Brian Allen, ‘Francis Hayman and The Supper-Box
Paintings for Vauxhall Gardens’, The Rococo in England,

Georgian Group Symposium, 1984, pp. 113-133

TEXT © THE AUTHORS 1984



T"

EREANCIS HAYMAN AND THE
SUIPPER-BOX PAINTINGS FOR
MU X HALL GARDENS

Brian Allen

Whilst interest in the rococo style has fluctuated with the balance
of taste throughout recent generations, Vauxhall Gardens has had
1 consistent appeal as one of the most fascinating aspects of
cighteenth century social history. In the last few decades alone
several books and exhibitions have been devoted exclusively to
the subject.'

My intention in this paper is to establish a chronology for the
execution of the fascinating series of paintings which decorated
Vauxhall’s supper-boxes and to examine also the complex question
of authorship of some of the better-known pictures. In order to
attempt this we must begin by glancing at the physical arrange-
ment of the gardens.

In many ways, Jonathan Tyer’s Vauxhall Gardens were a sort
of open-air Theatre (Fig. 1). The curving Pavilions formed amphi-
theatres of a kind; the buildings from which the orchestra per-
formed in the centre of the Grove; the Rotunda, or Music Room
as it was sometimes known; the Triumphal Arches spanning the
so-called Italian-Walk and later the illusionistic frompe /@il scenes
which arrested the spectators attention at every turn — all these
created a distinctly theatrical flavour reminiscent of the flimsy
stage scenery of Drury Lane and Covent Garden Theatres. So too
did Francis Hayman’s famous supper-box pictures executed in the
early 1740s.

Several recent writers on Vauxhall have concluded that the
main series of paintings date from the mid-1730s onwards® — that
is within a few years of Tyers becoming proprietor in 1728 — but

there is sufficient evidence, both written and visual to prove
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F1G. 1 |. 5. Muller after Samuel Wale, 4
General Prospect of Vaswochall Gardens, pub.
175 1.

3. See Rococo, p. 83, F.5.

4. Impression  llustrated
here as Fig. 2 1s from the
Crace Collecuion, i the
Depr of Prints and Draw-
ings, British Museum fpnn_-
folio XXXV} which 13
inscribed in a ms. pencil

note ‘1737°.

114

that, with a few exceptions, they were executed ¢. 174142, Th

exceptions were Hayman’s larger Shakespeare pictures tor th
Prince of Wales’s Pavilion, painted according to Vertue ¢. 174s
and the four gigantic canvasses illustrating episodes from th
Seven Years War in the annex to the Rotunda, painted in the earl
1760s. Both these later series are beyond the scope of this pape:
and I shall here concentrate solely on the main series of supper
box paintings.

What are the available facts that enable a chronology tor the
painted decorations to be drawn up? First, the so-called Vauxhal
Fan, published in 1736 and a separately published engraving o
about the same date with a very similar composition (Fig. 2)* show
quite clearly that the supper-boxes on each side of the Grove wert
flimsy, canopied and open structures with no walls upon whic!
to hang pictures. The sole architectural feature identifiable fron
Wale’s aerial view of fifteen years later (Fig. 1) is the cylindrica
Palladian-style orchestra pavilion in the centre of the Grove.

A fascinating description of the supper-boxes prior to 1742
survives in the form of a record kept by a German visitor, Baron

Jakob Friedrich von Bielfeld who visited London in 1737 and




gain in 1741; the latter time as a member of the Prussian Embassy.
Bielfeld recorded at length his impressions of a visit to Vauxhall
juring his second sojourn in London. Having described the

illuminations with great relish he went on to record:

‘To prevent ... the inconvenience of supping in the open air, the
projector of Vauxhall has contrived to cover all his boxes with wax’d
cloth. When the clock strikes nine, there is heard a third sound of the
whistle, and immediately there rises, as out of the earth, a vast number
of rollers, which unfolding themselves as they rise, cover all the boxes
in three of their sides, and fasten themselves in the extremitys of each
box. All these coverings are painted with elegant designs, in lively
colours, so that each box is enclosed by three large pictures, and at
the same time that they completely protect the company from the
injurys of the air, present a numerous collection of grand and pleasing
paintings ..."

['he paintings to which Bielfeld refers are clearly not the well-
known Hayman series but appear to have been decorative in the
strictest sense, rather than figurative.

The first mention of what are clearly the paintings associated

with Hayman occurs in the anonymous verses set to music by
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6. The Gentleman's Magazine,

XIL, (August 1742}, p. 440.

7. The Daily Post and General

Adversiser, 23 April 1738:
“The zame day (the 26th) a
Seatue of Mr Handel in
marble, was carried over the
Water, to be put up in Vaux-
Hall Gardens’. For the
Hawde! sec T.

'I {a |'|1.|1.'| at

Vauxhall
Hodgkinson,
Vauxhall’,

Adbert Musewme Balletin, 1,

(Cerober

Victorta  and
no. 4, 1964,
pp. 1=13 (reprinted as a sep-
arate pamphler by the V &
A In 1g0g).

%, The BRowunda was
designed by William Jones
(d. 1757) who In 17352
became Surveyor to the
East India Company. The
hills and contracts in con
nection with the erection of
the Rotunda are among the
Chancery Masters Exhibits
in the Public Record Office

(C1asf37/32).

9. Repr. W.G. Constable,
Cawalette, 2 vols, (Oxford
1976), I, pl.77, nos. 420,

421,

10, A Descripeion of Ranelagh
Retunds and Cardens, (Lon-
don 1762) p. 8.

Gladwin entitled GREEN-WOOD — HALL: or Colin's Descri;
tion (to his wife) of the Pleasures of SPRING G ARDENS, publishe
separately as an engraved plate in the manner of those from
Bickham’s The Musical Entertainer and the text subsequent
reprinted in the Gentleman's Magagine for August 1742.° The:
verses indicate that by the summer of 1742 some of the pictur:
were in place, since several are alluded to. Second, in the sprir
and summer of 1743 a series of eighteen large engravings wi
elaborate letter-press were published after the Vauxhall picture:

In the winter of 1741—42 there must have been a campaign «
rebuilding and redecorating at Vauxhall and this is evidenced |
the publication in 1744 of Maurer’s engraving which shows th
the fabric of the supper-boxes had been made more substanti
than those seen on the Vauxhall fan, presumably to accommodar
Hayman’s paintings. During the first decade of his proprietorshi
Tyers was constantly looking for ways of improving his facilitic
and attractions at Vauxhall. The arrival in 1738 of Roubiliac
celebrated statue of Handel,” greeted with such critical acclain
must have made Tyers aware of the novel, crowd-pulling appea
of works of art displayed in public. We should recall that ther
was still no public picture gallery in England. The establishmen
of a gallery of pictures by artists of the St Martin’s Lane Academ
at the Foundling Hospital was still almost a decade away.

It is surely not a coincidence that Hayman’s pictures at Vauxha
were unveiled ¢. 1742, the year Ranelagh Gardens opened on th
opposite bank of the Thames, a short distance upstream. Th
comfort of Ranelagh’s enormous and comparatively sturdy amph:
theatre was in sharp contrast to the flimsiness of Vauxhall’s struc
tures.” The interior, so well known from Canaletto’s painting,
resembled in size the present British Library Reading Room and
contained forty-eight supper-boxes at gallery-level on the firs:
floor.'"" Furthermore, it could be used in all weathers and at all
times of the year.

The importance of establishing as accurate a chronology as

possible for this phase of the Gardens’ development is in order




to explain why, after further major redecorations later in the
decade, some of the supper-boxes did not contain pictures — a fact
rarely commented on by historians of Vauxhall. Prior to ¢ 1750
the original fifty or so paintings probably filled each of the existing
hoxes on all but the west side of the Grove where the Prince’s
Pavilion with its own paintings occupied the prime position.
Significantly, after the further redecoration of ¢. 1750 — when the
nlace took on its curiously hybrid Chinese-Gothick look — Tyers
;-nmmissiﬂncd no further pictures of the same scale and type from
Hayman and his studio.

The supper-box pictures began close to the entrance to the
(sardens in the north-west corner of the Grove where a colonnade
ran parallel with the lower reaches of the Grand Walk. Each of
the first eighteen supper-boxes contained a painting as far as
the first of the semi-circular colonnades of supper boxes which
interrupted the regularity of the Grove."

These ‘Chinese’ pavilions as they were called were constructed
¢. 1750 and with a few exceptions were not decorated with pictures.
The original series of paintings by Hayman, painted some seven
or eight years before were presumably re-arranged to suit the
architectural modifications.'?

The eight boxes behind the Orchestra and “Turkish Tent’, on
the eastern side of the Grove also each accommodated a picture.
The pictures then continued on the west side of the Grove as far
as the second semi-circle of pavilions. None of the compartments
in this piazza contained pictures either but a short range of five
boxes ran from its western extremity towards the south-west
corner of the Grove. At this point a walkway ran southwards
towards the other entrance to the Gardens in Kennington Lane.
Five boxes to the castern side of this walkway were decorated
with the remaining pictures.

Those facts established let us examine the complex question of
authorship. According to well established tradition'® it was the
entrepreneurial Hogarth who first suggested to Tyers that he

might revive his flagging fortunes at Vauxhall by enlivening the
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11. See Gowing pp.11-12

for titles of pictures.

12. Sophie von la Roche
noted in 1786 that those
boxes withour pictures had
a mirrer instead (Sopbie
London 1748 being the Diary
af Sapbie v, fa Roche [trans,
from the German with an
introductary  Essay by
Claire Williams and a fore-
word by G. M Trevelyan],
[London, 1933), p. 280.)

13. See |. Michols and G.
Steevens, The Genuine Warks
of Williars Hagarrh, 3 vols,
{London 1808-17), 1, p. 47-
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14- NPG 5188, S5¢e |. Ruch,
‘A Hayman Portrait of Jon-
athan Tyers's Family', Bar-
limgron  Magagime, CXII
(August 1972), pp. 49597

15. For further details see
The London [Raily Post and
Gieneral Advertiser, 12 May

1736.

16. The Fnraged 1 ixen of o
Fife (The Play of Skittles)
now in City of Birmingham
Museumn; Ladresr Angling in
the Collection of Dudley
Snclgrove Esq. and The
Curting of Flosr in the Whit
worth Amt Gallery, Um

versity of Manchester.

Gardens with works of art. Apparently during the early years o
Tyers’s stewardship Vauxhall was not a commercial success. W
do not know when, or even if it was Hogarth who introduce
Tyers to Hayman but they were certainly acquainted by 1740 f
in that year Hayman painted the charming group portrait of Tve;
and his family, recently acquired by the National Portrait Gallery.

By the later 1730s the young Frank Hayman, trained an
practising as a scene painter, had a considerable reputation basc
on his naturalistic stage designs for Henry Giffard at Goodman
Fields and subsequently Drury Lane Theatres. Tyers may we
have witnessed one of the few stage spectacles with which w
can firmly associate Hayman’s name. Although no visual recor
survives, we know that Hayman painted and designed scenes f
what the London Daily Post described as ‘A New Entertainmer
after the Manner of Spring Garden, Vaux-Hall, with a scen
representing the place’, performed on 22 May 1736."°

Hayman’s talent as a designer and painter of stage scenery wa
particularly appropriate tor Vauxhall Gardens which, under Tyers’
management, was imbued with a powerfully theatrical dimension

In 1953, when Lawrence Gowing published his pioneering
article on the Vauxhall pictures in the Burlington Magagine, he wa:
then able to account for the designs of abour thirty of the origina
group of fifty or so paintings. Only about fifteen of these wer
the original canvasses but with the aid of engravings and some o
Hayman’s drawings he was able to provide an invaluable summar
of the existing evidence. Since 1953 three more drawings'® an
another engraving have surfaced as well as a great deal of infor
mation about the later pictures in the Prince’s Pavilion and the
Rotunda annex.

Professor Gowing argued that the supper-box paintings werc
begun in the early 1730s and that the scheme was executed ove:
the course of the following decade. We have now seen that the
pictures were probably not begun until the early 1740s and it is
extremely unlikely that they were produced over the span of 4

decade. In the first instance Tyers relied on a constantly changing




visual spectacle to draw customers to Vauxhall and, in the early
17408, he urgently needed to counter the rival threat of Ranelagh.
Second, Hayman would hardly have been prepared to allow what
must have seemed an ephemeral scheme to occupy his attention
over such a long period. He was increasingly active in other
spheres and far from dependent on Tyers as a patron. One suspects
‘hat Hayman approached the scheme in much the same manner
15 scene painting. That is to say that, like stage scenery, the
ictures needed to be completed quickly for the new season and
therefore there was insufficient time for attention to minute detail.

There can be little doubt that the bulk of the labour was not
undertaken by Hayman alone. Both John Lockman, the poet and
author of the 1752 guide to Vauxhall,'” and the anonynous author
of the 1762 Description of 1Vauxhall'® hint that this was the case,
informing their readers that the pictures were executed from the
designs of Hayman and Hogarth. Despite the letter-press on the
engravings attributing the execution to Hayman, we should take
this as a reference to the artist and his studio. Very few of
the surviving canvasses retain much trace of Hayman’s easily
identifiable hand." Those fragments that do survive are horribly
crude and have done little to enhance Hayman's reputation. Much
of their present disfigurement is the result of re-touching and
overpainting to which they were more prone than even the most
vulnerable pictures in less public settings. As early as 1755 the
Gentleman's Magazine reported that ‘At Vauxhall ... they have
touched up all the pictures, which were damaged last season by
the fingering of those curious Connoisseurs, who could not be
satisfied without feeling whether the figures were alive.” By the
time the surviving pictures were dispersed at auction in 1841,
some of them were described as ‘nailed to boards, and much
obscured by dirt.” It is not difficult to imagine the damage
wrought on them by a combination of immoderate behaviour and
the effect of London’s climate. Even though the pictures were
removed in winter it is highly unlikely that they were stored away

cach night during the season, which ran from the beginning of
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17. [ ]. Lockman]. 4 Skesch
of  Spring-Gardens,  1aux-
Hall, In a Letfer to a Nabie
Lord (London n.d. [1752]).

Hereafter Lockman.

18, [Anon.,] A Descrsption of
asxchall Cardens, (London
176a). Hereafter Deseriprion
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19. A lacer writer, Edward
Dayes, conhrms this: *His
[Hayman's| plctures in
Vaux Hall Gardens {1 mean
the large ones {i.c. the four
large  Histories, for the
others  though  sometimes
antributed o him, are nom
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of the present day ..." (L.
Dayes, The Works of the fate
Edward Dayer ... ke, ..o,

London 18as, P-351)-

10. The Gentlenran's Maga-
gime, , XXV, (1755), p. 206.

21. By Messes. Ventom and
Hughes, 12 October 1841
on the premises (the pic-
tures i_'-:|1'|'|1'rn.‘-r.'|:! lots 180

zan and lot tuﬁj.

22, J. Timbs, The Curiositics
of Lowdew ... efe. ... (Lon

don 1876), p. 814.
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13, When Frederick Kiel-
mansegge visited Vauxhall
in Movemnber 1761 he noted
that ‘In most of them [the
supper boxes] are said 1o be
paintings by  Hayman,
which are removed in
winter, especially the four
large and fine pieces repre-
senting scenes from Shake-
speare’s plays, which are in
the large pavilion (Count
Frederick Kiclmanseppee,
Diary of a Journey to Frgland
in e Years rpér-ipéa,
trans, by Countess kiel
mansegg, (London 1goz),

p- 167.

14. See illustrations in

Gowing, igs 10, 22.

FI1G. 3 Francis Hayman, Flying the Kite. Pen
and brown ink with grev and brown wash,
30'3 x 1gcm. Yale Center for British Art,
Paul Mellon Collection.

May through to the end of September.”

Amongst the worst to suffer vet survive is the Seeme from 71
Mock Doctor’ which is now at Sizergh Castle and so disfigured th:
were the design not known to be Hayman’s through an engravin
it would be entirely inadmissible as his work. The same must by
said of The Devil to Pay.*

Eight pen and brown ink drawings for the Vauxhall pictur
have been identified to date and, significantly, they are all am
graph works by Hayman. They provide an important clue to th
complex issue of authorship. Several are squared up for transf:
and one of them, Flying the Kite (Fig. 3) is inscribed in Hayman
own clear hand ‘the Figures 2ft 5In: or 6". This is of son
significance since had Hayman planned to execute the pictur
himself he would hardly have required such basic instruction
No doubt drawings existed for all the supper-box pictures, actin
as aids to Hayman’s assistants. The sheer bulk of canvas — cac
¢. 58 X 96 inches — was far too great for one artist to handl
Hayman’s role, apart from supplying most of the designs, mu:
have been mainly supervisory, although he clearly had a hand |

some of them. For example, The Milkmaid's Garland, now in th
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F1G. 4 Francis Hayman, The Milkmaids'
Garlaed. Oil on canvas, 137X z233cm.
London, Victoria & Albert Museum.

Victoria & Albert Museum and still in reasonable condition,

shows how delicate these works could be when the greater part
of the work was Hayman’s (Fig. 4). Similar, although badly rubbed
and crudely re-touched, particularly in the heads, is the surviving
fragment of The Wapping Landlady which retains those charac-
teristic, deeply folded draperies — the hallmark of Hayman’s por-
traits and conversation pieces.
But what of Hogarth’s contribution? The controversial ques-
tion of Hogarth’s involvement with the painted decorations for
Vauxhall was the basis of Lawrence Gowing’s article in 1953.
Gowing drew attention to John Lockman’s veiled statement in
his S&etch ‘that the Hint of this rational and elegant Entertainment,
was given by a Gentleman whose Paintings exhibit the most useful
Lessons of Morality, blended with the happiest strokes of
Humonr’.* Doubtless Lockman was referring to Hogarth and . Lockman, p. 2.
scholars have interpreted the statement as an indication of con-
siderable involvement on Hogarth’s part. There is no reason to
doubt the tradition that the impetus for the scheme came from
Hogarth and that he was a regular visitor using his free admission
token presented by Tyers,” but Lockman’s statement need only 6. Sce Rowws, p. 83 F. 4.
refer to the instigation, at Hogarth’s suggestion, of the first Ridotto

al fresco held in the summer of 1732. Having described the four

I2r
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17. Lockman, p. 4.

18, Descripiion 1782, p. 28,

2q. J. Michols, Bisgraphical

Arecdates r:_f Wi
Hegarth, (London 1781},
P 29

3¢, Sale (on premises) by
.\l.lptl: & Co., 29 Ap ril 1947,

lot 1855

y1.  Hogarth’s  original
painting is in the collection
of the Earl of Ancaster, Sec
R. Paulson, Hegerth, His
Life, Art and Times, op. cit.,
1. pl

Paulson, Magarth's Craphic

149b. Sce also R,
Woorks, 2 vols, (New Haven

and Lonadon  1ghs), I,

p- 18o, 11, pl. 166,

large Shakespearean pictures in the Prince of Wales’s Pavilion
which are known to be entirely by Hayman, Lockman tells hi:
readers that the supper-box pictures were by the same artist ‘v
whom we owe ... the Designs of most of the Others in th
Gardens.”®” The author of the 1762 Description of Vanx-Hall Gardes
is the first to actually name the painters, stating that the picturc
were ‘from the designs of Mr Hayman and Mr Hogarth’.*® Agai
this need not imply that Hogarth’s contribution was any mos
than allowing his Times-of-the-Day designs to be copied. Hogarth
biographer John Nichols recorded in 1781 that Hayman ha
copied the Four Times-of-the-Day for Vauxhall and that FEren,
and Night were still there.”” The copies of Morning and Noon ha
evidently been removed by Tyers before 1762, or perhaps wer
displayed privately since they are not recorded as in the supper
boxes in the guidebook published in that year. All that survive
is the right hand fragment of Ereming, last seen at the Lowthe:

Castle sale in 1947.”" It is a crude and much simplified copy of

FiG. § Aurib. to Francis Hayman and William Hogarth, Fairies dancing on the preen by mooniipht. Oil on canvas, 127:6 % 15171 and
144'2 % 92°1 cm. Collection of Major A. 5. C. Browne, Callaly Castle.



Hogarth’s design, derived from Baron’s engraving of Hogarth’s
-pisode from the Four-Times-of-the-Day.” Since they were about
spects and conditions of London life, Hogarth’s designs were
deally suitable subjects for Vauxhall.

Equally suited, though capturing an entirely different aspect of
he gardens’ atmosphere, was the mysterious Fairies dancing on the
reen by moonlight (Fig. 5). Professor Gowing’s article was domi-
iated by the notion that Hogarth was the author of this strange
icture.”* Fairies dancing is certainly very different from the other
Vauxhall pictures in style, subject and mood. Professor Moelwyn
\lerchant argued that the subject was taken from Purcell’s Fairy
Oueen, an adaptation of Shakespeare’s A Midsummer Night's
Dream,” but more recently Robin Simon has pointed out that, in
he first instance, the Fairy Queen was not performed in the eight-
-enth century because the score was lost from shortly after Pur-
cell’s death in 1695 until early this century and, second, there are
oo many discrepancies of detail from Shakespeare’s text for it to
be seriously considered as an illustration to A Midsummer Night's
Dream.” The subject probably does not have a specific literary
asis and might simply be Fairies dancing, because evocations of
fairyland were alluded to by Lockman in his guidebook where,
for instance, the music in the ‘Rural Downs’ is described as ‘Fairy
Music’.%*

Recently a ms. poem by Lockman, in which the author firmly
attributes Fairies dancing to Hayman has appeared in the Bienecke
Library at Yale.”® But even without this seemingly conclusive
evidence the attribution to Hogarth alone which hinged on stylis-
tic criteria, is not entirely convincing. In common with most of
the surviving Vauxhall canvasses, Fairies dancing is in almost
ruinous condition, making judgments of attribution even more
hazardous. At some point, probably soon after its appearance at
Christie’s in 1860, it was cut into two parts subsequently reunited
in one frame. It is severely rubbed, heavily retouched and coarsely
mended in several places.

Professor Gowing maintained that the authorship of the central
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2. Gowing, pp. 4-0.

335, M.

speare  amd  the

Shaike-

Ariist,

Merchant,

(Oxford 1959), p. 45

34. R. Simon, ‘Hogarth's
Shakespeare’, Apolle, CIX,
(March 1979), p. 45.

13. Lockman, ap. eif. p. 19,

36. [1. Lockman], Poems on
sereral Ovecarions, Vol, 1, fini-
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Osborn Collection,  Bien-
ecke Rare Book and Manu-
script Library, Yale Uni-
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denr, Yale Center tor British
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37. Repr. Gowing, Fig. 5.

38. A, Smart, ‘Hogarth or
Hayman, Another look ar
the Fairiecs Dancing on the
Green by Moonlight',
Apaifo, CIX, (March 1970),

pp. 208-212.

39. Repr. Gowing, hg. 1g.

Fi1G. 6 Bolswert after Rubens, The Dance
af the Italtan Peasants. British Muscum,
Department of Prints and Drawings.
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group of Fairies dancing could hardly be doubted as Hogarth an
this idea seems entirely possible. An x-ray of the canvas, publishe
by Gowing, revealed a group of figures painted with the canva
reversed, in the upper left of the larger fragment.”” The grotesq
profiles revealed here recall the figures in the Harlot's Progress ar
the earlier plates for Butler’s Hadibras and it is difficult to imagi:
who else they could be by but Hogarth. However, the tw
foreground figures, the Nightwatchman and the boy piping in tl
tree are quite acceptable as the work of Hayman. Professor Alasta
Smart has recently drawn attention to the ‘double lighting’ «
moonlight and candlelight that occurs frequently in Hayman
work.” For instance, the Innkeeper in Hayman’s Don Quix
Knighted by the Innkeeper compares well with the Nightwatchma
in Fairies dancing. A similar wide-eyed, fat-lipped figure appears
the first of Hayman’s plates (Satan calling his Legions) for tl
Newton editions of Milton’s Paradise Lost. Even the dog in Fair:
dancing is characteristic of Hayman and can be paralleled in othe
Vauxhall pictures like Leap Frog.” Similarly, the boy perched i
the tree playing the pipe is close to the boy on the see-saw in th
Vauxhall picture of that subject. The composition as a whole ma
owe something to Bolswert’s engraving of Rubens’ Dance of [talia
Peasants (Fig.6) which also has a boy piping in a tree.” §
there remains the intriguing possibility of collaboration betwec
Hogarth and Hayman in Fairies dancing — perhaps the only canva
where their work meets. Was Fairies dancing one of the earlie:
group of pictures, painted ¢. 17427 It is recorded at Vauxhall b
1762 but Hayman’s contribution to this canvas has more in con
mon with his looser style of the 1750s suggesting perhaps that h
made alterations to a picture that was originally begun by Hogarth
Although, for the most part, the subjects of the pictures fall int
a number of distinct and remarkably novel categories; children’s
games, scenes from plays and novels, rural amusements &c., ther
does not appear to be any adherence to a specific iconographic
programme. Teri Edelstein has suggested in a recent essay thal

the essential theme appears to have been the vanity of worldl




]

sursuits depicted through games of risk and chance.*!

[t is not a coincidence that several of the plays which formed
‘he basis of Vauxhall pictures were written by figures who moved
n the political circles of the Opposition. Henry Fielding’s comedy
The Mock Daoctor, Or the Dumb Lady Cur'd, adapted from Moliére’s
e Médicin Malgré Lui enjoyed considerable popularity throughout
he 17308 and 1740s and Robert Dodsley’s The King and the Miller
of Mansfield with its jibes at courtiers, was certainly anti-govern-
nent in tone and met with popular approval from the political
pposition centred around Frederick, Prince of Wales. Writers
or the Opposition like Dodsley, Fielding, Mallet and Brooks all
urned to drama as the means of attacking Walpole, the ministry
ind corruption among officials close to the King. After the Theatre
Licensing Act of 1737 an office of censorship, under the authority
t the Lord Chamberlain was established and only occasionally
did plays with outspoken attacks on the government escape pro-
hibition.*

The King and the Miller of Mansfield, although one of the first
Vauxhall pictures to be engraved, was evidently removed from

the gardens before 176z since it does not appear on the list
published in that year or in subsequent listings of pictures. Either
Tyers found the picture to his taste and removed it to his private
collection or, more probable, it became politically too sensitive,

The other theatrical scenes were less controversial and relied,
like Charles Coftey’s The Devil to Pay; or, The Wipes Metamorphos'd,
on comedy. The Devil to Pay was one of the most popular ballad-
operas of the mid-century, averaging twenty-five performances
every year at the patent houses.

Apart from the four large pictures in the Prince’s Pavilion,
painted just a few years later, only two of the supper-box pictures
exploited Shakespeare as subject matter. Two comic scenes from
Henry IV, part 1; Falstaff in the Buck-basket and I ‘alstaff s Cowardice
Detected were entirely suitable episodes for the light-hearted atmos-
phere of Vauxhall. Falstaff in the Buck-basket was adapted from the

design, or perhaps vice-versa, for the Hanmer edition of Shake-
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Farnesina all Lungara,
Rubens ¢ [Incisione (1977),
[exhibition eatalogue by D.
Bodart], p. 58, Car. 94, The
orginal picture, with F_T.
Sabin in 1951, was engraved
three times in the cight-
“The
Dance of the [talian Peas-

centh-century  (see

ants by Perer Paul Rubens’,

CORROELSENT, CXX VI,
{1gs1), p- 3}
41. T. J. Edelstein, *The

Paintings” in Iascchall Gar
drenr, Yale Center for British

Art, (1983), pp. 25—31.

42. Sec ). Lynch, Box, Pir
and Galfery
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Histery of Early Eightesnth

1750" in A,

Century Drame (Cambridge,
1925), p. 515,




FRANCIS HAYMAN AND THE
SUPPER-BOX FPAINTINGS FOR
VAUXHALL GARDENS

44. ‘Pamela telling  the
housekeeper of her wishes
o retuen home, whilse Mr
B hides behind the curtain’.

45. See R. M. Wiles, *‘Mid-
dle-Class Literacy in Eigh-
teenth-Century England:
Fresh evidence® in R. Bris-
senden (ed.) Sradies i the
fﬁ{gﬁl‘fﬂn!b Ceninry — Papers
presented ar the Darvid Niche!
Smith Memorial Seminar Can-
berra reéd, (Canberra 1968),
pp. 49-63. Also R. Alrick,
The Englich Commron Reader:
A Soctal History of the Mass
Reading  Public, (Chicago

1957}

46, See W, Graham, English
Literary Persodicals, (Mew
York, 1930); G. F. Barwick,
Some Magazines of the
Eighteenth Century’, Trams-
actigis of the Brblrographical
Soctety, 48 (1908=g),
pp. 1og-140 and ). Such-
erland, ‘The Circulation of
Mewspapers and Literary
Periodicals, 1700-30°, The
Library, scrics IV, no.g

(1935}, pp. 110124,

47. See 1. Warr, The Rire of
the Novel: Ntadier i Defoe,
Richardson  and  Fielding,
(Berkeley & Los Angeles

1967

48. J.H. Plumb, ‘The
Public, Literature & the
Arts in the 18th Century’, in
The Tronmph of Coltare: r8eh
Centwry Perspeciives, ed. P
Fritg and D. Williams,
(Toronta 197z}, p.37. See
also the same author’s The
Commercialisation of Leiiure
in Eighteenth-centary Fnpland,
The Stenton Leciure

(University of HReading

speare, the illustrations of which had been designed but no
published when the pictures were first placed in the supper-boxe
Book illustrations were also the basis for the designs of th
two pictures illustrating episodes from Samuel Richardson
immensely popular novel Pamela, published in 1740. Only one .
the two original paintings survives — Pamela flying to the Coach
and this is in such appalling condition that it is wiser to consu
the book illustration for a clearer idea of the original appearanc
of the picture. Although the other picture has presumabl
perished, the description published in 1762 is sufficiently graph;
for us to be sure that it corresponded with Hayman’s engrave
plate, which first appeared in the six volume octavo edition «
Richardson’s novel in 1742 (Vol. 1, facing p. 123)."

Tyers’s audience at Vauxhall was deeply rooted in the new!
literate middle class public to whom Richardson addressed hi
novels.** The exclusivity of late-seventeenth/early-eighteenth cer
tury culture in England had been largely broken down, aided b
Addison and Steele whose periodicals The Tatler and The Spectato
fully exploited the new and expanding middle class audience.” B
the 1740s the public that devoured the social realism of Richardso:
and Fielding was far more numerous than could have been for
cast in the late-seventeenth century.’” As Professor Plumb ha
remarked: ‘For the first time there was a leisured middle class t
exploit — not rich enough to enjoy their pleasures as the aristocrac
had traditionally enjoyed theirs, but longing for the same cultura
activities.’*®

This middle class culture absorbed a certain amount from bot!
ends of the social spectrum, taking a fair amount fron
the peasantry. Particularly during the first half of the eighteenth
century the leisure activities of many gentlemen were not too fa:
removed from those of the common people and were still deeph
rooted in the experiences of rural life.”” Indeed the country gentle
man was perfectly content to accept the traditional festivities of
his community. At Vauxhall, a number of Hayman’s pictures dealt

with rural traditions and pastimes; Country dancers round the Maypole,




Biindman's Buff, The Milkmaid's Garland (Fig. 4) as well as Bird-
yesting and Bird Catching are all examples of the sort of harmless
holiday activities which were not a challenge to public order.

Sport provided a common denominator for all classes of society
.nd the fashion is reflected at Vauxhall in several pictures: The

lay of Skittles, now only known through Hayman’s drawing,™

cas an amusing interpretation of a popular sport. Much more
ofined and suitable for the gentle sex was fishing and Ladies

Ingling is a delighttul rendering of sport suitable for Richardson’s

croine Pamela, who in one of Hayman’s illustrations to the 1742
dition is shown throwing a carp back into the stream.”' Interest

1 the sport in the mid-century is reflected in publications like

ohn Williamson’s The British Angler ... &te. of 1740 which had
frontispiece by Bickham.>

Cricket also had a genteel following by the 1750s. The placing

f Hayman’s The Play of Cricket near the Prince’s Pavilion at
Jauxhall was probably a deliberate act on Tyers’s part to please
he Prince of Wales whose passion for the game was well known.
I'he Grub Street Jowrnal noted in 1735 that Prince Frederick was a
regular player and captain of the Surrey team.” One French visitor
o England remarked about the same time ‘everyone plays it
\Cricket], the common people and also men of rank.”* Even Lord
Chesterfield exhorted his son to excel at games as well as learning

. 1f you have right ambition, you will desire to excel all boys
of vour age, at cricket ...” he wrote in 1741 when the boy was
only nine years old.” The formalising of the rules in 1744 made for
a satisfactory blend of energetic activity and dignity of behaviour
which did not offend the standards of genteel propriety.

The theme of youth figured prominently in many of the Vaux-
hall paintings. By the mid-eighteenth century parents were prepared
to lavish considerable sums of monev on children, not only for
education but for entertainment and amusement.” This is borne
out in painting where after about 1730 children are frequently
shown playing, reading, fishing or picnicking with their parents.

A glance at some of the earlier conversation pieces of Hogarth,
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Museum & Art Gallery.

s1. Yol 1, facing p.214.
Hayman’s drawing for the
Vauxhall picture of Ladies
Angling 15 in the collection
of Dudley Snelgrove Esqg.
(see Vawxhall Gardenr, Yale
Center  for Bnush  Ant
{1983}, p. 42, cat. 52.
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54. A Foreign Frew  of
England in the Reigns of Creorge
I and Grorge 11: The Letters
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Dobree, ¢ vols (Oxford
193z}, I {1712-1745), no.
Ggh, p. 353,

56, The most useful general
studies of childhood in the
cighteenth-century are K.
Bayne-Powell, Th Englisk
Child  in  the  Eighteenth
Century, (London 1919); |.
Somerville, ‘Towards a

History of Childhood and

J. F. Nollekens, Devis and indeed Hayman himself is evidence
this shift in attitude towards greater emotional involvement

parents with their children. A new social attitude towards childy.

had begun to strengthen in the early years of the century, gi
substance by the works of philosophers like John Locke wh
influential Some Thoughts Concerning Education, published in 16
remained important throughout the eighteenth century for
educational theory.”” Educational facilities, designed to amuse 2

Yourh', fewrwal of Infer-

; instruct, especially for the commercial classes, grew steadily as ¢
History, 111 2 .

discipdinary
{1972), pp.43%8 447 L. d¢ the numerous handbooks on the care and education of childr
Manse {ed.), The Histery of
Childhosd, (New York 1974)
and 1. Pinchbeck and M.
Hewitt, Children in English
Soctery, 2 wvols, (London

1g6g-73)

‘to teach them the Government of themselves, their Passions a
Appetites.™®

The Vauxhall pictures concentrated on the leisure aspect
children’s lives. Flying the Kite (Fig. 3), Battledore and Shuttleco
Stiding on Ice, Leap Frog and See-Saw are all energetic examples
children and youth at play whilst Thread my Needle, Hunt |
Whistle, Bob-Cherry, Hot Cockles and The Cutting of Flour we

57. The best edition 15 The
Educarsomal Writings of fobn
Locke fed. J.L. Axiell),
(Cambridge 1965). S

SN E ERlG e s bradivional party-games with a particular, although not exclusi
printed nincteen rimes :
before 1961, appeal to the young.

French rococo painting, with its emphasis on artifice ai

sB. Anon., [Dislogeer on the

Passions, Habirs, Appetites pleasure, provided numerous hints for Hayman and his assistan:
The mildly erotic Play of See-Saw is particularly French in spis
and Blindman's Buff, Bird-nesting and Bird-catching all have preceden: -
in the art of Watteau and Lancret. Judging from the engraving:,
Mademoiselle Catherina and The Gipsy Fortune Teller were similar

manner; in both cases Hayman’s conversation piece style w

and Affecttons, ete., Peealiar
te Children, (London 1748),
p. VIII. Quoted by ].H.
Plumb in his useful essay
“The Mew World of Chil-
dren in Eighteenth-Century
England’, Past and Presear,
no. 67, (May 1975),pp. 64-93
(p. 6g). SeealsoN. Hans, New

Education

adapted in imitation of the French scéne-galante. The reclining sailos

Trends o

in The Wapping Landlady also owes something to French art in the

form of Lépicié’s engraving after Watteau’s portrait of Aufoine o

in the Eiphteenth  Cenfury

{London 1951).
la Rogue, published in 1734.”

In the early 1740s the French taste in painting reached its peak
in England. Gravelot played a major role by injecting a note of
French elegance into the shaky tradition of English draughts
manship. The Frenchman evidently found painting a difficult
skill to master and was never at his best with anything other than

59. E. Dacier and A
Vuaflare, fean du [Jullienme or
les Gravewrs de Warteas aw
XU siécle, 4 vols (Paris
1g92g), I, cat. no. 269 and
IV, p. 26g.
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.mall-scale graphic work. The few authentic paintings by him,
like Le Lectesr at Marble Hill House,” suggest that he acquired
.omething of the colour-range of his master Boucher, but they
.re tame efforts compared to Boucher or even the best of his own
graphic work, wherein that characteristic sinuous, spidery line
~ould enliven the most mundane subject matter.

Hayman's debt to Gravelot can be seen not only in his book
[lustrations but in his early figure style where the range of poses
requently derive from the graceful and waspish elegance of the

renchman’s assured pencil. We might have been surprised had
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61, Gowing, p. 11.

8 Grignion after Gravelot, Qwadrilfe.

Engraving published 1743.

30

Gravelot not been involved at Vauxhall. Professor Gowing note ]
that Truchy’s engraving of Building Houses with Cards (Fig,

" although Hayman (or mo

credited Gravelot with the design,
likely his studio) was named as the painter. Even without ¢
inscription a French hand might be suspected for Card Houses h
none of Hayman’s manner that is retained in many of the Vauxh
engravings. The graceful disposition of the figures round the tal
illustrates the ease with which Gravelot assembled his comp

sitions. The large Vauxhall canvas is still intact although in su

a poor state that the engraving is a more satisfactory interpretati
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of Gravelot’s design.*® Like its companions, the large canvas was
largely the work of Hayman’s assistants, although the quality
of the seated man led Professor Gowing tentatively, but not
unreasonably, to propose Thomas Gainsborough, then Gravelot’s
«cenage pupil as its author.”

Gravelot also designed The Game of Quadrille. When Professor
Gowing wrote in the early 1950s he was unaware of Grignion’s
engraving in the first series of prints® which stated ‘H. Gravelot
Invt F. Hayman Pinx ..." (Fig. 8). The engravings were re-issued
later but the plates had been cut and the new letterpress omitted
Gravelot’s name altogether. Even without the evidence Gowing
judiciously remarked ‘If Quadrille were not designed by Gravelot
it evidently followed his example closely.”™

Although in marginally better condition than Card Houses, The
Game of Quadrille, acquired by the City Art Gallery, Birmingham
in 1955 is also a rather second rate production from Hayman’s
studio and has lost much of Gravelot’s French grace and elegance
captured by Grignion’s engraving from it. The engraving com-
pares well with works by the Frenchman |.F. De Troy such as
Reading from Moliére, which is now in the collection of the Dowager
Marchioness of Cholmondeley. It is interesting that the two pic-
tures of the fashionable world of the Drawing Room were both
designed by Gravelot whose knowledge of French Salon interiors
and decoration gave him a decided advantage over his English
colleagues. It is unlikely that such an obviously French interior
as that depicted in Quadrille existed in England in the early 1740s.
The few interiors in the French style produced in England like
Chesterfield House invariably date from the later 1740s. Similarly,
the elaborate interlaced chairbacks with their rocailfe motifs may
have been of Gravelot’s own invention.®

At least one further design was almost certainly Gravelot’s.
Although not usually credited to him, the Seene from ‘The Mock
Doctor' has many of the same characteristics (Fig. 9). The figure
style in particular is much closer to Gravelot than Hayman. The

stooping figure of Gregory covertly accepting the fee from Sir
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F1G. 9 Truchy after Hayman, The Mock  Jasper is nearer to the type of figure found in the engraved plates

Lock the Do 1. Cur'd. E ; - o ]
g Dies LagCu Bugrogss oo etiquette books than any of Hayman’s more mannercd

published 1743.
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productions.”” The standing women have much more in common

with equivalent figures in the engraving of Card Houses. The

original canvas of The Mock Doctor at Sizergh Castle is in ruinous

condition and has been almost entirely repainted. It is quite

impossible to make any judgment about its former appearancc.

However, a reduced version exists, possibly even painted by
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Gravelot himself as a modello for the engraver Truchy, for it is

very close in style and handling to those few tiny paintings known
to be bv him I:Flg 10)465 68. The Gravelor arri-
- . . bution was first sugpested

{ ri returned to France in 1 Hayman was once
When Gray elot ret d 745 * by Ralph Edwards in ‘Con-
maore busy at work for Tyers, this time engaged to paint the four  versation Pieces in Search of
' - . =g - a Painter’, Apalls, LYV,

large Shakespearean pictures for the Prince’s Pavilion. Fifteen * Puners Apollo
(October 1957), p. 93.

vears later Tyers, still with an eve for the newsworthy, brought

Hayman back to endorse public patriotism with the four enormous

s - . r - FIG. 1o Attrib. to Gravelot, The Mock
-anvasses depicting episodes from the Seven Years War. But these : :
e 8P Doctor. Oil on canvas, 27:6x 36:8 cm.
works must await examination on another occasion. Private Collection.
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