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About Mie Hayashi:

‘The harpsichord playing of Mie Hayashi displayed 
a profound understanding of the music’

Music Today

1. La Majestueuse 

2. La Zaïde 

3. Les Matelots 

4. Tambourins I & II 

5. L’Incertaine 

6. L’Aimable 

7. La Bagatelle

8. Sui�e de la Bagatelle

9. La Remouleuse 

10. Les tendres Sen�ments 

11. Le Ver�go 

12. Allemande

13. La Sensible 

14. La Marche des Scythes 
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Joseph-Nicholas-Pancrace Royer:
Complete Harpsichord Works

If you say the name Royer to a harpsichordist 
they will probably think first of his 
constant changes of clef (he uses six) that 
make the original edi�on less than 
player-friendly, and second of his Marche 
des Scythes, one of those brilliant and 
violent pieces, like William Babell’s 
version of Handel’s ‘Vo far guerra’, that 
curators are reluctant to let 
harpsichordists play on their delicate 
historic instruments. 

It used to be thought that French 
harpsichord music a�er the death of 
François Couperin in 1733 was the 
decadence of a great tradi�on, a decline 
into flashy effects and cheap imita�ons. 
Now that the repertory from 1730 to
1760 is be�er known and understood 
we can see it much more as a late 
flowering. It matches the superbly 
rich and complex-toned two-manual 
harpsichords being made in those 
years by François É�enne Blanchet and 
others, before the arrival of contrap�ons 
to emulate the pianoforte.

The scene was set for new developments 
by Rameau in his Pièces de clavessin of 
1724. This included a Méthode pour la 

mécanique des doigts which may fairly be 
described as the founda�on document for 
modern keyboard technique. Rameau 
explains various effects he uses in these 
pieces: roulements involving equality of 
fingers, such as long scales shared between 
the hands, or long scales and arpeggios in 
one hand, pivoted over the thumb; and 
ba�eries, including repeated notes between 
the hands ‘like li�le drums�cks’ (Rameau 
says), crossed hands, and a reversed-hand 
technique. These effects were in the air at 
the �me, also used by Bach and Scarla�. 
What is typically French with Rameau is 
that they were at the service of character 
portrayal, similar to orchestral effects in 
opera and ballet. Rameau says that they 
please the eye as much as the ear; in fact 
they may fairly be called ballet on the 
keyboard. In this sense Royer is the true 
heir of Rameau since his main works were 
for the stage, whereas other harpsichordists 
of these decades (Daquin, Duphly, 
Forqueray, Balbastre) were primarily 
keyboard players.

Details of Royer’s life have recently been 
clarified. He was born in Turin in 1703, 
son of a captain of ar�llery who had been 
sent by Louis XIV to oversee the gardens 
and fountains of the court of Savoy. His 
father brought him to Paris shortly a�er 
his first birthday, but died when Royer 

Joseph-Nicholas-Pancrace Royer, engraving 
by Jean-Marc Na�er (1685–1766)
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was s�ll only ten. Li�le is known of 
Royer’s musical training, other than that 
he was known for his well-grounded and 
sensi�ve harpsichord and organ playing. 
He emerges in the mid-1720s as a 
composer of music for the stage, and 
from 1730 he was involved, on and off, 
in the management of the Paris Opera. 
His most influen�al administra�ve 
posi�on was as director, from 1748, 
of the main public concert-giving 
organiza�on in Paris, the Concert 
Spirituel. This he ran very successfully 
in a hall of the (now demolished) 
Tuileries Palace, increasing the orchestra 
and extending the repertory, un�l his 
death in 1755, a�er which his widow 
ran the series with equal success un�l 
the end of his contracted period. Solo 
harpsichord did not figure there, but 
Royer out of his own pocket donated 
an organ, on which Daquin played, 
and Balbastre frequently appeared with 
an extravagant arrangement of a 
celebrated hun�ng scene (Chasse) 
from Royer’s Zaïde.

Royer was thus one of the most important 
and influen�al musicians in the Paris of 
his �me. He was by all accounts a 
most agreeable character who knew 
how to swim in the best society. In 1734 
he became involved in the private music 

of the melomane royal family, culmina�ng 
in 1746 in his taking over as the main 
teacher of the talented daughters of Louis 
XV. It can be no accident that the same 
year saw the publica�on of his Pièces de 
clavecin, dedicated to these same 
Mesdames de France. Royer’s mul�ple 
clefs (a complica�on specifically avoided 
by Daquin and Duphly) may reflect the 
fact that he habitually wrote for orchestra, 
but may also be a compliment to the 
goût of the princesses, which he praises 
in his dedicatory le�er. Le goût, a 
commonly invoked standard, essen�ally 
means connoisseurship of technicali�es 
and expression. Daquin, in his first book 
of harpsichord pieces (1735), uniquely 
adds le tact, a sensi�vity to emo�onal 
quality, and to how this is conveyed by 
the sheer physical sensa�on of playing a 
piece in this most tac�le of styles. Titles 
including sen�ment or sensible abound, 
looking forward to the highly nuanced 
clavichord style of C.P.E. Bach. Previous 
composers such as Couperin generally 
kept to a single character in a piece, 
but Royer tells us that his pieces ‘are 
suscep�ble of great variety, passing from 
tender to lively, from simplicity to 
grandeur (‘grand bruit’), even in the 
same piece’.

The pieces are divided into three groups. 

These are not suites in the sense of a 
set sequence of dances, perhaps with 
a thema�c connec�on, but simply a 
succession of character pieces in the 
same key, the essence being variety 
and contrast. The first group alternates 
D minor and major. La Majestueuse is a 
suitable opener with its sugges�on of 
royalty, perhaps represen�ng Louis XV, 
or perhaps Mesdames the royal 
princesses in general. It is a subtle and 
original fusion of triple-�me courante 
and the proud do�ed rhythms and 
dashing scales of the kingly French 
overture, yet giving way at moments 
to wil�ng tenderness. Several pieces 
are arranged from two of Royer’s most 
successful stage works, Zaïde, Reine de 
Grenade (1739) and Le Pouvoir de 
l’Amour (1743). Both are in the new 
genre of ballet-héroïque, that combines 
the two most appreciated elements of 
French opera—drama�c scenes, and 
a great variety of characterful ballet 
entrées. La Zaïde is arranged from an 
air tendre in the first of these stage 
works, and preserves the delicate 
atmosphere of a melody for flutes, 
lightly accompanied by violins. The 
group ends with Les Matelots, recast 
from a ballet entrée in Le Pouvoir. A 
robust sailor’s dance is followed by a pair 
of Tambourins, usually played by 

pe�tes flûtes in operas/ballets.

The second group has pieces in G minor and 
major. L’Incertaine is an intriguing puzzle 
for le goût—on the face of it a tradi�onal 
allemande, yet the instruc�on ‘Marqué’ 
excludes the usual French rhythmic 
inequality. So the genre is uncertain for 
a start. Then chroma�c slipping clouds 
the sense of harmonic direc�on. 
Appoggiaturas in thirds have a curious 
affinity with the trio sonata from Bach’s 
Musical Offering (1747), revealing just 
how much the court of Frederick II in 
Berlin, and Bach, were abreast of French 
fashion. L’Aimable creates a lovely, wis�ul 
atmosphere with its graceful movement 
and typically French dri�ing sevenths 
and ninths. La Bagatelle contrasts a 
wonderfully quirky piece in G major with 
a more straigh�orward duo, as it were 
for two oboes, in the minor. A 
Remouleuse, the product of an age of 
poverty and street vendors, was a poor 
woman who made her living by sharpening 
people’s knives. She pushed around a 
li�le cart with a grinding wheel, and 
Royer well represents the smooth turning 
of the wheel. A sec�on in the minor brings 
out the pathos of her situa�on. Sparks 
begin to fly, then a�er some chroma�c 
slippage she seems to drop the knife and 
sob, before the turning wheel grinds on. 





Les tendres Sen�ments is at the 
sensi�ve end of Royer’s spectrum, richly 
exploi�ng the expressive delay of notes. 
Le Ver�go is at the opposite end. An 
opera�c mad scene, it rages in thunderous 
repeated chords, lightning scales, and 
occasional bipolar lapses into 
depression. 

The third group, in C minor, begins with 
an Allemande, a tradi�onal opening 
movement. There were broadly two 
types of allemande: a moderate, flowing 
type that L’Incertain refers to, and a 
march type, as here. This is no 
straigh�orward military march, but a 
sophis�cated ballet Marche pour le 
Sacrifice from Le Pouvoir. In this case 
Royer has rendered in harpsichord terms 
the rich variety of textures and 
expression of the original orchestral 
entrée. La Sensible is another air 
tendre in the manner of La Zaïde. Its 
second couplet has a lovely effect of 
arpeggios divided between the hands, 
sounding as if the harpsichord has a 
sustaining pedal. Finally, La Marche des 
Scythes transforms an Air pour les Turcs 
from Zaïde into a pièce de résistance 
of the French harpsichord repertory. 
For Scythes/Turcs read barbarians, so the 
opera refrain has a primi�ve simplicity, 
matching the grotesqueries then a feature 

of harpsichord decora�on. The added 
harpsichord couplets exploit most of 
Rameau's roulements and ba�eries—long 
scales and arpeggios, the ‘li�le drums�cks’ 
effect, reversed hand and crossed hands, 
as well as big, raking chords. Royer was 
not exaggera�ng in his introduc�on 
when he promised a ‘grand bruit’.
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Mie Hayashi 

Mie Hayashi was born in Kyoto, Japan. In 
London she studied at the Royal Academy 
of Music with Laurence Cummings and 
John Toll, and then at the Royal College 
of Music with Robert Woolley. She was 
awarded the Lincoln Scholarship (RAM) 
and Century Fund (RCM). During her 
studies she also won the Cro� Sherry 
Ensemble Prize with the chamber 
ensemble Abendmusik, as well as the 
Ruth Dyson Keyboard Prize and 
Amadeus Fortepiano Prize.
 
With the ensemble La Sfera Musicale, 
she won top prize at the Japan Early 
Music Compe��on (Yamanashi) 2005 
and honourable men�on at the Bruges 
Interna�onal Early Music Compe��on 
2006. She has performed throughout 
the UK and overseas, including concerts 
for the Countess of Munster Recital 
scheme, and recitals for the Cheltenham 
Interna�onal Music Fes�val, the 
Barcelona Early Music Fes�val, the 
Na�onal Trust recital series at Fenton 
House and the Lake District Summer 
Fes�val. With La Sfera Musicale she 
has performed recitals across Europe 
and in Japan.
 
As an orchestral musician, Mie has received 

invita�ons to perform with the Royal 
Northern Sinfonia and the London Handel 
Orchestra. In Japan, she was for several 
years principal harpsichordist with the 
Kyoto Philharmonic Chamber Orchestra with 
whom she appeared frequently as a 
concerto soloist. As a duo recitalist and 
orchestral musician, Mie has shared the 
concert pla�orm with many renowned 
musicians, including the harpsichordists 
Laurence Cummings and Masaaki Suzuki, 
the cellist Anner Bylsma and the 
flau�sts Rachel Brown and Masahiro 
Arita, giving performances and radio 
broadcasts both in the UK, in con�nental 
Europe and the Far East.  

In 2016 she released her solo disc 
Ascents of the Soul (Omnibus Classics), a 
programme of Laments, Tombeaux and 
Suites by Froberger, Louis Couperin, 
D’Anglebert and Fischer. She is a 
founding member of The Herschel Trio, 
with whom she released A Concert near 
Darmstadt (Omnibus Classics), a disc of 
works by Telemann, in 2017. 

www.miehayashimusic.com



More titles from Resonus Classics 

Louis-Gabriel Guillemain:
Flute Quartets Op. 12
Wilbert Hazelzet (baroque flute)
Fantasticus
RES10222

‘[...] anyone who likes baroque chamber music will 
undoubtedly enjoy this production’
MusicWeb International
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Recorded in St Mary’s Church, Birdsall, North Yorkshire on 22–23 October 2018 
Harpsichord tuned by Andrew Garlick (Pitch A=400)

Producer, engineer & editor: Adam Binks
Recorded at 24-bit/96kHz resolution
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Jean-Philippe Rameau: 
Complete Solo Keyboard Works
Steven Devine (harpsichord)
RES10214

‘Devine is a superb musical guide – varied, 
expressive, technically agile [...] You won’t find 
a better exponent than Devine’
The Observer
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