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The faster an Irish player plays the more even her playing tends to become. If this didn’t happen, then fast playing
would sound too stilted.

TUNES WITH AN OVERTLY UNEVEN SUBDIVISION OF THE BEAT

Then there are tunes that are played in an overtly uneven fashion, such as hornpipes, mazurkas, schottisches, flings,
barn dances, and germans. These tunes are normally played much more unevenly than reels, jigs, etc. There is no
consensus on how to notate them. I prefer to notate them with even eighth notes and occasional triplets, a notational
style which does not reflect the reality of their sound, but which I believe is the best compromise. I elaborate upon
the reasons for this opinion in Chapter 14.

NATURE AND MUSIC SEEK A BALANCE

As you begin to pay attention to the lilt of good players, you will notice that it is changeable and flexible. There are
some times when a heavier swing is called for and others when a more even delivery is appropriate. Even within a
single tune there is such variance. If you adopt a “signature lilt” and adhere to it at all times, your playing will seem
rigid and contracted, instead of flexible and expansive. Aim to be supple and let your lilt adjust itself to the nature
of the moment. Let the music breathe.

As you can see, lilt is a complex and elusive thing, comprised of several interactive elements. It is not hard to hear it,
but it is difficult to describe it in words.

AN IMPORTANT ELEMENT OF PERSONAL AND REGIONAL STYLES

Lilt is clearly an important element of personal style. It is sometimes an identifiable element of regional styles as well.
For example, Galway players, such as Paddy Carty, tend to play more evenly than Sligo players, such as Seamus
Tansey. However, such generalizations are of limited use because they tend to break apart as you listen closely to indi-
vidual players, especially in modern times as the definitions of regional styles are blurring due to decreasing isolation.
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