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INTRODUCING ROB PATERSON | 111

Fig. 5.3 D) Rob Paterson performing at a New York club.
© Amaud Stébe, 2011

ashesays,
vial, even breakbeats. He does not play what many people call trance’. Nor does he play hip hop,
i

‘alot of ese days.
“The creative process is determined by the moment, via the musicalized marking out of urban
es,anda lot of things. 4 XUAN
I phrases
in Taivan through the interplay of styl, space, and commercial and cultural influences from
overground venues and commercial clubs,” a pattern that we see again with Rob Paterson.

Introducing Rob Paterson

Rob was born in Manhasset, New York, and went 0.3 suburban public school in Setauket, also in
New York, and then to college in New York. His frst big gig as a live performer was at the Metro.

* Fora fascinat

s dcon o et s f s ad prcics i o oxrgound and
subculural underground scenes, see Toop (2004, pp- 233-46)
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(Chicago) in July 200:

up in the following extract (Fig. 5.3)

4 producer s one thing.
utcould sqaly bl an enginetor . Bt whstever L call sl it all bl v 0 s,

own sound.

As withall of the DJs featured i this chapter, Rob was considered by those around him to be
talented in music. He came from a family that was not established in the music industry and
achieved high lvels n g forat least one of the several inst he
e, I

% »
. playing guitar songs with a loop sampler. He
% 2

jon’. He stresses his own individuality and uniqueness in terms of what it means to be a musi

e, a0 the poshle clects o digial A BRSEITGRE T i bewsed to dicrpt the
trajectory of

happens
1o traditionally trained musicians.
ion for capital withis i the transiton between
el o
the ability i i d acli
dviy. C field, with new rul i
responded to a logic that w i him new ways to carn a living f cthing h

loved doig, Thi s what llowe:

Rob In my j
b 1
mind.
Uatihen, 14 imprisoped by my own ety nd et el ecvoussbout e o
imb. that I was
You know, like where | what s doing,
exceptforthe live tak I I th

ks.... So,in my Towit
and T switched to music ... What | could do exploded with newness. What I could trial and taste
Lgoiing 2 P

1 ¥
this was the biggest ‘et et of idess
The new path’ i

breaks to nu soul’ o electro’ e

Rob:1 s Nirvana, 1 had
e masic. Duting my rshman yar a1 collge | was expose fo i e Bords of Canad

. NewYork.




INTRODUCING ROB PATERSON

Atari ot and M k1 Toronto and
it turned my world upside down. 1 had never heard or seen live sampling and it left me inspired.
Ibought turntabl Jerand a

direction.

Rob realized his new direction was catching on when he started winning competitions:

Rob:Twonthe 3 don i 2007.

1
such aloyal fan base a a farly new DI, especialy on the web. I emember entering the contest and

. but not . The last:

thing Lant thetop three

into or reposition-
ingin itself. For Rob, DJin this way.
has been piy support.

which
together constitute the elements (or logic in Bourdicuian terms) of the domain of creativity,
which i vested in his DJ practice atthis point in time.

Rob:Its

how 10 read people and read a crowd ... there’s no better fcling than geting a crowd to completcly
i dif

Jiquey, it's s

the sound..... You P

Indeed, as will be demonstrated shortly, for the most part, DJing is associated not only with
musical butalso with

3 .
it fits in with a philosophy of ‘shapi ience’ and B

10 chaoss ot anly betwesn varous musical st and combintions of sund, bt lohow
out, y DJ per-
form:
Aswith D] perf
different crowd: e in different
r00ms (e.g. house music on one floor and hip hop on another), wherein DJs simultancously com-
i il Sy o
the thing! in tsef
Dishold s pitals in the field.
Rt 1
not Th pat lize this. T work with

3
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12and 15 hoursad
make, or whi here'sal ”

and rules to break. Let'stake ‘techno’. It has always been a sty of music that i technology-
i P

hines and synths. And, the P i it
respected. Peoplewhoare
i h i . Tthink
what ey to do is make the novma!’mnspu\wusmdlhc ‘new’ mundane.
Just as th of DJ i i
material

fo g i boundais betnen produconand consmprion. Thmugh their use of new
types of technolog hes challenging
existing notions st e Thers e crpln wherea D' milemix s clipsed the

wrban dance; mi notions of m:
h Simon Lewicki also ki
Groove Terminator, a top-flight Australian D)/prod: establish himself

as 2 major international recording artist who has produced, recorded and remixed many of
Australia’s major recording artists.

Inuuducmg Simon Lewicki (artist name DJ Groove Terminator)

n was born in Australia and was originally a hip hop DJ. He was featured in the 2000
Aol e My GF St b Nation Sic, 1 el as ot sverl cther
i

tati oducer and DJ, BEOBEETY uod s for
Coca Cola, Nike, Vodafone and th i I
produces, and makes feguent tors a3 gt nenatonl D)t :lubs inEurope, Ausli and
across the U g th i,

DI

was characteristically produced within  system of close-knit local networks, crossing over

“beats’ or ‘break beats’, 1 with some MCing over
sets. 12 Exercising entrepreneurial skills has proven the viability of the venture, and generated
cultural capital from a young age.

deaid i and he put together
delad and
5 nd
“panel’ which Tdalso
pes for my;

1 Toop (04, epoin ey’ ouenly A cogs o bacgn ok bl ek gy i
the record on twin

. 3 cbeats (p. 236
n i “rave’ and ‘warchouse' ‘ary’

technigues



MusicalC

argues the need for

practicesof professonal musicans incluing composers,improvisers,singer-songurites,orginal
bands,Djs, live

and interactive sound designers working inthe music industry. Dravng on

creatiis

inthe future.

o

ce creatiy,
the music industry and musical creatvty in educaton,such as teachers, students, scholrs
researchers,inspe e — and

parents
and an essental eaderon undergraduate, postgaduate, Nigher musi edcation,andteacher
education courses atalllevels. It wil s be of greatvalue to professionals n the music business

and anyone nterested i thefuture of music and s creatvtes.

Pamela Burnard s a Senior Lectrer i

e Faculty of Education at the Universty of Cambridge, UK.

published works include over journal artices,

of music creatvity.She sheis

co-ditr ofTaching Music with Dightal Technologis(Coninuum, 2009),CeativeLeaming and
It (Trentham, 2007

and the British Joural of Music Education. Sh s  section editor o Creativiy in the Intemational

s Education 2006)

Handbook of Research i Ars Educaton (Springer, 2007) and the Musical Creatiiies a Practice’

sectonin the Oxford Ha

ook of Music Educaton (OUP, 2012
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