIS 41:42

“But it is a curious thing that in the more than 5,000 years
of recorded history, the ambition of countless dictators
and tyrants, big and little, have been laid in the dust;
most of them are, or soon will be, forgotten. The linen
industry lives on – more virile than ever, aspiring to even
greater achievement. The people, who appreciate linen
and the ideals and aspirations of the craft, never die.”

“Neither art, science, craftsmanship nor genius
of any kind, whether it be the linen industry, or
any other field of endeavour, can flourish or long
survive under tyranny and oppression.”
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The Linen Trade Association commemoration
continues to document many historical
highlights too numerous to mention, however
the last snapshot is a piece recounting the
making of a film;

The final pages of this comprehensive report
are a series of beautiful labels, artworks in
their own right, and a testimony to the breadth
of US interest in Irish Linen.

1936
Irish Linen Film
“Late in 1936, the Association received
a copy of a motion picture film entitled
“The Wee Blue Blossom” which had been
prepared for promotional purposes by
the Irish Linen Guild of Belfast. After
considerable negotiation, the ownership
of this film was transferred, in 1937, to
the Universal Pictures Corporation where
it was revised with a new script narrated
by Lowell Thomas, famous American
radio and screen commentator. Under a
new title, “The Cloth of Kings” the film
was widely distributed as an educational
short in first class motion picture
theatres throughout the United States
and Canada.”

Fiona McKelvie provided some beautiful documents that record
the making and history of Irish Linen, too many to go through in
detail. Of particular interest was “Irish Linen – Queen of fabrics”,
published by The Irish Linen Guild, with a foreword by
Her Grace the Duchess of Abercorn D.B.E in 1937. Many of the
evocative images are used in “The wee blue blossom film” This book
is distinct in that it represents the complete story of Irish linen
manufacturer. Avoiding heavy text, it simply lays out before
the reader the narrative associated with the industry.

This publication offers
images that illustrate the
manufacturer of linen as
importantly as the people
behind the process.

“The creation of Irish Linen
begins amid the charming scenery
of the Irish countryside…”

The book was summarised expressively as
“L’Envoi” meaning to conclude in French.
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“Regulations and Conditions”, also supplied by
Visions Support Services provided interesting
insight into the documentation and environment of
“all persons working in the Donacloney Power Loom Factory”

This Heritage Lottery funded project has garnered support from a wide range of people connected
with the Linen Industry, one supporter is Fiona McKelvie, originally from Belfast but now
living in London, she runs a website McBurneyandBlack.com, specialising in the sale of
antique and vintage linens. Her stock focuses primarily on Irish Linen showcasing some unusual
and special pieces.
Fiona also supplied “Linen; The story of an Irish Industry” by William Carter, this was a general
description of how Irish Linen is made. One illustration depicts an early advertisement from
The William Clark & Sons Ltd business, who are still in existence and beetling, a process where
the linen is dampened and wound round an iron cylinder producing a hard surface with a high
lustre. It is also featured in the “Irish Linen Queens of fabrics” literature.

Hours 1. “All workers shall start to work each morning at
6am and continue in employment till 5.30pm except
on Saturdays when the Factory closes at 12.30p.m.
Three quarters of an hour is allowed for Breakfast
and the same time is allowed for Dinner except
on Saturdays when only half an hour is allowed
for Breakfast”

The complexity of weaving these stories, documents and narrative has revealed many complex
overlaps, both within the Northern Irish landscape and wider afield. The abundance of local
interest combined with the global reach is illustrated by the wealth and diversity of information
brought to this roadshow. William Clark based in Upperlands, still operates as a working mill,
and it was wonderful, to have a visit from Bruce Clark, who has a keen interest and wealth
of knowledge on the Linen Industry. Bruce kindly copies new edition copies of “Linen on the
Green” written by his father Wallace Clark, a classic account of the 300 year old linen
village of Upperlands.
It traces the story of the Clark family and their involvement in linen over nine generations.
It also describes the surrounding community and makes an important contribution to the social
history. Uniquely among textile dynasties of the north of Ireland, the Clarks span many different
phases of the linen story. They began in the 18th century as people who applied simple waterdriven machinery to process and finish cloth, notably by bleaching and beetling it. In those
early days, the cloth was marketed via Dublin and sent on to England and then the New World.
The Clarks survived the boom and bust of the Napoleonic wars and were well placed to benefit
from the mechanisation and globalisation which gathered pace in the 19th century. The book
tells the story of Harry Jackson Clark, a gifted salesman and engineer who made his first sales
trip to America in 1888-89 and helped over the next two decades to increase the firm’s turnover
by a factor of ten, reaching £400,000 in 1914. Bruce Clark produced the new edition in 2016,
celebrating the fact that in several different ways, the village of Upperlands continues to flourish
with a lively visitor’s centre and an ongoing business that produces stunning furnishing fabrics
and interlining for bespoke tailors.
Bruce delightfully dedicates the book to

“To the Clady River Which
has clothed and fed us all in
Upperlands For 300 years”
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Marion Baur from Flaxmill Dungiven arrived with spun linen yarn, unspun flax, crocus dyed
yarn from the 1930s and a section of a descriptive label dated 1928, a treasured gift to Marion from
Wallace Clark. The label was difficult to decipher, but Leona Ferris at The Dungiven Library
was able to provide a translation.
linen weavers, intent on looking forward to keep the tradition alive. Glaser-Baur relates
how when visiting William Clark 16 miles down the road the employees “faces beam to receive
homegrown, home-woven linen before beating it to a sheen” as reported by Jonathan Foyle in a
Financial Times article “picking up the threads” (15th September 2017)

The common thread of conversation buzzing
around the Orange Hall was William Liddell
was...

“..a man before his time”.

ROADSHOW 2

DONACLONEY
14th September 2017
The second roadshow was located in Donacloney,
the home town of the William Liddell factory.

Although this project is primarily connected
to the glass plates from William Liddell
the call for the roadshows was related to all
aspects of the linen industry, as all of the
mills gave Northern Ireland its unique place
in the history of Linen. In this digital age, it
was encouraging to see so many scrap books
being brought in by younger members of the
family. Jayne McClenaghan produced a lovely
visual archive of Thomas Austin (1911-1982)
who from school started as a weaver for
Spence Bryson and worked his way up as a
head cloth passer.
Spence Bryson located in Portadown have
been making handkerchiefs since 25th July 1891.

“This cloth is 11/10
made by Acme Co Ltd,
Montreal Sept 1928 as
requested by Mr Williamson.
Made in our own factory”

The Cultra Roadshow brought so many people,
artefacts, stories and the sense was people
just still loved to gather and talk the linen talk.
We are grateful to the Museum for facilitating
this event, the first of the roadshows, starting
out with no idea what would uncovered.

Following local enquiries for a suitable venue the Orange Hall, located in
the middle of the village was used, inviting the community to drop by,
have a cup of tea and bring any memorabilia and stories related to the
William Liddell industry. Special thanks to Councillor Mark Baxter
for instigating this excellent connection to the local community and
spreading the word.
Dr Catherine O’Hara, design historian at Ulster University
assisted with this Donacloney event, her expertise was valued having
recently completed her thesis examining the role and status of design
in Ulster’s Interwar linen industry with Old Bleach Linen Company,
Randalstown.
Families often worked together in the mill, fathers, brothers, wives
and daughters enjoyed the work, often being there for their entire
working lives and missing the camaraderie once it was gone. A wide range
of photographs were left for anyone involved in the company to take away
and share among family members not able to attend.
A great community spirit prevailed throughout the day, as visitors
caught up with old colleagues and told stories of their work together.
Jim Dennison, who had worked at several mills through his career,
described Liddell’s as the friendliest, whilst also being very efficient,
with pride taken in doing a good job. Alison Davidson brought a
scrap book, highlighting several newspaper reports connected to the
William Liddell Company, a testament of the pride of the people of
Donacloney.
Events were well recorded at the Liddell factory, in particular in honour
of longevity of service. Hilda Ferguson provided a photograph of her
father Frank Finlay presenting Thomas Archer with a leaving gift on his
retirement, Frank was very proud to be in charge of the CARD room.

Sam Fleming who aged 14 started at
Henry Campbells at Mossley Mill in 1954,
earning 24 shillings per week

“Campbells was
spotless, totally in order
Col. Henshaw kept
everything in order”
Ruth Irvine who worked in Doagh spinning
where they were

“the wet spinning
girls, and did the work
in their bare feet”
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Keith Ogle brought the most wonderful information
in the form of a school project from 1983,
“The History of Donacloney” what a gem this was to read,
as seen through the eyes of a youngster.

A glimpse into the weaving ladies attire is evident in an evocative photograph
recorded from Alison Davidsons scrapbook.

The mark awarded for Philips project was 17/20.

“One of the most interesting facts was
that Donacloney factory was used to
make aeroplane parts during the war”

The company built housing for the mill
workers in the late 1800’s with indoor flushing
toilets; unknown at this time. Liddell’s
dynamic approach to his workforce was
discussed aplenty in the Orange Hall in 2017,
with modern-day fringe benefits such as a staff
dining room, a pension scheme, the village
primary school and playing fields warranting
particular praise. Furthermore, unusually for
Ireland, a cricket club was established and this
was referenced in some of the documentation:

Fred Weir spoke fondly of the mini bus that collected the workers, he also proudly reminisced
that in 1975 “the mill bought the first brand new Dorniers” and he was the man sent to England for
training. This investment by Liddell shows a foreword thinking company as Dornier were a
progressive German weaving textile company, who first made their name as manufacturers of
aircraft but diversified to textile machinery after the first world war.
Throughout any conversation about the workforce at Liddells one gentleman’s name was
always mentioned with the upmost respect. Kenny Allen “he’s yer man to meet”. Towards the end of
the day we were delighted that Kenny Allen gently arrived, with his granddaughter, quiet at first,
Kenny was soon immersed browsing through scrapbooks, reminiscing and generally being the
star of the roadshow. Kenny started work at 15 and retired in 1997 after 51 years. He became general
manager of Ewart Liddell. Mr Allen sadly passed away on January 3rd 2018, the project is honoured
he came to the Donacloney event and share the passion he felt for the company.
The longevity of peoples working lives with Liddell’s was evident throughout the day,
Carole Harland’s mother Sadie Beckett (now 95) worked at the mill from the age of 16 to 65, she
was a weaver and would have been responsible for 6-8 small looms. She became one of the first to
work on the automatic looms along with Maggie Allen and Fred Weirʼs sister.

“This shuttle once flew out
and hit someone on the head,
they weren’t badly injured
and the shuttle was kept as
this was an unusual event”
Sadie loved her job at the mill.

Visitors brought in examples of high quality
linen, some in original packaging, often having
been received by their parents as wedding
presents and never used.
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Ledgers from the 1920s also supplied by
Keith Ogle showed the workings across a
diverse range of departments; designing
rooms, office, watchman, yarn boiling,
weaving shed, tackling loft, engine driver,
fireman, cropping machine, winding room.
All carefully documented.

ROADSHOW 3

LISBURN
Thursday 9th November 2017

High quality linen was shared –like this
gold award winning example.

Alison Magown, who we first met in
Donacloney, returned bringing a timekeeping
book that had been her father’s responsibility
in the late 1960s and early 1970s.

Alison Magown brought “The Linen Houses
of the Lagan Valley” by Kathleen Rankin,
referencing the Liddell family tree and
Banoge House, once the family Liddell family
residence and now a high quality country
guest house.

As the historic centre of Ulster’s Linen history, Lisburn
was selected for the third and final roadshow.
Day one at Cultra, and Donacloney had relied on local community. In
Lisburn we wanted to use a very visible public space, with no particular
linen associations, in order to reach as wide an audience as possible. We
therefore used Lisburn City Library, who kindly provided an airy space
on the second floor.
Many of the visitors who came to Lisburn, had already been to
Donacloney or Cultra, they returned with a few more artefacts but in the
main just wanted to continue to talk about their experiences working
for Liddell. It was a delight to meet a number of people whose families
had also played very significant roles in the industry. It is clear that the
story of William Liddell’s success is but one of many.
William Liddell (fourth generation), paid a visit to Lisburn, and
although he did not work in the business still holds a keen interest in
the company and has been supportive of this project. The aim of the
roadshows was to try to gather images and stories not readily available
to the general public. This was certainly achieved with the added
unexpected bonus of a reawakening of the community spirit that was
evident from the passion of the people across the industry.
The overwhelming sentiment and thus the most significant part of
the roadshows was the immense pride that the linen communities still
feel for the ‘staccato clatter of the flying shuttle’. They retain their sense
of honour, loyalty and warmth towards many of the mill owners, and
certainly treasure the camaraderie of their fellow workers.

A Linen Gold medal from Paris 1867.

An unused figurative damask tablecloth and
napkins in the design “Springtime” from the
John Shaw Brown factory, in Edenderry.
Inside the lid of the box is an extract of
a poem by Thomas Hood from the mid
19th century describing Springtime.
Supplied by Fiona McKelvie.
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Liam Ewing was proud to present several
excellent photographs of his father
demonstrating to Anthony Armstrong Jones
the testing of linen fibre, this royal visit was
as a result of receiving the Queens award
for Industry, while working at Lambeg
testing laboratory.
Fiona McKelvie returned to bring the only
examples brought in of original drawings on point
paper, a method used for translating designs into
the correct format for Damask weaving.
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Logistics
Artwork and designs for trains, planes and ships
This Logistics themed chapter focuses on artwork, design sketches and drawings generated for
Liddell’s clients in the transport industries. There are 123 plates that record designs and sketches
for 33 different shipping lines, 15 train lines and 7 airlines located in countries across the world;
Australia, Canada, Greece, Japan, Jamaica, New Zealand, Norway, Puerto Rico, Rhodesia, Saudi Arabia,
South Africa, United Kingdom and United States of America. The collection provides a significant
record of evolving shipping branding throughout the first seven decades of the twentieth century
reflecting the fortunes and misfortunes of major shipping lines. The artwork and technical skill of
the individuals who worked on the development and refinement of these designs is highly skilled and
creative. The William Liddell Collection provides a unique and fascinating insight not only into
the ever‑changing fortunes of the great shipping lines of the world but also into the working practices
of designers, technicians and weavers of the Irish linen industry.
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A SHIPPING YARN

Cunard White Star
A short story of skill and excellence
Within the archive a collection of eight plates of artwork and designs for Cunard, White Star
and Cunard White Star cover the transition period from these shipping lines operating as
single companies to their merger in 1934. The companies had their roots in the nineteenth
century. Ship owner Samuel Cunard from Halifax, Nova Scotia founded the Cunard Line in the
mid nineteenth century. The original name of the company was the British North American
Royal Mail Steam-Packet Company changing to the Cunard Steamship Company Ltd. by 1879.
John Pilkington and Henry Wilson founded the White Star Line in 1845 in Liverpool. By the end
of the nineteenth century the Oceanic Steam Navigation Company had purchased the company.
The White Star Line merged in 1934 with Cunard who owned 68% of the shares. In 1947 Cunard
bought the remaining 38% subsequently White Star Line became defunct in 1949. These eight
plates are of special interest in that they record some of the final designs of the Cunard Line,
the White Star Line and the early designs of the newly merged Cunard White Star Line.
These plates document design work undertaken in the final days of these companies (1910s–1930s)
when they operated independently and of the merged company post 1934.
The earliest plate in this collection of plates is for the Cunard Line [4-10-009]. This is the
only design for this period of Cunard’s history and has been drafted in the Glasgow Style of the
1910s although not explicitly dated. A beautiful hand sketched napkin design of elongated stylised
flowers, stems and leaves; this is a design in development showing the layout of the centrepiece,
the asymmetric segment of a mirror-repeated corner and an indication of the border design.
The symmetry of this design is stunning, four mirror lines intersect the centre of the napkin with
the design rotated and reflected through 90 degrees. This is the only plate in the entire archive
that has been executed in this elegant style with such a pure symmetry.

Detail of painted sketch.

5-08-002

White Star Line

5-08-020

Proof cloth for a tablecloth design.

Cunard Line Design

4-10-009

This design was sketched pre-merger with White Star Line in 1934. It is reminiscent of the Glasgow Style of the 1910s.
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The four plates of White Star Line designs show two designs for a
centrepiece, one of which is a detailed point paper diagram dated 1924
[5-08-021] and the other a preliminary sketch with a scrap of point
paper attached to indicate scale [5-08-022]. There is a painted design
sketch of a corner and border design [5-08-002]; a section of the
actual point paper design for this sketch is held in the Linen Centre,
Lisburn Museum. Finally there is an image of a complete proof cloth
for a tablecloth design including the centrepiece, scattered stars and
borders [5‑08‑020]. The proof cloth would have been woven with an
unbleached linen warp and dyed red linen weft, thus showing up any
flaws in the designs or the card cutting. The plates reveal two potential
centrepiece designs for this tablecloth. The William Liddell Company
supplied linen ware for the White Star Line ships the Olympic ₍1911₎,
the Homeric ₍1920₎ and the Majestic ₍1922₎. One of the centrepiece
designs is dated “1924”, consideration of the operational
commencement dates of the ships and the dating on the plates the
White Star Line designs were most likely developed during the 1920s
prior to the Cunard merger in 1934.

The final three plates are of early designs
for the merged Cunard White Star Line.
The first plate is of a detailed point
paper plan of a napkin design for the
Cunard White Star Line [6‑14‑002].
The second plate records a design influenced
by 1930s constructivist styling with a
combination of geometric lines and a highly
stylised floral image [4‑07‑010]. The third plate
records a design is in a similar style in the form
of a sketch drawing of a napkin design with
“Cunard White Star” placed within the border
design [4‑07‑008]. The typographic styles of
these two napkin designs are quite different.
The Cunard White Star Line became defunct
in 1947 dating these designs between 1934–1947.

White Star Line

5-08-021

Pre-merger with Cunard in 1934. Point paper design.

White Star Line

White Star Line

6-14-002

Point paper design.

5-08-022

Line sketch.

Cunard White Star

4-07-010

Line sketch.

Cunard White Star

4-07-008

Line sketch.

White Star Line

5-08-002

Painted sketch.
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A SHIPPING YARN

Union Castle Line
A short story of design persistence
Union Castle Line was a British Shipping Line that operated a fleet of passenger liners and
cargo ships between Europe and Africa from 1900 to 1977. It was formed from the merger of
Union Line and Castle Shipping Line. Union-Castle named most of their ships with the
suffix ‘Castle’, were well known for their lavender hulled liners with black and red funnels and
for running a strict schedule between Southampton and Cape Town.
The archive holds a collection of eight plates for a tablecloth and napkin design for the
Union Castle Line. This collection illustrates beautifully the tenacity of the designers as they
experiment with design elements for the Union Castle Line order. The design development
stages through from early sketches to the production of the proof cloth are recorded.
Initial line drawings or rough sketches of the Union Castle Line logo [3‑14‑015], border
and corner designs are reminiscent of a Gothic architectural style with strong reflective
symmetries [3‑14‑018, 4‑07‑002, 4‑07‑014]; these drawings show experimentation with layout,
composition and centrepiece placement. An alternative painted floral design with soft flowing
ribbons and realistic bouquets of roses was sketched and recorded but no further development
is evident in the archive [4‑007‑002]. The preferred Gothic-styled designs were developed into
accurate working designs that include woven structural notation [3‑14‑020]. These designs were
finally translated into precise technical instructions in large-scale point paper (squared) format
[3‑14‑020], which would have been used to guide the card cutting process. The punched cards
would be attached to the Jacquard loom for the weaving of the proof cloth [4‑07‑003]. The proof
cloth was always woven in an unbleached linen warp with a bright red dyed weft to allow the
identification of faults in the design. This lengthy and laborious design and production process
preceded the introduction of electronic Jacquard design in the early 1980s.

Detail of proof cloth.

4‑07‑003

Union Castle Line

3‑14‑020

Point paper design.

Union Castle Line

3‑14‑015

Rough line sketch.		
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Union Castle Line

3‑14‑002

Painted sketch and line drawing.

Union Castle Line

4‑07‑003

Proof cloth.

Union Castle Line

3‑14‑016

Line sketch.

Union Castle Line

3‑14‑018

Line sketch.

Union Castle Line

4‑07‑014

Design development sketch.

Union Castle Line

4‑07‑002

Design development drawing on point paper.
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Shipping Lines
2-12-004

JDFL Jamaica Direct Fruit Line

2-12-002

2-12-004

LONDON TO KINGSTON 1929–1980

Changed name to Jamaica Produce amship Company in
1935. Plates therefore pre 1935.

Clan Line
The Charente Steam Ship Co. Ltd.
LIVERPOOL, UK

NIPPON YUSEN KABUSHIKI KAISHA, JAPAN

One of the oldest and largest shipping companies in the world.

Huddart-Parker Line

7-08-001

FOUNDED IN LIVERPOOL,
HEADQUARTERS IN GLASGOW, UK
7-06-012
7-06-016

Plate dated “May 1960”. Established in 1871 but
roots were in the Thomas and James Harrison
Ltd. who imported brandy and wine into
Liverpool from the town of Cognac and the valley
of the River Charente, France.

NYK Line

2-12-001

Founded in 1877 to operate routes between Britain and
Bombay via the Suez Canal. In 1881 operations expanded
to South Africa and by 1894 to the Persian Gulf and
North America. The company went out of business in 1987.

5-05-003
5-05-002
5-05-005

3-05-008

AUSTRALIA

Australian Shipping Line 1876-1961

Porto Rico Line

5-18-010

CARIBBEAN

Archibald H.Ball founded the British-flagged New York
and Puerto Rico steamship company in 1885.

Jahre Line
A cruise ferry line operating on routes to and from
Norway between 1961–1990.

5-13-001

2-12-018
2-12-021

2-12-016

Reviving The William Liddell Collection

70~ 71

Orient Steam Navigation Company
PRE-MERGER WITH P&O IN 1960

Royal Mail Lines

2-18-012
2-18-011

1839–1932

The Pacific Steam Navigation Company

4-11-014

4-05-001

HEADQUARTERS LIVERPOOL, UK

Founded in 1838. A commercial shipping company that operated in the Pacific coast of South America. It was the first company
to use steam ships for commercial traffic in the Pacific. In 1965 the company was ended and remaining vessels rebranded.

5-05-015

Peninsular and Oriental Steam Navigation Company (P&O)

5-05-015

LONDON, UK

A British shipping and logistics company established in
the 1837. Merged with the Orient Line in 1960 to form
P&O‑Orient Lines.

Union Steam Ship Company of New Zealand
NEW ZEALAND

Known as the “Southern Octopus” in the late 19th century.
By the early 20th century it was the largest shipping line in
the southern hemisphere. Liquidated in 2000.

3-15-010
7-05-018

Orient Line

2-19-008

5-18-002
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Train Lines

United States Lines

1-07-012

An American transatlantic shipping company that operated
a cargo service 1921 to 1989 and ocean liners until 1969.

Canadian Pacific (CP Rail)

7-10-003
1-08-015

South African Railways

1-04-010

1-07-008

Northern Pacific Yellowstone Park Line

5-05-011

USA

1-07-005

5-05-013
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Southern Pacific Lines

Railways of Australia

3-11-005

1-04-012
2-22-002

3-11-002

3-11-009

Royal Gorge Route Scenic Line

3-11-001

2-20-003

COLORADO, USA

Canadian National Railways
1929 date on 2-12-004

4-01-004
2-12-004
2-13-003

Ward Line

5-8-004

USA

Operated from 1841 to 1954. Originally the company’s
steamers linked New York City with Nassau, Havana and
the Mexican Gulf ports.

The Overland Route
2-13-003

4-05-012

USA
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Airlines
Eastern Airlines

4-11-006

USA

A major American airline from 1926 to 1991. The “Eagle”
logo used between the mid 1930s and late 1950s.

6-10-001

Olympic Airlines

2-19-001

GREECE

Continental Airlines

Founded in 1957 operating until 1990.

6-07-003

USA

A major American airline based in Houston, Texas. Established in 1934, ceased operations in 2012
when it merged with United Airlines. This logo was used between 1960–1967.

Air New Zealand

1-04-013

NEW ZEALAND

Founded in 1940 as Tasman Empire Airlines Limited
and was renamed Air New Zealand in 1965.

6-10-003

Qantas

6-10-002

AUSTRALIA

Commenced operations in 1921. The “flying Kangaroo” logo
was used between 1968-1984.

2-09-011

TWA Saudi Arabia Air Lines

2-09-013

JEDDAH, SAUDI ARABIA

Saudi Arabian Airlines was founded in 1945. TWA
operated the airline under a management contract.

2-09-011

TWA
USA

Trans World Airlines was a major American airline from 1924 to 2001
when American Airlines acquired it.
“NEW DESIGN 1960” etched above the logo. ↑

2-09-011
6-10-004
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Organisations
Artwork and designs for clubs, societies and institutions
This Organisations themed chapter focuses on artwork, design sketches and drawings
generated for worldwide elite establishments that sought the finest Irish linen to don their
dining tables. There are hundreds of plates that record napkin and tablecloth designs for
the dining rooms of clubs, societies, hospitals and universities, military organisations and
governments. The gallery of designs provides a fascinating record of emblems, crests and
logos. The diverse range of organisations that were customers of the Liddell Company
demonstrates the prestige and esteem that their linen was held. The artwork and technical
skill of the individuals who worked on the development and refinement of these designs is
highly skilled. The William Liddell Collection provides a unique and fascinating insight
not only into the world of prestigious clubs and societies but also into the working practices
of designers, technicians and weavers of the Irish linen industry.
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Linen for Organisations
Emblems & Mottos
The William Liddell Collection contains an eclectic range of designs for the dining rooms
of governments, army and navy institutions, businesses, hospitals, universities and a variety of
clubs and societies. The designs contain house arms, brand logos, mottos, and emblems of long
forgotten societies. The markets for Liddell’s fine linen were global and customers for linen for
these organisations’ dining rooms spanned the globe. Artwork for designs for establishments
such as Spencer Catering Services, India [5‑19‑008], Royal Hong Kong Golf Club, Hong Kong
[3‑10‑005], Rand Club, South Africa [5‑04‑013], Commercial Traveller’s Club, Melbourne
[7‑08‑015], Libyan Syrian Company, Tripoli, Libya [1‑03‑002], Manitoba Club, Canada [2‑15‑011],
Polar Laundry Company, Norway [5‑14‑008], Queen’s Hospital, Hawaii [5‑12‑006] and
Zambia Tourist Bureau, Lusaka & Livingstone, Zambia [1‑03‑008]. Prestigious universities such
as Oxford University [3‑15‑008] and University of Wisconsin [5‑02‑006] placed their orders
with the Liddell Company to adorn their dining tables. The military are also well represented in
a range of designs for the US Army and Navy [3‑14‑010], Defence Forces of Ireland [2‑13‑005],
Canadian Coastguards [2‑07‑015] and British clubs for servicemen and women.
The artwork for these designs is stunning, with highly skilled draughting and meticulous
preparation of designs for production. This category of designs has initial design briefs with
some examples of very detailed client instructions, United States Shipping Board [3‑14‑008],
design development, Thunderbird Country Club [3‑13‑007 & 3‑13‑010] and final proof cloths.
United States Army Transport Services [3‑14‑001] and United League [3‑14‑021].

Rand Club

5-04-013

SOUTH AFRICA

Royal Hong Kong Golf Club

3-10-005

HONG KONG

United States Army Transport Services

3-14-010

USA

Proof cloth

Manitoba Club 1874

2-15-011

CANADA

Line drawing of club logo with guiding lines.

Spencer’s Catering Services

5-19-008

INDIA

Sketch drawn on cloth.

Thunderbird Country Club

3-13-007
3-13-010

CALIFORNIA, USA

Golf club founded in 1931. Same logo today.

Commercial Traveller’s Club

7-08-015

MELBOURNE

Line sketch of emblem/name with guiding lines
and markers present.

Zambian Tourist Bureau
LUSAKA & LIVINGSTONE, ZAMBIA

Client brief: Stationary with logo

1-03-008

Polar Laundry Company
Queen’s Hospital

5‑14‑013

DENMARK

5-12-006

HAWAII

Established 1859.
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United States Shipping Board

3-14-008

USA

Union League

Canadian Coastguard

2-07-015

CANADA

Client brief with typed instructions concerning the design content.

Pencil sketch with guiding lines.

3-14-021
3-14-006

PHILADELPHIA

Point paper sketch. Proof cloth. ↑
Proof cloth. →

Óglaigh na hÉireann, Defence Forces of Ireland

2-13-005

REPUBLIC OF IRELAND

Line drawing of logo with “FF” in centre “Fianna Fàil”. Emblem of the Defence Forces of Ireland.
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Clubs

Bankers Club of America
Bank of England Club

7-04-016

LONDON

This plate shows a rare example of an early 20th century version of the symbol of the
Bank of England, Britannia, in the form of a painted sketch on hand-drawn squared paper.
5-08-019

Whitehall Club

5-08-017

4-03-012
4-03-010

NEW YORK

This social club was founded in 1915 and closed in 1979. Two plates show a line sketch with
shaded elements of the corner design and centrepiece club emblem. ↑
The second plate is of a detailed point paper with the centrepiece attached to the main design.
Guiding lines, markers and measurements are visible. →

5-08-018

WESTMINSTER, LONDON

A civil service social club that was established in the 19th century and functioning during the
first half of the 20th century. This set of three photographic plates shows the development of the
design starting with an initial line sketch of emblem, which includes the club name. Guiding lines
and placement markers can be clearly seen. There is also an interesting partial rough painted
sketch of a segment of the club’s emblem with a scrap of point paper attached for scale. A final
meticulously painted point paper drawing of design completes the design work ready for card
cutting and eventually production.

New York Athletic Club

5-10-005

5-10-007

NEW YORK, USA

Two designs have been recorded for this club with similar elements and styles but
different layouts. Both designs are in the form of painted sketches of emblem and name.
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Businesses

5-14-008

Polar Laundry

5-14-013

DENMARK

Three plates provide design work for a Danish Laundry company. The client brief is captured on publicity literature. An initial
line sketch is developed, and a final point paper painted design ready for the next stage in the production process, card cutting.

Oriental Club
LONDON, UK

2-18-006

2-19-004
2-19-003

A gentleman’s club Formed in 1824, admitted ladies since
2010 and is still in existence. Three plates include the
client brief captured on an envelop with club’s logo, an
Indian elephant ↑, a painted sketch of the elephant ←
and a version of the design with the club name on a belt
motif and the elephant logo absent. ↑

5-14-008

7-04-015

Bohemian Club
7-04-002

SAN FRANCISCO, USA

Point Paper ← | Line Sketch ↖ | Painted Sketch ↑

7-04-010

Libyan Syrian Company

1-03-002

This plate provides a glimpse into conversations concerning the weaving capacities of the Liddell Company.
This is an image of a client brief in the form of a logo on a stationary page with design briefing notes:
“Mr R. Gourley advised J.D. Sullivan that they would be able to weave this…”
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University of Wisconsin

Universities

Line sketch on cloth. Lines follow the pattern
formed by structural changes. →
Painted sketch of university’s emblem. ↓
Guiding lines and markers present.

USA

TALES OF FINE DINING

5-02-005
5-02-006

Military

3-14-013

Hood College of Frederick MD
College of liberal arts – all female until
1971 Point paper design of emblem.
Line sketch of emblem with guiding lines
and markers. Some pencil shading and
hatching too.

3-05-002
5-13-003

United Services Club

3-14-005

Founded in 1815 for senior officers in the British Army and Royal Navy. The club closed in 1978.
3-15-007

Oxford University

3-15-008

Rough line sketch of emblem and motto: ‘Dominus Illuminatio Mea’

United States Military Academy
Normaal Potchefstroomes Kollege
SOUTH AFRICA

5-05-009

7-03-001

WEST POINT, NEW YORK

Painted sketch of emblem/name in the centre of a napkin design. Stars and chains motifs.

College established in 1919. Painted sketch of emblem
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United States of America – Department of the Navy

3-14-011

Painted sketch of Department of Navy logo.

Naval and Military Club

5-10-010

UK

Founded in 1862. Originally a gentlemen’s club but
now opened to all.
Motto: “Nunquam Dimoveas”

Page from a booklet of a complete ‘doily’ design
with ‘USA’ in centrepiece

3-14-007

A page from a booklet with a printing date of 1924. Book appears to be USA Department of Navy guidelines for dining. This page is
of a tablecloth design. Designer note: “Department of Navy to be repeated at intervals of two yards".

3-14-012

Junior United Service Club

2-12-008
2-12-006

LONDON, UK,

Point paper design of club logo.
Rough sketch of the club's logo in corner position of a napkin design.

Page from a booklet with a napkin design of a corner, border and centrepiece indicated.

3-14-014
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Dalaradia Preceptory

1-03-004

IRELAND

Painted sketch of image of logo.

Horn and Hardart Co.

3-05-010

USA

American food services company.

Chivas

6-14-001

ABERDEEN, UK

Bath Club

7-04-013

Boston City Club

UK

BOSTON, USA

Line sketch of centrepiece, corner and border.

Line sketch with guiding lines and markers.
Date 1929 incorporated in design.

7-04-004

Grocers established 1801. Line sketch of company’s
motto ‘Fidelity Stability’ and name accurately
scripted. Guiding lines and markers present.

Mercy Hospital

Mount Royal Club

3-07-010

Harvard Club

3-08-008

BOSTON, USA

MONTREAL, CANADA

Painted sketch of the club emblem. Accurate line
drawing of club logo.

Established 1899. Maintains this same brand.

Bratford County Conservative Club

2-10-009
2-10-007

7-04-011

BRATFORD, UK

Painted sketch.
Coral Harbour Club
Painted design of emblem and name with guiding lines, markers and cross-hatching.
Point paper painted design.

7-08-011
7-08-013

Jewish Hospital

2-12-009

Sketch of typographic logo with guiding lines.

Houses of Parliament

2-10-016

NORTHERN IRELAND

Line sketch of logo.

Imperial Chemical Industries Ltd.

5-15-002

UK

Painted sketch of emblem.

Columbia Country Club
MARYLAND, USA

7-08-017
7-08-018

Eagle Oil and Shipping Company Ltd.

Golf club opened in 1911. Line sketch of
club’s emblem and accurately scripted name.
Guiding lines and markers present.
Client brief on stationary with emblem/
name circled.

7-03-003

USA

Customer’s sketch.

Indianapolis Athletic Club

5-15-012

USA

Country Club of Detroit
DETROIT, USA

Line sketch of emblem and name with date of ‘66’
incorporated in design. Guiding lines and markers present.

6-07-001

Line sketch with shading of club emblem. Guiding
lines and markers present.

John Holt Company

5-13-008

LIVERPOOL, UK

Trading Company established 1884.
Painted sketch with emblem of house flag.
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Parem Non Fert

5-16-017

“He endures no equal”

Oyster Harbors Club

2-13-008

MASSACHUSETTS, USA

Painted sketch of club logo and title with guiding lines.

King Cole
DAYTON, INDIANAPOLIS

Restaurant. Accurate line sketch with guiding lines and
markers. Rough painted sketch with measurements and notes:
‘Dayton-Indianapolis’ scribbled at the bottom of page.
Design brief.

7-05-007
7-05-008
7-05-021

Niagara Parks Commission

2-16-010

ONTARIO

Hand Trade Mark

Line drawing with shading, guiding lines and markers.
Handwritten note to alter the spelling of Latin ‘permanei’
to ‘permanet’. Founded 1885 Agent of the Government
of Ontario that maintains the Ontario shoreline of the
Niagara River.

3-05-007

Queen Anne’s Mansions
Line sketch of oval belt design with shading guiding lines
and markers. Built 1873-1877 as hotel and apartments.
Requisitioned during WW2. Demolished 1973.

UNKNOWN

Painted sketch of emblem on page.

Racquet Club

Kampala Club

5-12-001

LONDON, UK

2-20-005

7-05-016

UGANDA, AFRICA

Line drawing of club emblem with guiding lines.

Olympia Fields Country Club

Massachusetts General Hospital 1811

2-18-002

1-03-007

MASSACHUSETTS, USA

ILLINOIS, USA

Founded in 1915.

Holmes Hospital

4-03-008

Line drawing with guiding lines.

CINCINNATI, USA

Marabou

Hospital established in 1920s. Still in existence.
Line sketch of name and a Tudor rose emblem.
Guiding lines and markers present.

2-15-001

New York Hospital

5-10-002

NEW YORK, USA

Painted sketch of emblem. Established 1877.
Same logo and motto today: “Go and do thou likewise”

Peralta Hospital

3-09-009

OAKLAND, USA
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Pittsburg Athletic Club

5-16-012

Royal Hamilton Yacht Club

PITTSBURG, USA

2-21-002

Established 1908

Royal Prince Albert Yacht Club

Wall Street Club

2-21-005

5-07-005

NEW YORK, USA

Line sketch of emblem/name.

Rochester Club

3-10-019

NEW YORK, USA

Royal Thames Yacht Club

5-04-012

LONDON, UK

Established 1775. Still in existence.

Union Club

5-02-004

LONDON, UK

Gentleman's club, established 1800, closed in 1949.

Saint James Club Montreal

Stock Exchange Luncheon Club

2-21-020

5-01-010

NEW YORK, USA

Established 1898. Design dated 1937. Closed in 2006.

Romano’s

Royal Mail & Postal Service

5-04-015

2-20-007
2-20-018

St Joseph’s Hospital

2-12-015

CANADA

Accurate line drawing of hospital’s logo with guiding lines.

St Stephen’s Club
YORK, UK

St. Louis
PARIS AND NEW YORK

3-11-003

Wakonda Country Club

5-07-011

DES MOINES, USA

Line sketch of emblem and name with guiding lines
and markers.

5-19-018

Romano’s

5-04-019
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Ontario Club
TORONTO, CANADA

2-13-001
2-13-002

St. Paul

Stationary with club logo, address scored out.
Accurate painted design of club logo.

3-11-017

E’TOILE DU NORD

Sacred Heart Hospital

2-24-006

MORELAND, USA

The York Club

3-16-005

Smith (Glasgow) Ltd.

5-19-017

GLASGOW, UK

School District of Philadelphia

5-19-005

PHILADEPLPHIA, USA

November 1934. Design dated 1937. School district that
includes all public schools in the district of Philadelphia.
Established 1818.

South African Breweries Ltd.

5-03-009

SOUTH AFRICA

7-03-005
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Hospitality
Artwork and designs for hotels, cafés and restaurants
This Hospitality themed chapter focuses on artwork, design sketches and drawings
generated for the hospitality market. There are hundreds of plates that record patterns for
napkins and tablecloths for hotels, cafés and restaurants across the globe. The collection
provides a noteworthy record of evolving hotel branding throughout the first seven decades
of the twentieth century. Some of the hotels documented, although prestigious in their
heyday, are no longer in business whilst famous contemporary hotel groups and hotels are
also well represented in the collection. The artwork and technical skill of the individuals
who worked on the development and refinement of these designs is highly skilled and
creative. The William Liddell Collection provides a unique and fascinating insight not
only into world of hotel branding but also the working practices of designers, technicians
and weavers of the Irish linen industry.
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Linen for Fine Dining
Logos & Lettering
Of the 1600 photographic plates in the William Liddell Collection there are over 237
that capture images of artwork and technical drawings of designs for hotels, restaurants
and cafés from across the globe. There are at least 160 different hotel brands alone with
many prestigious and historic hotels. Some of particular interest include Raffles of
Singapore [3‑10‑013 & 5‑04‑018]; Hotel Majestic, Bombay, India [3‑08‑002]; Ritz,
London [2‑20‑006, 2‑20‑006 & 2‑20‑011]; Queen’s Hotel, Kandy, Sri Lanka [5‑12‑007];
The Roosevelt Hotel, Manhattan, New York [5‑04‑001]; Waldorf Astoria, New York
[5‑07‑18—021 & 5‑08‑016]; Strand Hotel, Yangon (Rangoon), Myanmar (Burma) [5‑19‑001
& 5‑19‑004]; Hotel Schweizerhof, St. Moritz, Switzerland [3‑12‑001]; Half Moon Hotel,
Montego Bay, Jamaica [5‑17‑006 & 5‑06‑001]; Polana Hotel, Maputo (Lourenco Marques)
[5‑16‑007], Mozambique; Tamanaco Intercontinental Hotel, Caracas, Venezuela
[3‑13‑004]; Wentworth Hotel, Sydney, Australia [5‑07‑010]. The global reach of the
company was extensive. In addition to the locations mentioned above hoteliers sought
Liddell’s fine linen from as far afield as Hong Kong, Borneo, Tasmania, South Africa, Liberia,
Arabian Gulf, Norway, Germany, Canada and the Caribbean.

Raffles Hotel

3-10-013

The Roosevelt Hotel

5-04-001

MANHATTAN, NEW YORK

Strand Hotel

5-19-004
5-19-001

RANGOON, BURMA

Raffles Hotel

5-04-018

5-07-018

5-07-020

Ritz London

2-20-006

5-07-018

5-07-021

Hotel Majestic
BOMBAY, INDIA

3-08-002

Queen’s Hotel
KANDY, SRI LANKA

5-12-007

Waldorf Astoria

5-07-021

NEW YORK, USA

5-07-018
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The earliest date recorded on images of hotel artwork is 1919,
which is found on a design sketch for the Hans Crescent Hotel,
London [3‑05‑003]. Built in 1896, one of the most exclusive hotels in
London until it was taken over by the Ministry of Works during
the Second World War. This design is from the period of the hotel’s
heyday, one of many prestigious customers from the hospitality
industry for the Liddell Company.
One of the most fascinating aspects of the
William Liddell Collection is the focus on the recording of
images that capture the various stages in the Damask design
process. Beginning with the original client design briefs captured
in various formats such as the torn envelope with the logo of the
Hotel Dolmõn, Arabian Gulf [1‑04‑004], a scrap of letterhead
stationary of the Windsor Hotel, Montreal [5‑07‑022] or a
business card of a Mr Mostafa El Bakry, General Manager of the
Kuwait Hilton [1‑04‑003]. Usually the first sketch responding to
the client’s brief is a simple line drawing of the design specifications.

Hotel Schweizerhof

3-12-001

ST MORITZ, SWITZERLAND

Hans Crescent Hotel

3-05-003

LONDON

Dated 1919

Hotel Dolmon

1-04-004

BAHRAIN, ARABIAN GULF
Polana Hotel

5-16-007

LOURENCO MARQUES, MOZAMBIQUE

Half Moon Hotel
MONTEGO BAY, JAMAICA

5-06-001
5-17-006

Wentworth Hotel

5-07-010

SYDNEY, AUSTRALIA

Kuwait Hilton

1-04-003

KUWAIT CITY, KUWAIT

Tamanaco Intercontinental Hotel

3-13-004

CARACAS, VENEZUELA

Windsor Hotel

5-07-022

MONTREAL, CANADA
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The image of the logo The Pinehurst Hotel, North Carolina is captured on a scrap of paper
[7‑02‑001] then developed into an accurate line sketch [7‑02‑008]. The preliminary line
sketches were then used as a basis for a series of design development artworks, these include
painted sketches; Hotel Royal, Singapore [2‑22‑003]; corner, border and centrepiece repeats
Hotel Plaza, New York [5‑18‑006 & 5‑18‑009]; accurate typographic layouts New Ocean House,
Massachusetts [5‑10‑017] & The St. George, Llandudno, Wales [5‑03‑002]; point paper technical
drawings The Madison, New York [3‑08‑011] and the first woven test piece known as the
‘proof cloth’, Hotel Taft, Connecticut [2‑09‑016]. Proof cloths were usually woven with an
unbleached linen warp and red dyed linen weft to enable the easy identification of faults before
the design went to production. Often the designer scribbled instructions of forgotten elements
of the design. The notes on the artwork for the London Berkeley Hotel [7‑04‑012] prompt one
such forgotten detail: “Put whiskers on lion”!

New Ocean House

5-10-017

MASSACHUSETTS, USA

Madison Hotel

3-08-011

NEW YORK, USA

The Berkeley Hotel

7-04-012

LONDON, UK

Proof cloth.

2-09-016

Hotel St. George

Hotel Taft

LLANDUDNO, WALES

5-03-004
5-03-002

Hotel Plaza

5-18-009

2-09-008

NEW HAVEN, CONNECTICUT, USA

Hotel Royal

2-22-003
2-22-004

The Pinehurst Hotel
NORTH CAROLINA, USA

7-02-008
7-02-001

5-18-006

NEW YORK, USA
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The Sabah Hotel Sandakan, North Borneo
provides examples of the development of
the design from a few scraps of letterhead
paper with rough instructions to an accurate
rendering on graph paper [5‑16‑016, 5‑01‑019
& 5‑01‑020].

Sabah Hotel

Three plates dated 1932, 1933 and 1956 for
the Howard Hotel, New York show the
same brand design as a line sketch, point
paper drawing and proof cloth. The design,
which doesn’t change over the 23 year period
captured on these plates, includes the year
of production. These designs are in the form
of a 1932 accurate line sketch [3‑05‑005],
a 1933 proof cloth [3‑05‑006] and a 1956
technical point paper drawing [3‑05‑001].

Howard Hotel

5-01-016

3-05-005

Proof cloth.

3-05-006

3-05-001

NEW YORK, USA

SANDAKAN, NORTH BORNEO

Design brief.

Line sketch.

Point paper design.

Line sketches.

5-01-020

Point paper design.

5-01-019
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DESIGN TALES

The Development
of the Wolverine
An interesting example of how information was captured can be seen
in the image for design brief for the Wolverine Hotel; it appears
as a rubbing on tracing paper of an embossed object [5‑07‑002].
Another plate shows an initial line sketch copied accurately from the
rubbing [5‑07‑004]. On closer inspection of this image some erased
experimental design work is visible underneath the final design.
The designer had played with a more curvaceous typography for the
letters “WH” but decided on a more angular form, which was closer to
the original client specification. The Wolverine Hotel was located in
Detroit and Michigan, USA. The Detroit hotel opened in 1921 and ceased
operating as a hotel in 1960. The Michigan hotel opened in 1912 and was
renamed The Dilworth Hotel in 1936.

Woverine Hotel Company

5-07-002

DETROIT, USA

Design brief – rubbing.

Design development — crest.

5-07-004

This design for the Wolverine Hotel would have been drawn sometime
between 1921 and 1936. The rubbing has fascinating hand written notes
in which the weave structure indicated for the border as a satin weave.
It appears that whilst the logo was designed specifically for the Detroit
hotel the designer intended it for the Michigan hotel too.

Design development – typography.

5-07-002

Woverine Hotel Company

5-07-004

DETROIT, USA
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DESIGN TALES

The Ritz-Carlton Brand
A short story of skill
and excellence
A group of 7 plates record artwork for developing designs for the Ritz
and Ritz-Carlton hotels dating from the early 1900s to 1960s. Swiss
hotelier César Ritz opened the Ritz Hotel, London in 1906. The lion
and royal orb logo has not changed in over 100 years. The line sketch
of the centrepiece of a napkin design for the Ritz Hotel, London is
dated 1931 [2‑20‑006]. Interestingly this design is drawn over an already
existing woven linen napkin. On close inspection structures can be
identified that have been used to sculpt the cloth. Diamonds, twills
and satins can be recognized. In this case the designer has had to work
backwards from a piece of finished linen cloth, identifying the design by
drawing around the boundaries of the changing structures.
The point paper technical drawing [2‑20‑002] is for a napkin design.
A detail of the border shows how intricate and precise the technical
instructions had to be painted. The card cutter used these drawings to
make the Jacquard cards for the loom control.
Ritz Hotel

2-20-006

LONDON, UK

Line sketch on cloth.

Ritz Hotel
LONDON, UK

Detail of structures.

2-20-006
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American Albert Keller established the Ritz‑Carlton Investing
Company in the early 1900s and bought and franchised the name.
The Ritz-Carlton Montreal, not owned by Keller, opened in 1912
[2‑20‑014 & 2‑20‑012], the Ritz-Carlton Philadelphia opened in
1913 [3‑10‑001], the Ritz-Carlton Atlantic City hotel opened in 1921
[3‑10‑008] and the Boston hotel opened in 1927 [2‑21‑009]. By 1940
the Ritz-Carlton Boston was the only remaining hotel. The logo of
the American Ritz-Carlton hotel group is a combination of the British
royal seal represented by the crown and a lion’s head. The early logo
represented on the designs for the Ritz‑Carlton hotels in Atlanta
City and Philadelphia was revised in 1965 and is illustrated in the
Ritz‑Carlton Boston design [2‑21‑009]. The design for Canadian RitzCarlton Montreal Hotel reproduces the Ritz London Hotel brand.
However on close inspection of the painted sketch of the lion [2‑20‑014]
very prominent whiskers and eyelashes can be identified.

Ritz-Carlton

3-10-008

ATLANTIC CITY, USA

Ritz

2-20-011

LONDON, UK

Ritz-Carlton

2-20-014

MONTREAL, CANADA

Ritz-Carlton

2-20-012

MONTREAL, CANADA

Ritz-Carlton

2-21-009

BOSTON, USA

Ritz-Carlton

3-10-001

PHILADELPHIA, USA
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HOSPITALITY GALLERY

Edgewater Beach Hotel

7-09-011

ILLINOIS, USA

Cotswold Hotel

6-07-010

SOUTHAMPTON, ENGLAND, UK

Aria Hotel

Central Hotel

2-07-004

TEHRAN

2-06-013

DRAMMEN, NORWAY

Chevron Hotel

6-07-002

SYDNEY, AUSTRALIA

Caneel Bay Plantation

7-10-002

ST. JOHN ISLAND, VIRGIN ISLANDS

Dorado Beach Hotel

Crown Hotel

7-08-002

The Barclay & The Biltmore

1-08-013
1-08-018

7-01-012

PUERTO RICO

Emerald Beach Hotel

7-09-008

NASSAU, USA

Café Martin

2-15-009

MONTREAL, CANADA

The Bellevue-Stratford Hotel
PHILADELPHIA, PENNSYLVANIA, USA

7-04-001
7-04-003

Castle Hotel

7-02-006

MACROOM, CORK, REPUBLIC OF IRELAND

Curacao Intercontinental Hotel

6-07-004

NETHERLAND ANTILLES

Empire Hotel

7-09-002

WELLINGTON, NEW ZEALAND

Dan King David
ACCADIA, ISRAEL

7-01-001
7-01-002

Dated 15/4/61

Claridges

3-11-010

LONDON, UK

Dan Hotels
ISRAEL

The Chase Hotel
DRINGHOUSES, YORK, UK

7-01-004

Ducor International

7-01-012

MONROVIA, LIBERIA

7-02-004
7-02-009

PARK LANE, LONDON

Point paper sketch.
Design which appears to be for the Barclay and
The Biltmore hotels.

Accurate drawing with typography.
Letterhead paper with Client specifications noted.
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Habana Hilton
CUBA

2-10-003
2-10-004

Hotel Continental

Hotel Continental
Djurgárdsbrunns Wärdshus
STOCKHOLM, SWEDEN

Letterhead paper with logo and typeface. 1959 on accurate
drafted logo design.

7-01-010
7-01-011

6-14-004

Hotel Corporation

6-14-003
6-14-004

Design brief. Stationary with hotel logo and partial
client instructions. Accurately drafted logo with
hotel name incorporated.

1-04-001
1-04-001

Letterhead paper with hotel name and note:
“See sketch plate Box D4”.
1968 on logo design.

Hotel Melia Don Pepe
SPAIN

Hotel Bossert

2-24-010

Hotel Jefferson

2-12-010

1-04-006
1-04-008

7-04-018

Hotel del Lago
Tunis Hilton

Hotel Syracuse

7-01-006

3-13-003

Hilton Hotels
AROUND THE WORLD

2-10-001
2-10-002
2-10-012

Hotel Ivoire

5-15-004

ABIDJAN, IVORY COAST

ST. LOUIS, USA

Hotell Ferrum

Hotel Edison

7-09-010

Hotel Nobel

2 16-011

2-07-013

SCANDINAVIA

Hong Kong Shanghai Hotel

3-05-004

Hotel Kronen
Highfield Hotel

LILLEHAMMER, NORWAY
5-06-011

7-05-010

OSLO, NORWAY

Mayfair Lennox Hotels

3-07-007

SAINT LOUIS, USA

HOBART, TASMANIA
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Hotel Roanoke

2-21-008

VIRGINIA, USA

Hotel Sinton

Isle of Thanet Hotels

5-15-007

KENT, UK

2- 11-013

CINCINNATI, USA

Hotel Wendell

5-08-009

Hotel Victoria

PITTSFIELD, MASSACHUSETTS, USA

3-06-001

LOWESTOFT, UK

Park Central

5-16-013

NEW YORK, USA

Hotel Norge

Hotel Noreg

BERGEN, NORWAY

2-17-003
2-17-004

New Hotel Monteleone

2-16-006

Scrap of paper with logo with handwritten hotel name
and ‘55’ sketched on logo design.

7-05-024

Rough sketch of logo and lettering.

7-05-024

2-17-001

ALESUND, NORWAY

NEW ORLEANS, USA

Hotel Hershey

Hotel Traymore

2-10-011
2-10-014

2-09-015

ATLANTIC CITY, NEW JERSEY, USA

Kensington Palace Hotel

7-05-022

LONDON, UK

Hotel Windemere
CHICAGO, USA

5-08-006

Hyde Park Hotel
LONDON, UK

5-13-002
5-13-004
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Nicollet Hotel

5-05-008

MINNEAPOLIS, USA

New Whittier

5-05-001

DETROIT, USA

Established early 1900s.

Piccadilly Hotel

5-18-001
5-18-007

Pavilion Hotel

Kuwait Sheraton
KUWAIT CITY, KUWAIT

1-04-005
1-04-015

Palm Springs Rivera Hotel
PALM SPRINGS, CALIFORNIA, USA

SCARBOROUGH, UK

3-09-005
3-09-008

Hotel Waterloo

5-07-013

5-14-002
5-14-003

LONDON, UK

Manger Hotels

3-07-018

NEW YORK, USA

Peter Island Hotels
BRITISH VIRGINIA ISLANDS

Hotel Strand

Regency Hotel
5-19-010

3-09-003
3-09-001

1-04-011
2-22-005

LONDON, UK

Sagamore

5-19-020

LAKE GEORGE, BOLTON LANDING, NEW YORK

Rainbow Hotel
GREAT FALLS, MONTREAL

5-04-016
5-04-017

Hotel Royal

Park Hotel

3-10-002

3-09-013

REUTLINGER, GERMANY

BARBADOS

Montego Beach Hotel

3-08-022

Dated 1950-62

Skindles Hotel

2-24-011

MAIDENHEAD, UK

JAMAICA, CARIBBEAN
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Wardman Park Hotel

5-08-013

WASHINGTON D.C., USA

Park Hotel
SANDEFJORD, NORWAY

Queen’s Hotel
MONTREAL CANADA

5-14-011
5-14-014

5-12-003
5-12-004
5-12-009

Sherman House Hotel

2-24-003
2-24-004

Royal Cipher & Crown Hotel

Marble Arch Hotel
Seaside Hotel

5-01-012

2-21-010
2-21-011

3-07-004

LONDON, UK

ATLANTIC CITY, USA

Royal Bath Hotel
BATH, UK

Simpson’s Strand Restaurant

3-10-004
3-10-006
3-10-014

3-11-016

LONDON, UK

Stora Hotellet
Sheraton Hotels
PERTH, AUSTRALIA

Hotel Robidoux

5-03-005

JONKOPING, SWEDEN

5-01-004
2-24-008
5-01-023

3-10-015

ST. JOSEPH, MISSOURI, USA

Webster Hall Hotel
PITTSBURGH, USA

5-07-001
5-07-008

Hotel Vancouver

3-06-002

CANADA
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Storefjell

3-12-002

NORWAY

Hotel Shoreland

5-01-014

CHICAGO, USA

Dated Fall 1935

Huntington Hotel

5-06-007

SAN FRANCISCO, USA

King David Hotel

7-05-012

The Windemere

JERUSALEM, ISRAEL

5-08-007

WINDEMERE, UK

Royal Tehran Hilton
Line sketch of logo with designer notes:
“Photo of customer sketch”

1-03-010
2-22-001

3-06-006

William Penn Hotel

5-16-008

PITTSBURGH, USA

Savoy

Hotel Victoria

LONDON, UK

2-07-010
2-07-017

3-11-006
3-11-018

3-06-003

QUEBEC, CANADA

Mid Ocean Club

4-11-016

3-08-009

BERMUDA

Hotel Sherbrooke

5-01-015

CANADA

Jack Tar Hotel

2-12-019

USA
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Union Hotel

5-02-001

PRETORIA, SOUTH AFRICA

Park Avenue Hotel
GOTEBORG, SWEDEN

5-14-001
5-14-006

Royal Avenue Hotel
BELFAST, NORTHERN IRELAND

3-10-021
3-10-022

Windsor Hotel

5-08-014

MONTREAL, CANADA

University Arms Hotel
CAMBRIDGE, UK

The Worcestershire Brine Baths Hotel

3-15-004
3-15-006
3-15-016

Vanderbilt Hotel
5-08-008

Penn Harris Hotel

DROITWICH, ENGLAND, UK

3-09-011

3-06-010

NEW YORK

HARRISBURG, USA

The Virginian Restaurant
CHARLOTESVILLE, USA

Image of Robert Edward Lee developed into a design for the centrepiece of a napkin.

3-06-004
3-06-012
3-06-011

Prince George Hotel

5-16-006

NEW YORK, USA
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Domestic
Artwork and designs for napkins and tablecloths
This Domestic themed chapter focuses on artwork, design sketches and drawings
generated for the domestic market. There are hundreds of plates that record patterns
for tablecloths and napkins in square, rectangular, oval and circular layouts.
The diverse range of patterns provides insights into the artistic styles and visual themes
that were popular over the period 1910s to 1970s. The artistic talent and design skill of
the individuals who produced the sketches, paintings and technical drawings for these
household artefacts is remarkable. The William Liddell Collection provides a unique
and fascinating insight not only into domestic tastes and trends but also the working
practices of designers, technicians and weavers of the Irish linen industry.
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Linen for homes
Styles & Influences
The William Liddell Collection contains a wide range of designs
for home dining. Most of these designs are for napkins and tablecloths,
however there are several designs for furnishing fabrics, most likely
Damask brocades used for bedspreads [8-02-006] and curtains
[1‑11‑013]. The range of designs in the collection evidences successive
designers’ refined knowledge of aesthetic styles and influences
throughout the 1900s to 1970s. There are examples of designs developed
in the neo‑classical style with Greek urns and friezes, hanging garlands
of flowers, festoons and rosettes in cameo format [5‑11‑004 & 3‑02‑005].
Realistic floras drawn in an accurate botanical illustrative style is one
of the more common styles utilised [3‑01‑010, 1‑05‑017 & 1‑05‑012]
another category developed from these floral designs is latticed florals
[5‑11‑009 & 4‑13‑002], where ‘lattice templates’ are used as a basis for
design development.
Latticed florals

Diamond

4-13-002

8-02-006

Furnishing fabric design.

Peony rose

Grapevine

3-01-010

Lilac

1-05-012

1-11-013

Furnishing fabric design.

Tulips

Neo-classical style

Neo-classical style

1-05-017

3-02-005

5-11-004

Latticed florals

5-11-009
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There is a small group of unusual painted abstract designs reminiscent
of tree bark contours sculpted into linear and curvilinear forms
[1‑10‑004, 1‑10‑006, 1‑10‑007 & 1‑10‑008]. Whilst some designs combine
geometric borders and elements with flowing lines of foliage and
flowers [4‑04‑001], others are starkly geometric [1‑11‑005]. There is also
a stunning collection of designs based on Celtic knot work patterns
where borders and centre pieces are populated with interweaving lines,
harps, crosses, castles, hounds and round towers [4‑06‑002 & 2‑23‑008].
Finally a remarkable collection of patterns influenced to varying
degrees by a constructivist aesthetic [1‑01‑017].

Line sketch

1-10-004

Stars and diamonds

1-11-005

Detail of painted sketch. Corner and centrepiece
pattern with designer’s guiding marks.

Detail of geometric chrysanthemum type flower head
Painted sketch

1-10-008

Constructivist aesthetic

Line sketch

4-04-001

Painted sketch. Half-drop repeat all-over pattern.

1-01-017

1-10-006

Painted sketch

1-10-007

Castles, hounds and harps

Celtic knotwork patterns

2-23-008

Celtic knotwork patterns

2-23-008

4-06-002
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Traces of talent
The designer sketches and painted drawings for floral designs display a
keen eye for detail and highly skilled use of media to capture the visual
themes of design work. Close inspection reveals a range of painting and
drawing techniques [5‑17‑012, 4‑12‑005, 3‑10‑003]. The painstaking and
precise painting of the final point paper design shows remarkable levels
of endurance and patience [6‑01‑006].

Fuschia

5-17-012

Calla lillies

Detail of point paper design

6-01-006

Detail of design sketch – pencil drawing

5-17-012

Lilly

6-01-006

Detail of point paper design

3-10-003

Detail of design sketch – pencil drawing

3-10-003

Convolvulus

4-12-005

6-01-006
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Damask Dignity
The William Liddell Collection holds a stunning range of designs
for napkin squares. Most designs show a section of the square that
includes the corner, border and partial centre piece. Napkins that would
eventually be folded and placed on dining tables across the world.
In 1926 American home economist Ethel R. Peyser, wrote a booklet
for the William Liddell Company for the American domestic market
that provides interesting insights into how Irish linen was regarded
in the 1920s. The booklet was called Damask for Dignity and provides
advice concerning etiquette in the use of Irish linen for entertaining
and everyday use, place settings for breakfast, lunch and dinner,
how to care for linen and also insights into the esteem in which the
William Liddell Company itself was held.

Point paper design

3-03-012

Peyser writes:

Wherever Irish linen is mentioned, the name of Liddell comes to
mind. For Wm. Liddell & Co. stands pre-eminent among linen
makers today and has for the past century.

Line sketch

3-03-015

Painted sketch

6-11-015

Point paper design

2-05-003

Painted sketch

2-04-009

Peyser also comments on the workforce:

The personnel of the Liddell Mills are as happy as only a body
of contented and faithful workers can be. Through the personal
interest of Sir Robert Liddell there are excellent schools, football
and cricket fields, recreation halls, and other pleasures for workers.

For the American household owning Irish linen that was produced
by workers from a community that were well cared for by the owner
was significant and added to the regard that Liddell linen was held.

Buying linen Damask is not an expenditure, but an investment,
for with it you add to your prestige, and to your comfort. And, as
a table cover, it adds to the repast, what music does to an opera…
nothing which will show to better advantage silver, glass and
crystal; nothing that so charms as glistening white Damask, with
its pattern catching the light and giving the essence of finish and
life to the table.

Point paper design

2-05-002

Peyser 1926: 1

Clearly the fine Irish linen that the William Liddell Company
produced was highly esteemed and regarded as an indication of wealth,
prestige and sophistication. Many families all over the world possess
treasured tablecloths and napkin sets of Irish linen passed down
through the generations, many of which have been woven in the Liddell
factory in the village of Donacloney, County Down.

Point paper design

3-03-005
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DAMASK DIGNITIES

Lily of the Valley
Floral patterns drawn in an accurate botanical illustrative style are perhaps the most
common in the domestic pattern category. Lily of the valley, convallaria majalis, is amongst
one of the more popular motifs. A series of the photographic plates records various aspects
of the development of designs using the lily of the valley motif. A simple and elegant
line drawing of the motif resonates throughout the collection of lily of the valley designs
[1‑09‑011]. There are several plates that show the development of the motif from this
initial line sketch to design sketches experimenting with placement and repeat [1‑09‑014].
Two designs use the combination of the lily of the valley and fleur-de-lis motifs, one
incorporated into the logo for a hotel [5‑06‑003] and the other a detailed technical point
paper drawing for production [5‑09‑008].

Lily of the Valley

1-09-011

CONVALLARIA MAJALIS

Lily of the Valley & fleur-de-lis

Initial design sketch. Line sketch of a bunch of lilies and
leaves bound by a ribbon. “Repeating piece for pattern”
written on top right corner of plate.

5-06-003

Design used on hotel linen ware.
W. Hinder Hotels, Du Parc, Cape Town.

Lily of the Valley

3-01-003

Drawings detailing scale, repeat and alignment. Initial line sketches of designs some of which have tonal qualities.

Lily of the Valley – corner design
Point paper design.

1-05-018

Lily of the Valley

5-11-013

Point paper design.

Lily of the Valley –
branches & flowers with circular garland border

5-09-010

Point paper design
LILY OF THE VALLEY & FLEUR-DE-LIS

Point paper design.

Lily of the Valley

1-09-013

7-11-006

Line sketch.

Lily of the Valley

5-09-008

Point paper design.

Lily of the Valley – two versions combining fleur-de-lis

1-09-014

Point paper design.

Lily of the Valley
Line sketch.

3-03-016

Lily of the Valley

1-09-013

Line sketch.
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DAMASK DIGNITIES

Chrysanthemum
Designs using various forms of the chrysanthemum motif are by
far the most plentiful. The chrysanthemum morifolium also known as
‘florist’s daisy’ or ‘hardy garden mum’ with its deeply lobed upright leaves
and large compact clump-forming flower heads is one of the more
popular designs [3‑01‑006]. Another motif based on the more tightly
packed chrysanthemum pom-pom [4‑09‑003] makes several appearances
in napkin and tablecloth designs. The more open headed variety of the
chrysanthemum species reminiscent of dendranthema lavandulifolium
makes a few appearances [1‑01‑026]. The daisy-like chrysanthemum
variety, such as japonense chrysanthemum, also features in several designs
[3‑0‑4‑011] accompanied by the distinctive chrysanthemum leaf.

Chrysanthemum

3-01-006

Painted sketch.

Chrysanthemum

1-01-012

Point paper design.

Chrysanthemum – geometric

1-01-026

Painted sketch.

Chrysanthemum

2-05-004

Point paper design.

Chrysanthemum

1-01-018

Painted sketch.

Chrysanthemum

4-09-003

Proof cloth.

Chrysanthemum

3-01-009

Painted sketch.

Chrysanthemum

3-04-011

Painted sketch.
Reviving The William Liddell Collection

144~ 145

DAMASK DIGNITIES

Landscapes
Amongst designs for domestic tableware are those with various
landscape or waterscape themes. The realistic depiction of fields,
ponds, hedgerows, agriculture and wildlife are recurrent subjects
for design development.

Agriculture
Sheaths of wheat or wheat combined with poppies appear in
two designs. A square napkin design shows a corner, border and
centrepiece arrangement of sheaths of wheat [1‑11‑006]. A beautifully
painted circular napkin design is adorned with wheat and poppies
with a wreath‑like centrepiece and a garland border of alternating
posies of wheat and poppies [4‑02‑004].

Waterscapes

Five sheaves of wheat

1-11-006

Several designs have motifs of windmills and sailing boats on
seascapes [4‑04‑002 & 3‑04‑004]. Other water scenes include
pond life with dragonflies and kingfishers [2‑11‑006], lily pads
and bulrushes [2‑11‑010] and hovering water birds [2‑11‑002].

Dragonflies and kingfishers

2-11-006

Rural
There are several designs of rural landscapes that capture; poppy
fields [5‑09‑011], hunting scenes [6‑08‑010], stags amidst brambles
and landscapes reminiscent of the Scottish highlands [2‑04‑014]
and pheasants rising from heathland [5‑09‑009].

Poppy Fields

5-09-011

Poppies and wheat

4-02-004

Lily pads and bullrushes

2-11-010

Hovering water birds

2-11-002

3-04-004

Napkin corner & centre designs. “Poppies
& wheat” handwritten on plate.

Highlands landscape

Pheasants

5-09-009

Horses, hares, hounds & stags
Windmills and yachts

2-04-014

6-08-010

4-02-002
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DOMESTIC GALLERY

Celtic

Muckross Abbey

1-10-001

Line drawing. Partial corner and centre piece design.

Muckross Abbey

1-10-010

Point paper design. Centrepiece design with Ulster, Munster, Connaught and Leinster shields.

Rock of Cashel

2-03-004

Ulster, Munster, Connaught and Leinster. Point paper design.
Corner and centre piece design for napkin.

Rock of Cashel

2-03-002

Point paper design. Corner and centrepiece design for napkin. Border with ruins
of abbeys and Celtic crosses.

Muckross Abbey

1-10-009

Point paper design. Border design with Celtic knot work, shamrocks and shillelaghs.

Muckross Abbey

1-10-013

Point paper design. Partial design for corner and centre piece.

Rock of Cashel

2-08-005

Corner design. Line drawing. Segment of a corner design with intricate Celtic knotwork
and shamrocks.

Rock of Cashel

2-03-013

Point paper design. Corner and centrepiece design for napkin.
Border with Irish wolf hounds, round towers and harps.

Cill Áirne
Celtic knotwork in shamrock border. Square napkin design.

7-05-002

Cill Áirne

7-05-003

Painted, circular centrepiece design castle ruin for 7‑05‑002.
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DOMESTIC GALLERY

Flowers & Leaves

Anemone

2-08-011

Painted point paper design. Napkin design showing corner, border and centrepiece.

Lilac

3-01-007

SYRINGA

Border design showing translation, repeat and linear bands.

Roses & Shamrocks

1-01-020

ROSA & TRIFOLIUM

Line sketch of border design.

Fern & forget-me-nots

1-01-004

Painted sketch for Napkin. Guiding marks and line present indicating the centrepiece.

Fern & violet

2-11-013

Line sketch of border design.

Corner design

1-01-001

Painted sketch.

Oak leaf & acorns

1-09-005

QUERCUS ROBUR

Painted sketch of corner design. Geometric borders enclose oak leaf garland design.

Buddleia
BUDDLEJA

3-01-007

Grapevine

2-02-009

Painted point paper design.

Line sketch.
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DOMESTIC GALLERY

Neoclassical

Poppies and wheat

5-09-011

Napkin corner & centre designs.

Poppies, roses & daisies

1-09-008

Painted sketch.

Garlands and medallion

Shamrock

3-01-004

TRIFOLIUM

Urns, medallions and garlands

2-02-012

Point paper. Corner and border design.

Border and separate corner design.

Roses & forget-me-nots

3-02-002

Point paper. Corner and border design. Seems to have been a popular design for hotels. Hand written
instruction for the placement of different hotels logo. For example: Fairmount, San Francisco; the
Montreal Club; The Mayflower, Plymouth; Cotton Mama; Ambassador Hotel, The Warwick.

1-06-013

ROSA & MYOSOTIS

Painted sketch of corner design.

Floral garlands and urns
Thistles, shamrocks & rose

7-11-004

5-11-011

Point paper. Corner and border design.

Painted sketch.

Floral garlands, ribbons and rosettes

4-02-016

Proof cloth. Corner, centre and border design.

Climbing floral

3-01-008

Point paper design of border section.

Reviving The William Liddell Collection

152~ 153

DOMESTIC GALLERY

DOMESTIC GALLERY

Constructivist

Geometric

Abstract ‘tulip’ with strong geometric pattern

1-01-017

Painted sketch. Block repeat all‑over pattern.

Highly stylized floral with strong directional lines

Pixelated leaf with geometric pattern

1-01-015

1-01-014

Painted sketch. Block repeat all-over pattern.

Point paper design.

Geometric border

1-09-012

Painted sketch. Border, corner, centrepiece and indication of centre pattern.

Geometric zigzag border with chrysanthemum

4-04-001

Painted sketch.

Geometric border
Painted sketch. Border, corner and centrepiece pattern.

Stylized rose with strong linear elements

Grids and circles
1-11-005

1-01-007

Painted sketch. Border, corner and centrepiece pattern.

1-01-010

Painted sketch.
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DOMESTIC GALLERY

Lattice Floral

Patterns

Lattice floral (Daisy and leaf)

4-13-012

Yachts

Painted sketch. Corner, border and centrepiece pattern.

Lattice floral (Chrysanthemum)

6-11-010

Painted sketch. Block repeat all-over pattern with guiding lines.

4-13-004

Painted sketch. Circular centrepiece, border and corner pattern.

Lattice floral (Grapes and vine)

5-11-009

Point paper. Corner and centrepiece pattern.

Irish tea

6-09-011

Painted sketch. Block repeat all-over pattern.

Lattice template
Painted sketch. Border.

4-13-013

Lattice template
Painted sketch. Corner, border and
centrepiece pattern.

4-13-007

Lattice template

4-13-009

Painted sketch. Corner, border and
centrepiece pattern.
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Giant's Causeway

1-11-015

Painted sketch. Block repeat all-over pattern.

Savanagh

Floral
1-05-002

Painted sketch. Reflected brick repeat all-over pattern with guiding lines.

4-05-013

Line skecth. Reflected brick repeat all-over pattern with guiding lines.

Swirling leaf & rosettes

6-01-003

Point paper design.

Textured floral

1-08-007

Painted skecth. Block repeat all-over pattern.

Zigzag

1-11-012

Painted sketch. Block repeat all-over pattern with designer’s guiding lines.
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