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INTRODUCTION
Those of us who are fortunate enough to gather for worship in this beautiful
church never tire of John Hayward’s murals. Gracefully, vividly and with a
lightness of touch, they guide us with deceptive simplicity through the Christian
narrative of salvation.
But of course they are anything but simple. As this booklet shows, they emerge
from a profound response to both the Scriptures and contemporary church
architecture. Consequently, each mural benefits from repeated viewing, while
enhancing the impact of the entire scheme.
From the smallest detail to the overall concept, at every stage these murals
speak to the viewer with a quiet meditative power. Over the past fifty years,
the prayers of many have been enriched by them. Thanks to the generosity
of our funders and donors, the same will be true for many more in the years
to come.
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The Rev’d Dr Alan Everett
Vicar of St Michael and All Angels London Fields with St Paul’s Haggerston,
1994-2010.

JOHN HAYWARD
John Hayward (1929-2007) believed that the whole of a church should
contribute to the liturgical experience. The murals, the stained glass he
designed for the east end of the church, and the Christus Rex do not stand on
their own as individual works of art but together create a unified whole.
In this, he shared the views of the church’s architect, Nugent Francis
Cachemaille-Day (1896-1976), who subscribed to the ideals of the Liturgical
Movement. This called for the more active participation of lay people in the official
rites of the church. The movement harked back to early Christian traditions
of inclusivity but looked for ways of adapting worship to contemporary life. It
contended that churches should be designed to embrace the congregation in
the rituals of worship.
Hayward studied painting at St Martin’s School of Art where the work of Braque
and Sutherland and the Byzantine mosaics and icons of Ravenna and Sicily
became strong and enduring influences. He was thus a sensitive collaborator
on the interior of a church which, being a square surmounted by a dome, is
essentially Orthodox in its structure.
The murals at St Michael and All Angels were among the first works to be
created by Hayward after he established himself as a freelance artist in 1961.
Their blues, greens and golds were to become characteristic of Hayward’s
stained glass for which he became famous in later years. The murals use the
marouflage technique: the images are painted in the artist’s studio and then
cut out and glued to the wall of the church. Each was designed specifically for
the space it was to occupy. When they were installed in 1962, they were said
to be the largest modern set of murals anywhere in the world.
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The twelve stained glass images of the disciples that form the back wall of
the church are an early example of his work in this material and presage the
magnificent windows he was later to create. St Michael and All Angels was
listed Grade II in 2006, a decision that was strongly influenced by the quality
of Hayward’s murals, stained glass and sculpture.
The statue of St Michael, the Christus Rex, the stained glass at the back of
the church and the Baptism mural all appear to have been created with the
funds that were raised to build the church. The remaining murals, however,
were paid for by a grant from the E.A. Abbey Memorial Trust Fund for Mural
Painting in Great Britain.
Cleaning and conservation of the murals was completed by the Wall Paintings
Workshop in 2010.

ANGELS
Cleaning and restoration supported by an anonymous donor
The original scheme for St Michael’s called for four angels of the Apocalypse,
one at each corner to represent the four from the Book of Revelation who
stand at the four corners of the earth and hold back the winds. (Revelation
7.1). Only two were completed.

BAPTISM

THE STAINED GLASS AT ST MICHAEL AND ALL ANGELS

Cleaning and restoration supported by
Kate Crane, Guy Briggs and
the Heritage of London Trust

The stained glass images of the twelve apostles that form the rear wall of the
church, separating it from the narthex, are among the earliest examples of
Hayward’s work in this medium.
The church’s architect, Cachemaille-Day, designed the abstract pattern of blue
and yellow stained glass in the clerestorey windows and is also responsible
for the multi-coloured image of St Michael above the altar on the west side of
the church. These were made by Goddard and Gibbs, an east London firm
that is still in business.

The first of Hayward’s murals for St Michael’s, the Baptism, differs from all the
others in style, colours and technique. The tonal contrasts are stronger, and
the angular effect seen in the other images is absent here. All were painted
on canvas which was then attached to the wall but the Baptism canvas was
covered with aluminium foil before the paint was applied, presumably to give
a luminescent effect.
The mural depicts St John baptising Jesus in the River Jordan. Prophetically,
John carries a cross-shaped stave, while above Jesus’ head is a representation
of the Holy Spirit in the shape of a dove. In his hand, St John holds a scallop
shell, traditionally a means of sprinkling baptismal water and long a symbol of
the rite itself and a sign of pilgrims and travellers.

THE EMPTY TOMB
ADAM AND EVE
Cleaning supported by the Heritage of London Trust
With the exception of the Baptism, angels appear in all the murals and provide
a thematic link. In the depiction of Adam and Eve, the angel stands with a
flaming sword at the east door to the Garden of Eden to prevent their return
(Genesis 4.24). Above the angel is the hand of God, with two fingers raised,
not in blessing but in a command to vacate paradise.
The couple wear garments of green leaves which reflect the foliage of the
apple tree on the left of the picture. Here, a naked Eve, her long auburn
hair stretching down her back, tempts Adam with the forbidden fruit while the
serpent twists suggestively between her legs. As in the Nativity, Hayward
employs a device from early Christian art of presenting two sequential events
in the same picture plane.

Cleaning supported by an anonymous donor
Matthew’s Gospel records that an angel descended from heaven and rolled
back the stone that blocked the entrance to Christ’s tomb. He is described
as Hayward shows him, with a face like lightning and a garment as white as
snow. (Matthew 28.22). In other respects, this depiction appears to be based
on Mark’s Gospel. The angel sits on the left on the stone sepulchre, his
arm outstretched to reassure three women who have come to anoint Christ’s
body. Each holds a vessel containing spices or perfumes and the woman on
the right has an incense burner, the long chains of which stretch across her
body to her raised right hand. The angel, however, instructs them to tell the
disciples that Christ has risen from the dead. (Mark 16.1-8).

THE GARDEN OF GETHSEMANE
Cleaning supported by the Heritage of London Trust and
the Mercers’ Foundation
After their last meal together, during the Passover celebrations, Jesus and
his disciples went to the Garden of Gethsemane on the Mount of Olives. He
dismissed nine of his followers but asked Peter and the brothers James and
John to watch over him as he prayed. In fact, the men were tired and fell
asleep. Jesus prays that he will not be required to sacrifice his life, although
he acquiesces in God’s will.
Hayward here draws on the account presented in the Gospel of Luke, the only
one to mention the presence of an angel who has been sent to give Jesus
strength. At the same time, the angel, whose muscular body can be seen
through his garment, points us towards Judas who, backed up by a crowd
of armed men carrying flaming torches because it is still dark, has come to
betray Jesus. The palms of the angel’s hands are scored as if to alert the
viewer to the crucifixion that will soon follow. (Luke 22. 39-47).

JACOB’S LADDER
Cleaning supported by the Aurelius Trust
This image depicts the story of Jacob who was sent by his father Isaac to his
maternal uncle’s house to choose a bride. En route, he slept, using stones
for a pillow, at a place called Luz, though he re-named it Bethel. That night,
Jacob dreamed of a ladder, stretching between earth and heaven, with angels
ascending and descending. This Jacob, to whom God gave Bethel, is a distant
ancestor of Joseph, the husband of Mary, the Mother of Jesus Christ. As an
early account of the importance of the sacred place, this scene is particularly
appropriate for a church. (Genesis 28.12).

THE ANNUNCIATION
Cleaning supported by an anonymous donor
The angel in this mural is the Archangel Gabriel who came to tell Mary that
she would bear the Son of God. Like most of the other angels in these murals,
Gabriel is dressed in a translucent garment which suggests that the artist may
have sketched the bodies of the angels and those of some other figures such
as Mary in the Nativity before painting over their clothes. Mary is dressed in
her traditional colour of blue.
Hayward harks back to the traditions of Byzantine iconography and early
Renaissance paintings of the Annunciation. Gabriel carries his stave of office
in his left hand and Mary is alone. She has been reading but now kneels to
show that she consents to God’s will. The architecture of the building where
they meet reflects the Byzantine assumption that perspective and realism as
we know it today are a distraction from the religious import of the image. Thus
both the red tiled roof of the house and the black and white tiled interior floor
are simultaneously presented to us. Between Gabriel and the Mother of God,
the Holy Spirit appears, again in the shape of a dove, signalling the divine
conception (Luke 1.26-38).

THE NATIVITY
Cleaning supported by an anonymous donor
Again Hayward makes references to much earlier depictions of the birth of
Jesus. The shepherds huddled around their fire in the fields are shown on
the same plane as Mary, Joseph and the Christ-child. As with Byzantine and
medieval images, where perspective is disregarded, in favour of a strong,
frontal impact. Christ’s right hand is raised in the act of blessing, traditional in
those images where the infant Jesus faces the viewer.
The shepherds, meanwhile, are startled by the angels whose hands clearly
point in the direction of the star which they are to follow. (Luke 2. 8-13).

