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CTABOBU CTYJEHATA Y PEIIYB/INLIN CPIICKOJ ITPEMA
TPEIT MY3NLIV: O IOMNHAHTHIX HAPATVBA
KA AKTYEJTHUM MY3NYKVM ITPEOEPEHIIIJAMA

ArnictpaxT: VicTopujcky mocMaTpaHo, pa3mirdiTy My3UYKY )KaHPOBY CY IEPUOANIHO
Sy moBop, 1 opybe y eTnkeTupamy ofpeheHnx ApyIITBEHNX IPYIIa, 4 Y HOC/bebe BpujeMe
ce cmuHM ynosopasajyhu Haparusu cpehy n y norneny Tpen mysuke. Onu ce kpehy o
3adpUHYTOCTH 3a YKyce, BpUjeHOCTH U CXBaTamba MIAMINX, O MOpa/THe TaHMKe KOja U3N-
cKyje ypebusame jaBHUX ITONMUTHKA V1 OITOBOP NMOMUTUYKNUX aKkTepa. OBaKBO IOCMAaTpame
MY3WYKIUX TpedepeHIinja pesy/rar je AyroTpajHor CXBaTakba Ky/ITypHe KOH3yMalluje Kpo3
teopujy xomornoruje Iljepa bypamjea (Pierre Bourdieu), raje ce ykycu jaipajy kao MHAM-
KaTOpM CTaTyca y IPyIITBY, OHOCHO YKa3yjy Ha ApyIITBeHe XujepapXuje y KojuMa Cy OHM
KOjJI KOH3YMMPAajy eIMTHY KYITYPY Ha BPXY, IOK je MAaCOBHa Ky/ITypa pe3epBICaHa 3a HIDKe
cnojeBe gpymuTBa. Kao anrepHaTiBa 0OBaKBOM CXBaTamby, Y APYILITBEHIM HayKaMa ce MCTAKIa
Teopyja KyJITypHIUX OMHMBOpa 1 yHuBopa Pryapna Iletepcona (Richard Peterson), xoju
yKa3yjy Ha HEOIIXOHOCT LIMPeT KOHTEKCTyaTHOT IO3UIIMOHNPaha KyITypHe KOH3yMalluje
U BeHOT carjieflaBama y OfJHOCY Ha ipyTre (hakTope, YMMe Cy MOKa3alu Jja ce My3UKe Ipe-
(epeHIMje BUIIIe He MOTY KOPYCTHTI KaO HeIIOTPEIIVBY MHAMKATOPH IPYIITBEHIX OfHOCA
Mohit, Beh f1a ce Ky/ITypHM KallUTa/l OHUX KOjU CY BUILIIE IIO3UIIVIOHUPAHY Ha APYIITBEHO]
JbeCTBUIIY OI7Iefla y PAcTIO3HABAbY M KOH3YMALVjJ IIVPOKOT CIIEKTpPa KaHPOBA 1 Pa3/ININTHX
KyITypHUX IpousBozia. OBaKBO CXBaTame YIOTIIYHaBajy pe3yliTaTu Hauler u3snbajHor
UCTPaXXMBamba, KOjU IPY)Kajy Mperiefl APYLITBEHNX U KYITYPHUX PaKkTopa Koju 0dIUKYjy
MysuuKe apuHNTETE U CTBAPajy ofpeleHe mepienTyanHe OKBMpe y IOITIEAY TPEI KaHpa.
HcrpaxxnBarme UCIUTYje KYATYPHE M UJEHTUTETCKE aclleKTe My3MUKUX npedepeHiuja
Meby crynentckom monynarujom y Perrydmiu Cprickoj, poxycupajyhn ce Ha pernomen
Tpel My3uKe. Y3opak umHe 284 ncrmranuka (78,52% cryneHTKumba u 21,48% crypneHara
Yuusepaurera y bamwoj JIyuu u Yausepaurera y Vicrounom Capajey). Kpos kBaHTUTaTUB-
HY METOJOJIOTH]Y, KOja je YK/by4MBaja OH/IajH aHKETUPAIbEe Ha IIPUTOHOM Y30PKY, LB je
OO Pa3oTKPUTHU KAKO Ce JOMUHAHTHY IPYIITBEHY HAPATUBU O TPEIl My3ULU pedIeKTyjy
WIN OCIIOpABajy YHYTap CTYJeHTCKe 3ajeqHulle. Vako ncTpakubame MMa HeJlOCTaTKe
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(y morneny HepeInpe3eHTaTMBHOT Y30pKa I HEOIIXOZHOCTH YIOTpede MjellIoBUTOr MeTO/IA),
IpenMUHAPHY Hajlasy ynyhyjy Ha To fa Myswdke npedepeHIje 3aByuce Of Iper COL-
OKY/ITYPHOT KOHTEKCTA, []a Ce CTY/IEHTCKA IIOITy/Ialllja He MOXKe II0CMATPaTi XOMOTE€HO I
Zia je CcTyIame Tpel MysMKe ;1o )KuBoTHe dase (pane mmazgocty). OcuM Tora, BaKaH je
3aK/bydJaK Jja IyO/IMKa OBOT KaHpa pasfiBaja CTBAPHOCT Off YMjeTHIYKOT M3paykaja, aiu 1
Jla IPEINo3Haje JOMUHAHTHY KallUTaTUCTUIKY IMMEH3Ujy My3UIKe UHYCTPUje.

KipyuHe pedn: Tpell, CTyeHTI, My3UUKe IpedepeHiinje, KyJITypHa KOH3yMalyja,
NOMUHAHTHY HapaTUBU, OMHUBODPU

YBO[

Mysuka ce Kpo3 ICTOpH]jy TIOKa3asia Kao BayKHa aHTPOIIO/IOIIKA KaTeropHja, TUMe LITO je
y HayI[i IPY>KUJ/Ia iparolijeHe yBuje O eBOIyLVjJ YOBjeKa 1 IPYLITBA, U/IeHTUTeTa M Ky/IType
(Rasi¢, 2016). IlojaBbyje ce Kao cpencTBO KOMYHMKALVje 11 IIpHje pa3Boja je3uKa, a KacHIje
Oflpa’kKaBa jeIHCTBEHE Ky/ITYPHE Vi PE/IUIHjCKe TPaiuLyje PasIMYUTHX IPYIITBEHMX TPyTIa 1
UCITyHhaBa 3HAYAjHE APYIITBeHe QyHKIWje (MHTerpariuje, KOXeslje, [1je/berba BPIjefHOCTI)
kpos odpeie n uepemonuje (Cukovié, 2019). Yayrap cdepe paja, anm 1 cniodoHOT BpeMeHa,
MY3MKa je JOTIPUHNjea 0d/MMKOBakY MHAVBIYATHOT U TPYITHOT MAEHTUTETa, Kao i N3pa-
JKaBama MOMUTHYKIX YBjeperba, LITO je ITOCeOHO MCIIO/BEHO KPO3 Pas/IMINTe CYIIKYATYpe.
ITojaB/mpyje ce Kao K/by4Ha KOMIIOHEHTA Y MHANBULY/THUM U KOJIEKTUBHUM JPYIITBEHNM
curyammjama, a OpojHa UCTpaXXMBarba Cy HOTBPAIIA IIOBE3aHOCT MY3JIKe Ca eMOL[VIOHATHUM,
KOTHUTVMBHIUM U COLIVjaTHMM OOW/BbeXjIIMa Koja leTepPMUHUIIY My3IdKe IpedepeHIiyje, am
1 OOPHYTO — KOja yKasyjy Ha IpedepeHIyje 1 yKyce Ka ofpeheHnM MysidaKkuM )KaHpOBYMa
(Pavlovi¢, Benakovi¢, Prpa & Wertag, 2017; Spasi¢, 2013; Rentfrow & Gosling, 2006; 2007).
ITpoyuyaBame MysuKe y PYIITBEHVM HayKaMa HaM yKasyje 11 Ha leHY TPaHCHOPMATUBHY
Y/IOTY y OfHOCY Ha Ky/ITYpHe IIPOMjeHe Kao IITO Cy [Iodan3aliija, MUrpaliuje 1 Hampenak
TEXHOJIOTHje, KOje yTU4y Ha TO KaKO Ce My3uKa CTBapa, iujeny u Kousymupa. Ilpema He-
KIIM CTyJIMjaMa, He CMIje Ce 3aHeMapUTI HATY TO KaKO je My3JKa U3y3eTaH ajlaT KyITypHe
IMIUIOMATHje, Kao MHCTPYMeHTa MeKe Mohu y CKyiony Kojer pasMjeHa upeja, yMjeTHOCTI,
jesVKa M CTMYHUX elleMeHaTa jeffHe KyNType HacToju fia 00e3d1jeyt MOApIIKY ITOMUTUIKIM
LW/bEBMMA Of CTPaHe IPYTUX KYATYPa U Hallija, 0 Y4eMy HApOUMTO CBjefoul MIMpelbe l1e3a
u poxerporna (Vuceti¢, 2019). JemHako TOMe, IIOCTOjI ¥ HU3 CTepeOTUIIa KOjI Ce Be3yjy 3a
ofipebeHe apymITBeHe TPyIIe M My3UUKe KaHPOBe, Koju ce Kpehy on Mapkanuje »1xoBOr
IPYLITBEHOT CTATyCa M MHTEMEKTyaTHUX IIOCTUTHYha 0 pacUCTUYKNX ¥ KCEHOPOOHMX
KapakTepusanyja. HaBemeHe mojaBe mopcrakie Cy MCIIMTUBaba II0BE3aHOCTI IpedpepeHLIja
ofipeheHNX My3MUKIX >KaHPOBa Ca IMIMPOKVUM CIIEKTPOM Bapujadmn: corproieMorpadcKum
KapakTepucTikama 1 ocodunama mmaHocty (Bogt, Canale, Lenzi, Vieno & Van den Eijnden,
2021; Pavlovi¢, Benakovi¢, Prpa & Wertag, 2017; Bennett, 1999; Dragicevi¢ Sesi¢, 1994),
HO3UIVjOM Y IPYIITBeHOj cTpyKTypy (Bourdieu, 1979; Peterson, 1992; Peterson & Simkus,
1992; Peterson & Kern, 1996; Chan & Goldthorpe, 2004; 2005), ngentrtetnma (Hall, 1980),
na 1 morpouraykyM HaBukama (Burkhalter & Thornton, 2014).

Y oBoM pagy ocBpHYheMo ce ocedHO Ha eHOMEH Tpell (eHITL frap) My3UKe, IOIKaH-
pa pera, Koju ce [10jaBJiO Y PaHVM JeBefeceT!M rofIHaMa y HajCPOMALIHMjUM Hace/b/iMa
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Atrmanre (CAJT). OBo moapydje je MO3HATO Kao oM T3B. trap houses — MjecTuMa, Tj. Hary-
mTeHNM Kyhama y Kojuma ce IpousBofie U IPOJAjy Apore, 1 Ifje ce motpouradn ocjehajy
»3apod7beH0” (eHIVL. trapped), roBopehy cBOjUM IOTIIYHO OCeSHMM >KaproHoM 1 Haasehu
ce M3BaH IpaHNMIA cucTeMa. Tperm MysMKa je JoceTTa BeoMa 3amakeH ycmjex Mehy mmabum
reHepalujaMa, Kako y CMICITY IyO/IMKe, TaKO U Y MPOAYKIUjI, A BbeH YTULIAj IPOLINPUO
ce ofi Atnante 1 jyra CAJl, npexo JlatuHcke AMepuke, no Espone n Asnje. OBaj momkaHp
ce pasBMO U3 TAHTCTePCKOTr pela (gangsta rap), mpeTBapajyhi ra y HOBY CYIIKYITYpy Koja
Ce pas/uKyje Off OPUIMHATHOT XMUI-XOIa (YC/IOB/bEHOT [TOHAjBHUIIIE PETIOM, Ka0 MY3UYKUM
>KaHPOM), a/IVl OQ/IVIKOBAH HerOBJM CTU/IOM U €CTETVIKOM, HAITyIITambeM aHI')KOBaHe IIoe-
THKE U PUMe, y3 HaIJIALIeHN]Y YIIOTpedy MpaYHIjX MY3IYKIIX TOHOBA, OOVTHO KOPYIITEhe
eeKTPOHCKIX pUTMOBa 1 copTBepa 3a Kopekijy 3ByKa (Kreho, 2022). V mmpemy u nomy-
JIapM3aIMjy TPell My3MKe K/by4HY Y/IOTY CY MMaIu yMjeTHUIM Kao mro cy Ojyup (Future),
Muroys (Migos), [yun Meju (Gucci Mane), @etu Ben (Fetty Wap) u Ty Uejus (2 Chainz),
kao u npopyuentu nonyT lloyruja Pexa (Shawty Redd), Mennja ®@pemra (Mannie Fresh),
3ejroBeHa (Zaytoven) u Tonnja @epa (Tony Fadd) (Besora, 2020). OHo 11ITO 0BM YMje THULM
JIOHOCE, KAPAKTEPUCTUYHO 32 TPETI )KaHP, jeCTe HEKOHBEHIIMOHA/IHY je3UK KOjU IIOfipasyMiijeBa
HapyllIaBame je3NYKIX HOPMI, MjellIaBUHY Pas/IMINTIX TOKATHUX U II0OaTHUX YTULIaja,
CJIeHTa 1 [PYTUX Bapujaliija YIMYHOT TOBOPa, KA0 1 ,eCTeTUKY pyxkHor (Sunajko, 2018),
HOTEKITY U3 NoA3eM/ba TproBuHe fiporoM y CAJl, mTo ce moBesyje ca IIIaHCKUM ,quinqui®
¢brIMoM U3 ocaMyieceTHX TOIVHA BA/IeCeTOT Blijeka, mpetasehyt off KeMIta, HaMjepHO PyY>KHOT
M HeCTadWIHOT T, fO HajkoMepLyjanHujer kinda (Mili¢, 2022; Besora, 2020).

Tpen Mysuka JOHOCH KOHTPaIMKTOPHOCTH y OpYKaMa — C jeffHe CTpaHe, Kpo3
JKEHCKe M3Bobade ce MPencnuTyjy pogHe yiore, KPUTUKYje CeKCI3aM, IUTamba O Pacu3My,
MM3OTHHU]I, JIOK Ce C IpyTe CTpaHe MOITy/Iapusyje KPYMIHOTE€HO U NATOJIOIKO MOHAIabe,
0Xpadpyjy HeraT¥BHY CTepeoTIN 1 0djeKTH(dUKALVja )KEHCKOT THjeNa, Te — HaMa OCeSHO
3aHMM/BJBO — OTPOILHA U TIOCje0Babe TyKCYSHNX OpPEH/0Ba [TOCTAB/ba Ha MHjefacTasl
MapKaliije ycIjexa y caBpeMeHOM ApYyLITBY. VIHTepec 3a 0Baj )KaHp, KaKo IyO/luKe, TaKO
U VICTpa>KMBaya, IPOUCTIYe HajBUIIE U3 yCIljeXxa y KOMOMHOBamWY Hau3IJIe] AUCIapy-
TeTHMX e/leMeHAaTa >KaHPOBa I KY/ITYpPa, a BAXXHOCT Ce OI/Iefla Y TOMeE LITO IpPefCcTaB/ba
CBjeJJOYaHCTBO He3ayCTaB/bUBOT ITI0daMM3aLMjCKOT Ipoleca. Benuku MogHm Spernosn
yHoTped/paBajy oBaj My3MUKM ITpaBall, IIITO je YTUIA/I0 Ha IeToB joIl Behu 3amMax, amm 1 Ha
TO [ja IOCTaHe [Ie0 MEJHCTPUM KY/ITYpe, C 003MPOM Ha TO f1a Y TPeIl MY3UI{U HajII03HATHjI
JIYKCY3HJ MOJIHM OPEH/IOBU IIOCTajy CTATyCHU CUMOOIN, SUTI0 KPO3 KPUTHKY, OUIIO KPO3
nonynapusanyjy. Ha npocropy dusie COPJ, anu u Hellto mypeM peruony, KoMOuHaImja
enemeHara npeosabyjyhe HOBOkOMIIOHOBaHe HAPOLHE My3UKe, ,Heoponka“ (Dragicevié
Sesi¢, 1994), mosHaTHje kao TypSOdOIK, 1 Tpe KaHpa, CTBOPWJIA je TIOMPKAHP — ,TPeI
¢donk” (Imamovié, 2019), xoju (cynehn o npernenyma Ha HajIIo3HaTHjUM ITaTopMama 3a
streaming MysVKe, AU ¥ CAMOCTATHVM 1 (eCTMBAZICKVMM HACTYIMMAa KOj¥ OKYII/bajy BENMKY
yOIMKY) Ha OBUM IIPOCTOPUMA d1jbexKy BUCOKY motynapHocT. Kpos Tpen ¢ork, csjeno-
YMMO O>KUB/baBaby eleMeHaTa KOjJ Cy OOM/beXXI/IN HaCTaHaK TypOodoIKa ocaMieceTnX
u fieBefieceTVx: M3Mel)y r1odamHO MIpeno3HAT/BUBYX CEeMIITIOBa ce yrpabyjy opujeHTamHN
3BYKOBH, a I IPOMOBHIIIE eCTeTCKa Ierpajaliyja Mo yriefy Ha ecTpagHe 3Bujeszie. Ocum
TOTa, OUMIJIE[{HA je JKerba 3a IOBe3MBambeM C II03HATUM HaciujeheM MacoBHe KynType Ha
poMahy HauMH Kpo3 OMaske MO3HATUM TypdodoIIK ImjecMaMa. Y KOMOMHALIU)I Ca PeTpo
TPEH/IOBMMA Y MOJHO] MHAYCTPHj1 (aKo je yomiuTe Buille Moryhe ofjBojuTH MOIHY Off
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My3ndke 1 GUIMCKe MHAYCTPIje) U Tpell pUTMOBUMA, [eHepalyuja Z pyly KOHIIENT MOT-
KyIType MIafiux, 3axBaheHa I7108aTHIM KOH3YMePUCTIYIKIM CTUIOBMMA KOje IPYIITBeHe
MpeyKe ¥ HOBE TeXHOJIOTHje IIOfIP>KaBajy M eKCIJIOaTHIIY.

Csae je 0BO J1oBenIO /10 ocyhuBayKor HapaTuBa y MefujuMa, ITje ce ucKasyje 3adpu-
HYTOCT (@ AujesioM U MOpajTHa NTaHMKa?) 3a BPUjefHOCTHU 1 [PYIITBEHU Pa3Boj MIaIuX
JbYAM KOjJI Ce CMATpajy JOMUHAHTHOM IIyO/IMKOM 0BOT KaHpa (Imamovié, 2019). Hocrorm
jaBHVIX HOMUTUYKMX QYHKIMja, OCYM jaBHO M3Pa>keHOT HETOIOBAba 11 OCY/e Tpem-poIiK
MY3MKe, HAPOUUTO 300T ,,yTPO>KaBarba TPAIUIMOHATHIX BPUjeTHOCTH , Te ,,[IOHAIIaba Ha
HACTyIMMa“, U3peK/I Cy 3adpaHe HACTYIIA U OPraHM30Baa TPeI KoHlepaTa (Vujinovié,
2023; Novi $ok nakon ,,prozivke®, 2023). OBu porabaju cy nmokpenynu 1 Hu3 pacipana y
mepujuma (Mitrovié, 2023) 1 OTBOPWIN MUTaba KOja ce TUYY OBE3aHOCTI JOMUHAHTHUX
MY3UYKUX KaHPOBA 1 IPYIITBEHE IATONOTUje, KOjU CY MOCTAa/IN AMO MIMPE JUCKYCHje O
MebyyTunajuma Menvja v ApymTBeHNX aHoManyja. CTaBOBY KOjU ce M3HOCE O TPeIl XKaH-
PY> Y BEIMKO] Cy Mjepy CIMYHM CTAaBOBMMA ¥ MUILIbEIbYMA KOjy CY IPUCYTHU NIPUIMKOM
KpuTHKOBama Typdo-ponk mysuke (Dragicevi¢ Sesi¢, 2018; 1994), Te ce Mory mocmarparu
Y OBHOCY Ha YHMBEP3a/IHM KPUTUYKIM HapaTUB KOjI je KapaKTepyCcao ¥ MOPAIHy MaHUKY
1Ie3fieceTVX rofuHa y Bermkoj Bprtanuju, kafa cy ce cykod/paBae OMIaIUHCKe CYIIKYITYpe
(Thompson, 2003). MopiHa ecTeTHKa je MMaa CIOPESHY YIOTY, Kao MCKa3 IpUIlafiamba U
uneHTUdUKaluje, y OTHOCY Ha BPUjeTHOCHY acIeKT U OPUjeHTaljy Ha HaCube M HeTpIesbi-
BOCT IIpeMa JIPyTUM CYIKy/nTypama. HaBeleHo He HamasuMo yHyTap Tpel >KaHpa, KOji Kojer
Cy uspakeHV KOHOPMM3aM I MaTepyjami3am, Kao i1 offdanuBame CBUX HeMaTepujaTHIX
BPUjeIHOCTY VM KPUTIIKOT MUII/bEba, IITO Ce UAEHTUPNKYje Kao PasJIor 3a 3adpUHYTOCT.

TEOPUJCKHM OKBVP MCTPAJKMBAIbA

Y nepnopy cefaMueceTuX ¥ paHMX OCaM/eCceTVX TOAHA, IPUCTYI 0djallbeny
Bese n3Mehy Maux, cTiIa 1 My3MYKOT YKyca 4eCTO Ce OC/Iambao Ha TEOPH)Y CYIKYITypa
KOjy je pasBuo BupMuHramMckm 1jeHTap 3a caBpeMeHe KynTypHe cryauje (enrt. Centre for
Contemporary Cultural Studies — CCCS). MehyTtum, oBaj mpucTym noctao je mpegMeT
KPUTHUKE, @ TEPMUH ,,CYIKYITypa“ 0CTAO0 je MPUCYTaH Y KOHPIUKTHUM AUCKYPCHUMA.
Enpu Bener (Andy Bennett) ykasyje Ha moTpedy 3a pa3BojeM anTepHATHBHOT TEOPUjCKOT
OKBUpa Koju du omoryhuo pasymmjeBarme GrynHIX 1 IPOMjeH/BUBIX CeH3UOUINTETA
CTW/Ia, KAPAKTEPUCTUYHNX 3a KYITYpy MIasux nocnuje JIpyror csjerckor para. Ha ocHoBy
Madeconnujeor (Michel Maffesoli) konnenta nmiuemena, berer (Bennett, 1999) Bpiu na

2 Kener Tommncon (Kenneth Thompson), dpuraHcku coimonor, IOHYAKO je jeflaH Of K/bydIHUX

OKBIpa 3a pasyMujeBambe MOpaTHMX ITAHMKA y CBOjoj Kbusu Mopanna iianuxa us 2003. roguHe.
MopanHe maHuKe He Ofipa’kaBajy CTBapHe IpujeTie Beh cy ApyITBeHO KOHCTPYMCaHe MojaBe.
Menyju, HOMMTIYAPY 1 APYTU aKTepU Ha MO3uIujaMa Moh UTpajy K/bydHy Y/IOTY y BMXOBOM Ha-
CTaHKY U TI0jayaBamy. Menuju uMajy Bofiehy yrory y amrmdnkaiyju crpaxa, crBapajyhn ,,crmpamy
3Hauema“ u foBofiehy Tako f10 jaBHe XUCTepyje M IpeHaIalle X peakiuja. MopaiHe maHMKe ce
gecTo Qokycupajy Ha ofpehene npymTBeHe rpyie (Maje, UMUTPaHTe, CYIIKYIType) M MapriHa/II-
3yjy UX, cMaTpajyhm ux KpuBLMMa 3a CYIITUHCKE [PYLITBeHe IpodyieMe, JOK IIOMUTHYKE eUTe TO
CTame 4eCcTO MHCTPYMEHTANN3Y]jy Y CBPXY JIETUTHMM3alllije pelpeCHBHIX IIONUTUKA 1 ofiBpahama
TIaXKIbE Off CTBAPHMX JPYHNITBEHMX NMTamba.
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du rpymucama, Koja ce TpaIIMOHATHO CMATPajy CYIKYITypaMa, Tpedano mocMaTpaTn
Kao IIpMBPeMeHa OKYIl/bakba Ca IPOMjeH/bUBUM I'PaHKI[aMa 1 YiaHCTBOM. OBO I7efuiITe
HoAp>KaBa eMIIMPHjCKIM IOKasuMa U3 eTHorpadcke cTyanje ypdane seHc Mysuke y Eby-
KacJly, Koja WIyCTPYyje eKJIeKTUYHOCT MOoCIujepaTHe KyIType Maajux u Hamehe motpedy
3a peBMAMpPambeM pasyMujeBama OffHoca u3Mely cTuma, My3UdKor yKyca U KONeKTUBHe
TOBe3aHOCTI. Y SPUTAHCKUM CTy/iMjaMa M/IaJiVX, HaI7acaK je 1o Ha Be3M ,eBIjaHTHUX
CeH3MdMIMTeTa MIAMINX ,,OaHAM ¥ JIOKA/IMTeTa U3 KOjUX Cy moTekse. MehyTum, mpucrymn
CCCS-a, xoju je CynKynType TyMa4no Kao KOJIEKTUBHY peaKlnjy MajiluX Ha CTPYKTypajiHe
IIpoMjeHe, TeHepHIIle KOHIenTyaaHe mpodieme. Vamehy ocrasor, mocraspa ce nutame
00jeKTUBHOCTI 1 HECTIOCOOHOCTH Jja Ce eMITMPUjCKM BepudUKYjy KpyTe HOfjerne 1 COLy-
jamHe kareropuje cynkyarypa. Kpuruka CCCS-a ykasyje Ha HOTpedy 3a aITepHATUBHIM
TeopujckuM MopenoM. KoHmenr ,,HeormemeHa“ Koji je passuo Madecom cyrepuire fa
Cy MJIafiyi BUILIE IPUBPEMEHO YK/bY49EeHN Y PasIM4INTe IPYIIe, IITO OfPa’kaBa MOJEPHO
MOTPOIIAYKO APYITBO. [lojeanHal ce KOHCTAaHTHO Npeodpa)kaBa U Npemasn U3 jefHe
rpyte y npyry, uunehu cynkynrype HectadunHuM u npomjersbuBuM. Ilorpeda 3a HOBuUM
TEOPUjCKMM OKBJMPOM IIOCTaje OUUIIIeHA KaKO Ou ce o/be pasyMuo CIIO>KEHM OHOC
MJIa[VIX, My3JKe ¥ CTU/IA Y caBpeMeHOM apyiuTBy (Bennett, 1999).

ITomak y pasMuibarmy 0 yTULAjy JUCEMIHOBaHMX MEVjCKIX IOPYyKa, HAIIPaBoO je
Crjyapt Xon (Stuart Hall, 1980). ITosxaTu conmosnor u TeopeTndap Kynirype auju ecej ,,Ko-
nuparbe/ [lexopyparbe” IIpeficTaB/ba K/bYYHI JOIPUHOC y 0daCTI aHa/IM3e MeAuja 11 IIpoLieca
KOMYHMKaI/je, pa3MaTpa HaulHe Ha Koje ce KyITYPHY CafipXKaju, YK/bydyjyhu Mysuxy,
TyMaue yHyTap JpYyLITBEHOr KOHTeKcTa. [IpeMa merosoj Teopuju, Kofypame ce OHOCH Ha
HauMH Ha KOjU Tpou3Bobhaun MeIMjCKUX cafipykaja, Kao IITO CY IjecMe M My3UYKH CIIOTOBH,
odnuKyjy u mpeHoce ofpebeHe nopyxe 1 3Hauema Kpo3 wyx. Mebytnm, Xon Harmamasa ga
Imyd/IMKa MMa aKTUBHY YIIOTY y IPOLIeCY IeKOAMpara TUX Cafipykaja U JOfie/b}Batby 3HAUeHha,
IITO MOYKe OUTH TOJT, YTUIIajeM HeHVX BPMjeHOCTH, VICKYCTaBa 1 PYIITBEHOT MOI0XKaja.
Kpos3 oBaj Teopmjcku OKBUP, UCTPAKMBAIM MOTY S07be pasyMjeT KaKo My3UIKH CajipyKajn
IyTYyjy KpO3 APYUITBO, KaKO Cy OOMMKOBAHM, A/l ¥ KaKO UX IOjeANHIIN UHTePIIPeTHpPajy
1 KOH3YMMPajy Ha MHVBMYaTHOM HMBOY. X0/I0BAa KPUTMKA MOJie/la MaCOBHE KOMYHIKa-
1uje omoryhaBa cariefaBatbe TMHAMUYHOT IIpoljeca KOMYHIUKalMje 13Mehy nponssobhaua
U TIOTpOIIaYa KYITYPHUX CafipKaja, IIITO MOXKe OUTH KJBYYHO 33 UCTPaKVMBabe MY3UUKIX
npedepeHIja ¥ HaulHa Ha Koje My3uKa od/IMKyje MIeHTUTeTe U APYyIITBeHe ogHoce. OcuM
TOT4, OBAj TIPUCTYII Takohe IIpy>ka YBUJ y IOTeHIIMjaTHe KOHQIMKTE U HecTiopasyMe Kojy MOTy
HacTaTy n3Meby pasmmanTuX IpyIITBEHNX IPYIIA y TyMadelby My3UUKIX TOPYKa ¥ CMMOOTIA.

ITpuxsaTtajyhnu oBakas cTaB, y KojeM ce y/ora myd/mKe mocMaTpa Kao BaXkHa Bapujadia
y mpoljenn fomuHupajyhnx ykyca y kynrypu, dutto je cnomenyru Iljepa Bypaujea koju
je MCTpaXXMBao Kako ce yKyc popMupa 1 KOPUCTU Kao CPEACTBO APYIITBeHe ArdepeHIIn-
janyje. [Tpema BypaujeoBoj Teopuju XoMooruje, yKyc Huje caMo IuTambe ecTeTuke Beh u
ApymTBeHNX ofHOoCca Mohu. Kpos KoHIlenT Ky/nTypHOT KanmTaa, OH MCTU4e Kako odpa-
30Bambe, YMjeTHOCT U My3IUKe ITpedepeHIje MOTy fla CITy»XKe Kao CUMOONMMYKI pecypcn
KOj¥ TIojefMHIfMa oMoryhaBajy fa ce M371BOje MM acoIMpajy ¢ ofpeheHnM ApynITeeHnm
Kmacama. Kpos oBaj OKBMp, My3MYKM YKYC II0CTaje HAuMH Ha KOjIi TTOjeIVMHIIN TTI0Ka3yjy CBOj
COLIMjaTHM CTATYC, A/IU ¥ HAYVH Ha KOjI PEIIPOAYKY]jY ApyLITBeHe Xujepapxuje (Bourdieu,
2013). KacHuje ananmse Ky/ITypHOT KalliTana YKas3yjy Ha BAXHOCT PasynKa y Ky/ITyPHUM
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pecypcuma meby pasnmmuntum fpyirseHnM rpynama. Jlamon u Jlapy (Lamont & Lareau,
1988) daBe ce ,,amysnjama, MpasHMHAMA J ITIMCAHAVIMA“ Y TEOPUjCKIM PasBOjyMa y B3N
Ca Ky/ITypHUM KallTaJIOM U YKa3yjy Ha CI0KEHOCT M JMHAMUKY OBOT KoHuenTta. OHO Ha
IITa OHY TTOCeOHO YKasyjy jecTe moTpeda 3a aHaIM30M IETUTUMHE KYIType Kpo3 pasjiBa-
jare KyITYpHUX 100apa, OHOCHO KY/ITYPHUX CUMOO0/Ia KOjU Ce MOTY KYIIUTH 1 OHUX KOjI
Cy cTedeHM KyITypHUM HacmmjeheM, ogHOCHO Kpo3 conyjamusanyjy (Lamont & Lareau,
1988, str. 163). IToBesnBame BIUXOBOT paja ¢ bypanjeoBom Teopujom u IleTepconoBuM 1
CHMKyCOBMM KOHLIENITOM ,,oMHuBOpa“ (Peterson, 1992; Peterson & Simkus, 1993; Peterson
& Kern, 1996) nomake ja CXBaTMMO KaKO Ce MY3MYKM YKYCU U IpedepeHinje He MOTY
jemHOCTABHO CBECTY Ha NMUTakbe KJIace 1M 0dpasoBama, Beh ¢y pesynrar coxxeHe MHTEP-
akiuje nusmehy nnpusupye, gpyursa u kynrype. Hanomennmo na cy Ilerepcon n Cumkyc
YBeIU KOHILENT KYJITYPHOT ,,OMHJMBOPA“ Ka0 CYIIPOTHOCT TPaJiULIMIOHAIHOM ,,cHOOY . Pe-
3Y/ITaTy IHUXOBUX EMIMPUjCKMX UCTPAKMBaIba, Kao U KacHujer Iletepconosor n Keprosor,
yKa3yjy Ha To Ja cy cHoOOBM 0code Koje mpedeprpajy BICOKY YMjeTHOCT U n3djeraBajy
HOIIy/IapHY KYITYPY, FOK OMHUBOPYU MMajy MIMPOK CIIEKTap MY3UUKUX IpedepeHinja n
YIIO3HATHU CYy Ca Pa3IM4YUTUM MY3UYKUM KaHpoBuMa. OBa MpoMjeHa y My3UUYKOM yKYCy
yKasyje Ha IPOMjeHY Y HauMHYy Ha KOju Jby[y KOH3YMUPAjy KyITYPy 1 KaKO je BpeLHYjy.
Y xonTtekcTy Bypnujeose Teopuje, 0BO MOXKe YKa3sMBaTH Ha IIOCTEIIEHY HeMOKPATU3aLjy
KY/ITYPHOT KallMTaJa, Ijjje MMPUHA ¥ Pa3HOBPCHOCT MY3UYKUX IpedepeHInja IocTajy
Ba)XKHUje Off TpafMIMoHanHe Xujepapxuje ykyca (Peterson & Kern, 1996). Kao gomaTak
TOMe, MU OMCMO TTOCTABUIIN U TIUTambe: [a /I Ce Y OFHOCY Ha Pas3IMiuTe XUBOTHe (ase
Mujera U JOMMHALMja jefHOT (My3MYKOT) YKyca HaJi OcTanuMma?l

Bypkxanrep u TopToH y cBOM pajy IIpy>Kajy 3HauajHy aHa/IM3y yMeTama OpeHmoBa
Y XUI-XOI MY3MYKMM CIIOTOBMMAa, TaKO LITO pa3sMaTpajy KaKo ce KoMeplLiMjajHe TOpyKe
MHKOPIIOPMPAjy Y XUII-XOII KYITYPY KpO3 MysU4Ke Bufieo-caapikaje. Ibuxose upeje perne-
BaHTHE Cy U3 COIIMOJIONIKE TIePCIEKTUBE Y TOME IITO YKa3yjy Ha jefIHy TaTeHTHY JVIMEH-
31jy BUXOBOT OTKpuha, a To je MocTojame MHTepaKMje u3Mehy morpourayke Kynrype un
MY3UYKUX U3pasa. YKasyjyhu Ha To KaKo XMII-XOII, Kao JOMMHAHTaH XKaHpP, MOXe OuTn
uckopuiheH 3a mpoMoLyjy SpeH/0Ba 11 KOMepLMjaTHIX IPOM3BO/A, JOAATHO HaI/Ialla-
Bajy yTHIaj MysuKe Ha GOpMIparbe MAEHTUTETA M TOTPOIIAYKIX CTaBOBA, TocedHO Mehy
MJIaJVIMa, KPO3 KOPUIITee IPOMU3BOJa Kao ajaTa KomyHuKanuje (Burkhalter & Thornton,
2014, str. 370). VMnTerpannja SpeHR0Ba y My3M4Ke CIIOTOBE He caMo fa pedieKTyje eKo-
HOMCKY BPUjeJHOCT XMII-XOI KYIType y MapkeTuHry Beh Takohe ykasyje Ha mpoMjeH/bUBY
HIPUPOAY MY3MUKNUX U KYITYPHUX U3pasa y CaBPeMEHOM JIPYLITBY, Ifje rpauniie nsmeby
YMjeTHOCTH, KYAType M KOMepLjajie II0CTajy CBE BUIIE MCIPEIIETAHE.,

METOMIOJIOTUJA

Ha 0CHOBY IIpeTXOAHOT IIperiefia TUTepaType, OfIyININ CMO ia peaansyjeMo
usBubajHO NCTpaXKMBakbe, Te AHAM3MPAMO U MHTEPIPETUPAMO KAKO Ce TPEI >KaHp
HO3NI[MOHNUPA ¥ IIMPEM CIEKTPY MY3SUUKUX YKYCa U KaKO OH pedIeKTyje ApyLUITBEeHe
TpeHyoBe. VcTpaxknBarbe je 3aCHOBAaHO Ha C/befileNnM MCTpaXXMBauYKNM InTambuMa: ,Kakse
cy Mysuuke npedepennuje maagux pyau?, ,Komuko je nonymapHa Tpen mMysuka mMehy
wragumMa?“ u ,Jla I Tpel MysuKa yTide Ha ImoTpouadke HaByke? . [lywbHy momnynauujy
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CY YMHWIN CTYJEHTH IBa YHUBEP3UTeTa: YHUBep3uTeTa y bamoj Jlynu n Yausepsurera y
Vcrounom CapajeBy (N = 284). OBa umpHa rpyia je ogadpana c 0d3upom Ha crierpuduyan
MHTepeC 3a UCTpaKMBabe My3MUKuX mpedepennnja mehy mrahom nomymanyjom, kao u
U3 IIPaKTUYHMX PA3/Iora — JIaKO Cy JOCTYIIHMY, C 093MPOM Ha TO Jja Ha YHUBEP3UTETUMA
PEMOBHO KOPMCTe KOMYHUKAIU]Y MMejTIOM I IpyTe TnaTdopMe OHIajH KOMYHUKALje.

ITomaTke cMO IPUKYII/ba/u IIyTEM OHJIAjH aHKETe. YIIUTHUK je IM3ajHUPaH TaKo Jia
capgpX1 YKyIHO 28 nutama, Mehy kojiMa cy 1 muTama OTBOPEHOT ¥ 3aTBOPEHOT THIIA.
OtBopeHa nuTama oMoryhasajy ncnuraHunyma ga c1I000IHO n3pase CBOje MULIbEE 1
Ipy>Xe feTa/bHMje MHPOpMaliyje, HAPOYNUTO Y JUjey Ifije Cy I03BaHU [ja MCKaXy CBOje
3amakame y Iorjey TPeH/IoBa y MOJHOj U My3U4KOj MHAyCTpuju. Kopuctumm cMo Tex-
HUKY MeTOJ] TPY/iBe CHIjera y30pKoBaba MPUINKOM JUCTpudyliuje aHKeTe, IPU 4eMy
je MHUIMjaTHYU y30paK NmpoHal)eH AMceMMHAIMjOM Ha IPYIITBeHNM Mpeskama. OBo je
omoryhuo 8p3o u MIMPOKO LIMpere aHKeTe Mehy CTyAeHTCKOM momynranujoM. AHKeTa
je cipoBefieHa TOKOM MapTa 2023. rogune.

/3 Tadene 1 moxxemo BupjeTy Aa je BehnHa ydecHNKa >KEHCKOT 10714, Ca 3aCTyIUbe-
Howhy ox 78,52%. Mywkn yyecuuny uuHe 21,48% ysopka. Ilpema yspacty, HajBuiue
je mcrmTaHMKa yspacra 21-23 roguse (44,37%), a moc/uje BYX je HEIITO Mame off 35%
UCIMTAaHNUKA y3pacTa 1820 rofymHa, ITO 3a/J0BO/baBa OUYEKIBakbha, C 0O3MPOM Ha TO JIa Cy
VICTIUTAaHWUIY CTYJNEHTH IIPBOT U IPYTOT LIMKIyca.

Hemrro mame o 60% McnmTaHNKa XWUBYU Y TPy, AOK je Hajsehu dpoj mwix o3HauMo
fla CTyAupa y 0dmacTy ApyIITBEHNX HayKa (74,65%), 3aTuM XyMaHUCTHIKMX (15,49%),
VMHXUIbEPCKUX U TEXHONOWKMX HayKa 5,28% u octanux Mame off 5%. IIpeosnanaBame
APYLITBEHMX ¥ XyMaHUCTUYKMX Hayka Mehy mcnmranunmma ce Moxke 00jaCHUTY HEILITO
BehuM uHTepecoBameM 3a TeMYy UCTPAXXMBabA, KA0 U YNHEHUIIOM Ja je AUCTpudynuja
METOJIOM TPY/BE CHMjera CBaKaKo yTHUIIa/Ia Ha TO [ia ce aHKeTa fujenu Mely mosHaHMIMMa,
KoJlerama 1 IpylITBEHNMM IpyIlaMa ca KOjuiMa MCIIMTaHUIIM yjefie MHTepecoBama. Hajsuie
UCIIMTAHNUKA CY CTYeHTH IIpBe rofuue crynuja (35,21%), satum gpyre (22,18%) u kako
ce kpehemo Ka BUINIOj TONMHM CTY/Mja, TAKO YAMO MCTIUTAHNKA OIaja.

3a aHa/M3y NofaTaka IPYMIjebeHN Cy OCHOBHU JIECKPUIITYBHM CTaTUCTUYKM IIOKa-
3aTespy. HakoH mTo je mpoBjepoM HopManHoCTU guctTpudynyje (Ha ocHoBy Shapiro-Wilk
u Kolmogorov-Smirnov tecrosa) yrBpheHa HepaBHOMjepHa AuCTpudyLUMja HofaTaka o
CIyIIarby TPEI My3MKe, OTyII/IM CMO Ce Ha HellapaMeTpujcKe MeTofe aHanuse. Cripose-
JIeHU Cy HellapaMeTPUjCKU TECTOBU Pa3/MKa I II0BE3aHOCTI, OHOCHO MH(epeHIujanHe
CTaTHCTHUKe: XU-KBaapar (y HacTaBKy X2 TecT) 1 Kpamepos V-koednIiujeHT 3a HOMIHATHe
Bapujadie n CrieapMaHOB paHr Kopenanyonu koepuimjent (rho).

PE3VIITATU

YIMTHMKOM CMO IIPOBjepaBasiy KOIMKO 9eCTO CTY/IEHTH CITyIIajy Pas/iduTe My3udKe
>KaHpoBe (moHyheHM cy dumu: KIacuy4Ha, IIOII, POK, eeKTPOHCKA/IeHC, TAHK, XEBYU METATl,
Typd0-dok, eTHO, r&b/coy, xumn-xon/pen u Tperr’). Kao urro Bupumo y Tadenu 2, Behuna

*  Mako npepcTaB/ba HOPKaHP Pell XKaHpa, Y OBOM pajy cMo MMamy nocedan Gokyc Ha Tpemn 1

CTOora CMoO ra I/ISI[BOjI/ITH/I.
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MICIIUTaHUKA YeCTO CITyIIa IOI My3UKY, Kao 1 POK, € TUM IITO BehMHa McIUTaHNKa CIyla
POK MY3UKY pefloBHO. XeBU MeTaNI U TTIaHK )KaHp ce HajMame Caymajy (ckopo 60% mcmu-
TaHUKA HUKaJla He CTyIlIa XeB) MeTaJl, a nm3y 50% HuKaj He CTyIIa aHK). XIII XOII/pert
II0Kas3yje BICOKY HOITyTapHOCT OBOT XaHpa Mehy rcrnmTanniumMa. Y IjeHu, Ha OCHOBY
OBUX IOfjaTaKa MOXXeMO 3aK/by4UTH Jia CY IIOII, POK M XMII XOII/pell >KaHPOBU Hajuemrhe
cnymann mMeby ncnurannMma.

3aHUM/BUBO je carjiefiaTyl pe3ynrare 3a Typdo-¢onk i Tpen sxaHpose. Camo 23,94%
MCIMTAHNKA HIKaJa He CaylIa Typdo-QoIIK, IITO yKasyje Ha TO fia je BehuHa ucnmTaHmnka
dapeM y HEKOM TPeHYTKY CIIylIajIa OBaj XaHp. PrjeTko ra cryma 12,32% ncnyuTaHnka, 10K
ra HEKOJIMKO ITyTa CeIMUYHO U CBAKOJHEBHO CITyIIIa CKOPO UCTU SPOj MCIIUTAHUKA, OFHOCHO
23,59% 1 20,77%, 11ITO yKasyje Ha TO Aa MCIIMTAHUIY UMAjy pasnndute npedepeHiyje Kaaa
je OBaj XXaHp y NUTakby, a/I) FeHepaTHoO Ta IPUIMYHO YeCTo cymajy. Tpen Mysuky HuKaja
He cmyma 30,99% ucnmranuka, mro je Behu npouenar y ogaocy Ha Typdo-donk. Pujetko
je cmymrajy 25% ucnmTaHuKa, HEKONMMKO IIyTa Mjecedno 18,31%, JOK ra HEKOIMKO ITyTa
CeIMMYHO U CBaKOZIHEBHO ciymia 12,68% n 13,03% ucnnrannka, na Mo>KeMo 3aK/by4UTH
Zla IOCTOj1 Pa3HOBPCHOCT y mpedepeHIrjaMa MCIUTAaHNKa KaJia je 0Baj )KaHp Y IUTambY.
C 0031poM Ha 0OBe IOfIaTKe, MOXKEMO 3aK/byUITH Ja, MaKo 00a KaHpa MMajy cBoje 000-
»KapaTe/be KOjU MX PeOBHO CIIyILIajy, Typdo-(hoNK ce YMHM Majo IomynapHujuM Mebhy
UCHMTaHNIMA, ¢ 0d3upoM Ha Behn dpoj ucnmTaHmKa KOjy ra CIyIIajy HEKOMUKO IIyTa
CeTMIYHO UV CBaKOJHEeBHO. Tperm, ¢ Ipyre cTpaHe, MMa Behn IpolieHaT MCIIMTaHNKa KOjI
ra HMKaja He CIYILIajy, aly U fa/be TOCTOj1 3HaYajaH Opoj OHUX KOjy Ta peJOBHO C/TYILAjy.

Kapa je y imTamy dpopmupame yKyca, BaXXHO je MCIIUTATY KOMUKO je ofpeheH sxaHp
MO3HAT ITyONINIIN, OHOCHO MCIIMTAaHNIUMA. Y CTy4ajy Tpel skaHpa, BehiHa ncnuTaHnka
je OfrOBOPIIIA 1A MM je OBaj >KaHpP JOBOJBHO IIO3HAT fla OMCMO YBXKIIIH BIXOBE IIPOLljeHe
mate y ynutHuky (Tadena 3). Tloper oBor nmuTama, Kpo3 HapefHa /{Ba CMO YIOTpedum
METOJly KOja je Ha Tpary MysudkKe eIMLMTaLje, KOja ceé KOPUCTY y KBaTUTaTUBHUM JC-
TpaKMBambUMa Kafja UCIMTAHUI[MA (HAPOYUTO M/IafiIMa) MOYKe OUTH IIPOSIEMATITIHO fia
apTUKYINITY CBOja MCKYCTBa U 3amakama (Dos Santos & Wagner, 2019): ncmurannim cy
CTylany ABuje mjecMe foMahyx u crpaHux Tpen usBobhaua®, mpu ueMy cy umanu sajjatke
7la IIpeCITyIIajy ImjecMe, OLyjeHe KOIMKO UM Ce NOIafajy ¥ [ja JIi Cy MM II0O3HATE Off PaHuje.
Kapa je peu o mjecmu gomaher Tpen nsBobaua, ckopo yetBpriuHa (26,8%) je mana HajHIDKY
OlLijeHy, 10K je camo 12,3% pasno HajBuiny orjeny. Behuna ncnuranuxa (82,7%) duna je
YIIO3HATa Ca OBOM IIjeCMOM IIpuje NCTpakBama. Kazia je pujed o mjecMu CTpaHOT Tpen
usBobaya, Haracak je Mo Ha CpeEbIM BPUjeTHOCTUMA, /i Tpeda HAIIOMEHYTH Jia je TeK
42,3% ncrmTaHnKa SUI0 paHMje YII03HATO Ca CTPaHOM IjecMoM y nopebemy ca fomahom.

Kapa je y muramy y>XmBame y CIylIaiby TPeIl Mysuke Ha ckamu of 1 o 10, raje je 1
O3HaYaBaJIO /la MICIMTAHMK YOIIIITe He Y>KIBa, a 10 la MHOTO Y>KIBa, pe3y/ITaTy Cy II0Ka3amu
ma Hajeehnm dpoj mcrmranmka (15,1%) yommre He y)X1Ba y CIyIamy Tpen Mysuke. CTaH-
IapiHa feBujanuja (c = 2,818) HaM ykasyje ia Cy MULIUbea MICIMTaHMKA O TPEIl My3UII

' 3a mpoBjepy IIpeno3HaBamba KaHPa U Kao JOJATaK pasjallliberby MITa IIOfpa3yMujeBaMo IO Tpell

JKaHPOM Y OBOM MCTP)XUBaIby, Y NHCTPYMEHTY Cy [OCTAaB/beHa [Ba IIUTaba (Ca IMHKOBIMA JI0
Ijecama) I7ije CMO Kao IPeJICTaBHIIKe )KaHpa Y PETMIOHATHOM IIPOCTOPY MOHYANIN IIjeCMy HajIIoIy-
NapHUjuX pernoHanHyx usBobhaua Jala Brat, Buba Corelli u Senidah, a xao 17108a1HO HajIIOyTAPHU]UX
usBobaua mjecmy rpyne Muroys (Migos) u [Ipejk (Drake).
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IpMINYHO nopuje/beHa. CKOpo MMOIOBMHA UCIUTaHUKA (44,1%) M3pasuia je HO3UTUBHO
MMUIIbEEbE O TPEIl My3HULN, fajyhu oljjeHe M3HAT ITPOCjedHe BPMjeHOCTI Ha CKasK Of 1 1o
10 (Tadena 4). OBo ykasyje Ha TO Ja, MaKO IIPOCjedHa OIljeHa Y)KMBamba y CIylamky Tpel
My3uKe usHocu 4,94 (1To je dnusy cpentbe BpUjeLHOCTI CKajle), IIOCTOj! 3HaYajaH dpoj
MCHUTAHMKA KOjM M3pakaBa BUIIN CTEIlEeH YXKMBamba y 0BOM >KaHpy. Kaza je y muTtamy
nocjehnBame KoHIIepaTa un GecTuBama ca Tpelm My3UKoM, BuIIe off 60% MCITUTaHNKa
HUKaJja Hifje IPYCYCTBOBAJIO TaKBOM forabajy, [ok HemTo Mame o 30% muxX jecy.

Meby ncmuranniyma Koju Cy faan CBoje MUIIbelbe O TEKCTOBUMA Y TPeIl My3HLY,
Hajeehu dpoj (43,66%) n3pasuo je HeraruBaH cTaB. CKOPO jeAHAKO OPOjHI Cy OHM KOjI
cy usjaBuu fa He odpahajy maxxmy Ha TekctoBe (39,44%). C npyre cTpane, camo 16,90%
MCIMTAaHNKA je M3PasyIo HO3UTUBAH CTaB IIpeMa TeKCToBMMa y Tperry. C 0d3upoM Ha To
majeX = 1,77 Ha ckami of 1 1o 3 (1 = He odpaham naxky Ha WUX, 2 = He cBubajy My ce 1
3 = cBubajy My ce), 3ama)kaMo TeH/IeHIVjy Ka HeYTPa/IHOM VI HeTaTVBHOM CTaBy IIpeMa
TEKCTOBMMA y TPEIl MY3HIIN.

ITopep onurer cTaBa 0 TEKCTOBMMA Y TPEN MY3UIM, MHTEPECOBAJIO HAC je KaKaB je
OIHOC IpeMa foMuHIpajyhum TeMama y Tper skaHpy. VICOUTaHUIM CY OLjebUBaI Ha
ckanu ofpeheHe TeMe ImpuKasaHe JIjeIMMITIHO )KapTOHCKM, KaKo OU HajOMIbKe offpakaBase
TBPJiHbe, CTEPEOTHIIE ¥ KOHTPOBEp3e Y TPEll MySULIM U MAEHTUTEeTe Koje Tpell M3Bohaun
rpasie momohy mux (Tadema 5). Y morneny usjaBe ga XMBOT Y CMPOMAIITBY U HEMAIITUHIN
JIOHOCY BPMjeHO UCKYCTBO, 38 ucnmrannka (13,38%) cMarpa fja Tpell My3uKa IOTIIYHO
BjepOJJOCTOjHO IIPUKa3yje CTBapHY KUBOT, oK 112 (39,44%) cMaTpa #a ije/lMMIYHO IIpHU-
Kasyje cTBapHoCT. OBO yKa3yje Ha TO Jia II0CToju ofipeheHa KomunHa ckenTumama Meby
MCIUTAHNIIMA O TOMe KOIVKO je OBaj acleKT TPel My3uKe pedriekcuja crBapHocTit. CTIMIHO
TOMe, KaJja ce IIoCMaTpa CTaB O TOME JIa je jeAVMHM YT U3 CMPOMAIITBa KPO3 KpMMMHAII, 49
ocoda (17,25%) Buay TO Kao IIOTITYHY VICTUHY Y TPel My3UILY, TokK BehnHa (42,61%) cmaTpa
7la Ta TBP/iiba He Ofpa)kaBa CTBAPHOCT. OBO MOYKe YKasMBaTy HA TO /la MHOTY IIPENO3HAjy
OBy TeMy Kao IIpeyBeludaBambe y OKBUPY aHpa. 3aHUM/bMBO je HallOMeHYTH Jia 76 yc-
IUTaHMKa (26,76%) MMUCIM Ja Tpel My3HKa IIOTIYHO Ta4HO IIPUKasyje Maejy Aa SPYLITBO
LIjeHN MOjeiNHIIe CaMO KPO3 HIXOBO MaTepyjanHo dOrarcTso, 1ok 103 (36,27%) Buan
TO Kao AjenuMu4Ho TauHo. OBO cyTepuilie fia je MaTepujann3aM JOMUHAHTHA TeMa Koja je
M/IaiuMa OMcKa Kpo3 Tpell My3MKY. Y HOITIeRy TeMe O ,HAIMM JbyIuMa“ y MHOCTPAHCTBY
Koju ce daBe KpuMuHanoM, Hajsehu dpoj ucnmranuka (47,90%) cMarpa ia Tpen My3uKa He
IIpMKasyje CTBAPHM KMBOT, HITO MOXKe YKa3MBaT/ Ha TO Jla MHOTY IPETIO3Hajy OBY TBP/IbY
Kao CTEPEOTHII WJIN IIPeyBeIndaBambe. ¥ Lje/HN ITIeJaHO, JOK Cy HEKM aCIIeKT! TEKCTOBa Y
TpeI XXaHpy ofjpeheHNM ncmnTaHNIMMa TadHA PeTpeseHTal[1tja CTBAPHOCTH, MHOTH IIPero-
3Hajy ofipeheHe Teme Kao mpeyBemMIaHe MIU Kao HEIITO IITO He OfpakaBa CBAKOJHEBMUILY.

Meby cTymeHTIMA KOji PeOBHO CITylIajy TPel MY3UKY, 4ak 78,4% mux Hajuenrhe
kopuctu JyTjyd (YouTube) 3a cnyurame mysuxe, nox je Crotudaj (Spotify) apyru Haj-
nonynapauju u3dop ca 18,4%. Kapa mormenamo oHe Koju CIyIuajy Tper My3UKY pHjeTKO
WM Hukapa, npuMjehyjemo cmmyan odpasan: Behnna mux rakohe npedepupa Jyrjyd.
Ocrare mardopme kao mro ¢y Emn Mjysux (Apple Music), Jusep (Deezer), Caynpn Knayn
(SoundCloud) n mpyre, Hucy Tomko nomynapse Mebhy ucnurannIMMa.

V3 Tadene 6 Moxxemo 3ak/pyunti fa ocode mabe crapocue rpyme (18-20 ropusa)
venrhe C/IyIIajy Tper My3IKY CBAKOJHEBHO, JOK 0code 13 rpytie 21-23 ropute enthe HaBofe
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A TPeIl My3MKY C/TyIIajy HEKOMMKO ITyTa MjecedHo, CeAMUYIHO umu pujetko. Ocode koje
Cy HaBeIe la HUKaJa He CITyIajy Tpen My3nKy Takobe cy Hajuerhe 13 cTapocHe rpytie off
21 mo 23 ropune (0code U3 cTapocHe rpyie off 21 1o 23 rofuHe Cy HajBUILIe 3aCTyI/beHE ¥
y30pKy). X2 TecT HaM y Tadenmy 3 mokasyje fia je BpujeHOCT I (3HayajHOCT) — 0,443, 1mITO
je Behe ox yoduuajeHor mpara 3HadajHocTit of 0,05. To 3Ha4M fa HeMa JOBO/BHO JOKa3a
Ia ofdaIMo HY/ITY XUIIOTE3y U 3aK/bydIMMO JIa IIOCTOjI 3HAaYajHa Be3a usMeby gBuje
Bapujadie. [lakie, HA OCHOBY OBOT TeCTa, He MO>KeMO pelin [ja oCToju CTaTUCTUYKM
3HayajHa MOBe3aHOCT u3Meby cTapocHe rpyIie 1 yuecTamoCTy CAyIlama Tpel My3JKe,
MaKO HaM Ha IIPBMU IIOIJIE], IIPeT/Ie]] Cylllatha OBOT JKaHpPa II0 CTAPOCHMM T'pyIllaMa Ha TO
Mo>xe ykasuBaTi. Vicro Ham oTBphyje Kpamepos V-koedpunujent (0,119) xoju ykasyje
Ha Bp71o c1ady moBesaHocT. 3HayajHocT of 0,443 (Beha o 0,05) 3HauM a OBa IIOBE3aHOCT
HUje CTaTUCTUYKI 3HAYajHa.

Mymkapun venthe HaBoOze fa ,,HUKAA He CaylIajy Tpen Mysuky. XKene, ¢ gpyre
CTpaHe, UMajy Behy CKIIOHOCT fla CTyIIajy Tpell My3MKY HEKONUKO ITyTa MjeCedHO Y OfI-
Hocy Ha MymKaprie (Tadena 7). Takobe, X2 TecT HaM y OBOM CITy4ajy yKasyje Ha TO fia je
acMMIITOTCKa 3HadajHOCT 0,029, mITO je Mame off mpara 3Hauajuoctu of, 0,05. To sHaunm ga
MIMaMOo JJOBO/BHO I0Ka3a Ia Of0AIMMO HY/ITY XUIIOTe3y U 3aK/bY4MMO Jia TOCTOj1 3HAYajHa
Besa usMel)y 1moma ucnmMTaHMKa ¥ yI9eCTANIOCTH CIIyIIamka Tpen Mysnke. Takobe je BakHo
HaIlOMeHYTH fla HujefHa hennja (0%) Hema odeknBaHM OpOj Marby Off 5, IITO 3HAYM 7Ia je
TecT noysgaH. Kpamepos V-koeduiujent, uckasan y Tadenu 7, naje koepuumjenr 0,195
U TUMe yKa3syje Ha cady 10 yMjepeHy IoBe3aHoCT usMel)y Imoma u yuecTanocTy Cyama
Tpen my3uke. 3HadajHOCT OF 0,029 (Mama oz 0,05) motBphyje na je oBa moBe3aHOCT CTa-
TUCTMYKY 3HavajHa. [Taksie, Ha 0OcHOBY X2 Tecta u Kpameposor V-koeduljeHra, MO>KeMO
pehu ma mocToju CTaTHCTIYKM 3HaYajHa, ayu Cladja IT0Be3aHOCT U3Mel)y Moy McnmTaHmKa
Y y4eCTa/IOCTH CITylIarba TPEI My3HKe.

CrygieHTI 13 pasIMYUTHX Od/IaCTU CTyAMja MMajy pasmIdInTe HaBMKe Kajla je ped o
cnymamy Tpen Mysuke (Tadena 8). Bemku Opoj crynenara (44%) cnyluajy Tpen My3uky
HEKOJIVKO Iy Ta MjeCeqHO, HeKOIMKO ITyTa CEIMUYHO U CBAKM fiaH, a MeDy mwuMa je Hajsehn
YOMO CTyfleHaTa IPYIITBEHNX ¥ XyMaHUCTUYKNUX HayKa — 31% cTyfleHaTa He CIyIIa Tpem
HMKazia. Jako ce Tpem decTo crymna Mehy cTyeHTHMa IPYIITBEeHNX HayKa, 3Ha4YajaH dpoj
CTyJeHaTa 13 NHKeHhepPCKUX 1 TEXHONMOMKMX HayKa Takohe cyima oBy BpCTy Mysuke
HEKOJIVKO ITyTa ceMI4Ho (26,7%). Ha ocHoBy X2 Tecta u Kpameposor V-koedurmjeHTa,
MO>Ke Ce 3aK/bY4UTH Jla TIOCTOjU CTATUCTUYKY 3HAYajHa, a/y caduja moBe3aHoCT usMehy
od/MacTy CTyAMja ¥ YIeCTANTOCTH CIIYLIakha TPl My3HUKe.

C 0d31poM Ha TO fia HaM IIPETXOIHO IPeCTaB/beH MPerTef II0jeAMHAYHIX Bapuja-
Oy Huje ykas3ao Ha 3HaYajHY IOBE3aHOCT He3aBUCHUX Bapujadmu (coryoneMorpadckmx
HofjaTakKa) 1 CIyllama TPel MysUKe, CIIPOBENN CMO YHUBAPUjaHTHE Y MY/ITYBapUjaHTHe
tectoBe (ANOVA® 1t MANOVA®), rije cMo aHa/musupany yTuliaj He3aBUCHUX Bapujadii,
Kao ILITO CY IOJI, CTAPOCHA TPYIIA, MjeCTO CTAHOBakba, 0O/IACT CTYANja 1 3aBpIlIeHa Cpeba
IIKOJTA, Ha KaHP My3MKe KOj! CTyfIleHTH npedepnpajy, ca mocedHNM GOKycoM Ha Tpern

5 Crapocha rpymna: F(4) = 1.303, p = .270; ITon: F(1) = .581, p = .447; Mjecto craHoBama: F(2) = 2.280,
p =.105; Odnact cryanja: F(5) = .940, p = .456; Bpcra cpenme mkone: F(3) = 1.207, p = .308.

6 Mynrusapujantau pesynraru: Wilks' Lambda: .918; F(20, 810) = 1.899; p = .013; Partial Eta
Squared = .045.
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MY3UKYy. PesynTaTy HaBeleHUX aHaMM3a Cy IOTBPAMIIN Jia He TOCTOje CIennIIHe CKIo-
HOCTH Ka TpeIl My3UIIM Ha OCHOBY OBUX He3aBMCHUX Bapujadym.

Amnanusa ppekBeHIIMje CylIamba TPEI My3UKe Y OBHOCY Ha BPCTY 3aBpILIeHe Cpefiibe
IIKOJIe TOKa3yje c/befehe: Mehy rumuasujamumma, 44% BIX PEOBHO CIIYIIA TPEI MY3UKY
(HEKO/MKO IyTa MjecevHo, CeMIYHO WIN CBaKofHeBHO). C apyre cTpaHe, 31,9% Huxana
He CTylIa OBy BpCTy MysuKe. CTyIeHTU KOju Cy 3aBPIIMIN CTPYYIHY TEXHUYKY IIKOTY Y
4eTBOPOTOAMIIbEM Tpajaky y BeheM Opojy pemoBHO cnyliajy Tpemn Mysuky (43,4% on
YKyIHOT dpoja MCIIMTaHUKA U3 OBe IPYyIie), IPUONIDKHO YeTBPTUHA (25,9%) OBUX CTYHe-
Hara CTylla TPeI My3UKy PUjeTKo, MoK 30,7% mux HuKaja He cryma Tper. Ha ocHoBy x2
tecta 1 Kpameposor V-koeduiujenTa, Moxe ce 3aK/byIUTH Ja He TOCTOjU CTaTUCTIIKN
3HaYajHa IToBe3aHOCT usMely BpcTe 3aBpllleHe Cpefiibe IIKOJIe M CITYIIamha TPEI My3HKe.

Behuna cTypmeHaTa Koju cTyIIajy Tpemn MysnKy, 6es 0831pa Ha y4ecTanocT, U3jaBuia je
Jia je ’bUXOBA IOPOAYILIA TOHEK/Ie yTULa/Ia Ha 1b1X0B My3udky ykyc (Tadena 9). Mehytum,
pesynTaTy X2 TecTa II0Ka3yjy fa He [IOCTOjI 3HaYajHa II0BE3aHOCT U3MeDy yTuiaja mopo-
[Mlle Ha MY3MYKH YKYC U CIyllama Tpen Mysuke. Ha ocHoBy pesynrata CrieapMaHOBOT
pasr KopenaunoHor koeduiujeHta (rho), Moxe ce 3aK/bY4NTI 1A He TOCTOjU 3HAYAjHA
Kopenanuja usMelhy ciymama Tpera u yTuljaja Iopofuile Ha MysUdIKy yKyc. BpujenHoct
koeduiyjenTa Kopenanyje usHocu 0,023, TO yKasyje Ha BeoMa C1ady oBe3saHocT usmehy
oBe JiBUje Bapujadiie, a Iopep TOra, p-BpujefHocT je 0,704, mro motphyje na kopenamyja
HMje CTAaTUCTUYKY 3HAYajHa.

Behuna crynenara koju ci1y1ajy Tper My3uKy PefOBHO HaBOJM f1a CY HYXOBY IIPH-
jaTe/py JOHEK/IEe YTULA/IM Ha IbUXOB MY3UYKM YKYC. X2 TeCT IIOKasyje la HeMa 3Ha4yajHe
noBesaHoOCTH nsMeby yTunaja mpujare/ba Ha MySUYKY YKYC U CTyIIama Tpel Mysuke. Ha
ocHOBY pesynrara CrieapmMaHoBor rho, Moxe ce 3aK/bYYMTH [ja HOCTOjU CTATUCTUYKN
3HayajHa, a/IM C1ada IoBe3aHOCT u3Mely Tora KoamMKo 4ecTo MCHUTaHUIN CITYIIajy Tpell
MY3VKY ¥ yTHIIaja TpyjaTe/ba Ha BUXOB MY3IYKH YKYC. BpujenmHocT koednmmjenTa ox .120
ykasyje Ha cady IO3UTUBHY KOpealljy, IITO 3HA4N A LITO BUIIe IpMjaTe/by yTUIY Ha
MYSHUUKY YKYC UCIIUTAHNKA, mocToju Beha BjepoBaTHoha na he nctimranniy vemrhe cay-
ATV Tpell Mysuky. MebyTum, Tpeda HanoMeHyTH Aa MaKo je KOpenanuja CTaTUCTIIKI
3HavajHa (p = .043), oHa je mpmnnyHO cada u crora Tpeda dUTH ONpesaH MpH LOHOIIEHY
3aK/bydYaKa O HPaKTMYHOj 3HauajHOCTH oBor Hanasa (Tadena 10).

[TocedHO cMO MICIMTHBAIIV OKOTTHOCTH Y KOjUMa MCIIMTAHWUIU CITYIIajy MY3UKY, TPU
JeMy CMO 32 0Baj pajl, y CK/Iay ca CHelMGIYHIM MHTePeCOBaeM 3a IIOTPOIIauKe HaBN-
Ke, U3[[BOjI/IN pe3y/iTaTe KOji ce TUUy C/Iylllama Mysuke TokoM kynosune (Tadena 11).
Ha ocHoBy yKpiuTama pekopupanux Bapujadmu ,,Cayurame Tpem xxaupa“ u ,,Cayurame
MY3MKe TOKOM KYIIOBMHe", MOXe Ce IPUMMjeTUTH 1A Off MCIUTAHNKA KOjU PEOBHO CIIy-
11ajy Tpen Mysuky, 20,8% 4ecTo ciylia My3uKy TOKOM KYIOBMHE, BOK 20% mbUX TO paau
yBUjeK. ¥ CyIITHHY, TO 3Ha4M Jja 40,8% JMCIUTAaHMKA KOjJ PeJOBHO C/IyLIajy TPEI MY3UKY
TaKohe 4ecTo WM yBUjeK CIylLIajy MysUKY BOK Kymyjy. OBo Mo)Xe yKa3yBaTI Ha TO fia
nocroju opehena cknonocT Meby /pydurespriMa Tpel My3MKe Jja KOPUCTe MY3UKY Kao
IIpaTY TOKOM KynosyHe. OcuM Tora, Buile o 40% JMCIMTaHMKa je OfTOBOPIIIO la My3MKa
KOjy C/IyIIajy JOHEK/IEe M MHOTO yTude Ha BIXO0Be MOLHE 1300pe, a YKOINMKO MOT/IEfaMO
CTPYKTYPY UCIIMTaHMKA KOjU Cy O3HAUM/IN OBe OATOBOPE, MOIOBUHA buX (48%) unHe
UCTIMTAaHUIIM KOjU PeJOBHO CIyIIajy TPeIl MY3UKY.
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[Ipunmkom aHanM3se NOTPOIIAYKMX HABYMKA ITIOBE3AHNX Ca CIylIamheM TPl My3UKe,
Y YIUTHUKY CMO YK/bY4W/IM HU3 IINTakba KOja ce Ty Heplelyje MCINTaHNKa IpeMa
MOJIHUM OpPeHJOBUMA, HUXOBO]j MOMY/IAPHOCTH I TPEH/JOBMMA, KA0 U IIpeMa yTULAjy
Tpel My3MKe Ha IIpeIo3HaBae U aconujanuje oxpebennx dpennona. [Toctapymmm cmo
ucnuTaHnnuMa cbefieha murama, Ipy YeMy Cy OHM O3HA4aBa/IM OHA KOja OfTOBAPajy Hbli-
XOBOM UCKYCTBY: [la U cTe MKana Kymm ofijehy mmy fomaTke Koju Cy MOBe3aHM ca Tpell
yMjeTHMKOM/11oM?, [la /i1 cTe MKaja KYyIuIu IPOU3BOJ 3aTO ILITO I'a je IPOMOBIUCAO0 TPeI
yMjeTHMk/1a?, [la i je Beha MoryhHoCT ja KymnnTe IIpoK3BOJ, YKOJIVKO Ta je IIPOMOBICA0/
J1a Tpell yMjeTHMK/1a?, [Ja I MUCIMTe fa Tpel MysMKa yTude Ha To Koju he mpoussoau
TIOCTATH TOITy/TApHM UK Y TpeHny?, [a mu je Beha moryhuocT fa hete kynuTu npoussozn
Ofl KOMITaHMj€e KOja KOPMCTH TPeIl My3UKY Y CBOM OITIalllaBamby?, [la iu MucnmuTe fa Tpen
MY3¥Ka yTIde Ha KYIIOBHe HaBUKe U TTOIyMapHoCT ofipehernx dpernosa? OBa mmTama cy
OCMUIIUbEHA JIa TIPY>Ke YBUJL Y TO KaKO KOH3yMal[yja TPeIl My3JKe MoXKe OUTM TToBe3aHa
ca cTBapameM ofpeheHnx moTpouaykux npedepeniyja u CTaBoBa.

BehuHa ncrmntanmka Koju peoBHO CITyIIajy Tpel HUCY Ky ofijehy v mopatke
KOj¥ Cy TIOBE3aHM Ca TPeIl yMjeTHUKOM/IoM (72,8%), HUTH mpousBojie Koje Cy IpOMOBH-
cayu Tpen yMmjetHuiy (84,8%). Tex 13,6% mcrnuTaHuKa KOju Cy peSOBHY CTyLIAOLY Tpema
Kaxy fa je Beha MoryhHoCT fa KyIie IpoOM3BOA YKONMKO T'a IIPOMOBHIIIE TPEI YMjeTHUK/
11a. JMaxo je BehnHa nspasmna yBjeperme fa Tpeln MysuKa yTude Ha TO Koju mponssoan he
HOCTATH OMYIAPHY MU Y TPeHAY (66,4%), max je 67,2% mIX OArOBOPIIO a Huje Beha
MoryhHOCT fia KyIie Ipon3BoOf, Off KOMITaHMje Koja KOPMCTH TPeIl y CBOM OryamaBamy. Ca-
IJIACHO MUIIUBEEbY O YTUI[Ajy OBOT KaHpa Ha TPeH[0Be, Beh1Ha MCIIMTaHUKa KOjIi CIyLIajy
PenoBHO Tpe (65,6%) MICIIe Ia Tpel My3lKa yTide Ha KYIIOBHe HaBJKe U IOIIYJIapHOCT
oppebhennx dpenposa.

Y Haloj aHKeTH, UCOUTAHUIIN Cy 3aMOJbeH Jla HaBefly MOJHe dpeH/IOBe KOjI MX
acolupajy Ha Tpell Mysuky. Pesynratu nokasyjy na Huje dumo mpodiema fia ce HaBefie
HajMambe jefjaH off TyKCY3HUX OpeHIOBa KOjI ce moBe3yje ca TperoM. Hajuemrhe HaBenen
je I'yam (Gucci), mykcysHU MORHM OpeHJ Kojer ¢y 42 ucnuTaHyuKa IoBe3ana ca OBUM
xaHpoM. Tpupecer ydecHuka je HaBeno fa je Spenp banencujara (Balenciaga) cHOHNM
3a Tpell My3MKY, @ IaKo je IIPMMapHO MO3HAT Kao ciopTcku Opensi, Hajk (Nike) je Tpehu
Hajuenrhe mosesan dpeny (28 HaBobhema). Kao cBjefoyancTBO 0 Besu Tpem Mysuke ca
TykcysoM u packormn, IIpasia je Takohe ciomenyTa, Maga pebe, momenyo jy je ocam mc-
HMTaHMKa. VICTaKHYTOCT TyKCY3HUX OpeHIoBa y OTOBOPMMA HAI/IANIABA KY/ITYpHE Bese
Tpen My3uKe ca JOraTCTBOM, MOJIOM U HAYMHOM XXMBOTA.

PACITPABA

ITpernen odpahennx pesynrara Ham oMoryhasa fja carmeiaMo KOH3yMaIijy My3UIKIX
cafipKaja CTy[IeHTCKe IIOIy/Ialyje Kpo3 [BMje AMMEH3Mje: IIPBa Cé OGHOCK Ha TeHepaJiHe
npedepeHyje, Koje y jefHOM IMjely MO>KeMO IIOBe3aT C TEOPMjCKUIM OKBMPOM pajia U
paHMje CIIpoBefieHNM UCTPAXXIBABIMa O MY3UUKUM IpedepeHijaMa MIaux 1 Apyry,
KOja HaM TIpy>kKa ocedaH OCBPT Ha KOH3YMaIlMjy Tpera Y OffHOCY Ha JOMUHaHTHe Hapa-
TUBE O OBOM JXaHpY.
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IIpBo, Kazia je pujed 0 MySUIKUM IpedepeHijaMa, IOCTOjI Be/IMKA IOANje/beHOCT
y aBopusOBamy >KaHPOBA, y3 HEIITO Behy C/IyIIaHOCT HOII U POK >KaHPa, HOK je IOoIy-
JIAPHOCT TPEII My31Ke Ha HUBOY IOIy/IapHOCTHU Typdo-dok sxanpa. He mocToju sHavajHa
pas/MKa y MysuukuM npedepeHnmjama y ofHocy Ha BehnHy coryonemorpadckmx Bapu-
jadmu, ocuMm y cnyuajy mMjecta craHoBama. CTYAEHTY KOjI )XKMBe Y ypOaHUM CperHaMa
MIMaJIV Cy pa3iuanTe My3ndke pedepeHInje y oOffHOCY Ha OHe U3 pypamHux odmacti. OBo
ce Moke 0djacHNTY BehyM MPUCTYIIOM KYITYPHUM CafipKajuMa y ypOaHUM odmacTuma,
Ka0 U PAa3IMYUTUM COLMjaTHUM U KYITYPHUM YTULAjUMa Y PasINnIUTUM OKPY>KebJMa.
Ykonuko pesynrare mocMaTpaMo y OGHOCY Ha BypaujeoBy Teopujy XoMOoruje, nako je
M30CTaB/bEHO MCIIUTUBAbE MATePUjaTHOT CTaTyca MCIMTAHMKA (C 0031POM Ha TO Jia je ped
0 CTYAEHTCKO] HOIy/IalLyjy, Koja y BehuHu crydajeBa Huje 3arocieHa), MO>KeMO Ce YBjepUTH
Jla ce BUCOKa Ky/ITypa He UAeHTUPUKYje Kao MapKep COIMjaIHOT cTaTyca, Beh pesynraTn
YMHOTOMe /Iy Y IPUJIOT TeOPMj¥ OMHMBOPA M YHUBOPA, Ca TpOMjeH/pyBoNINYy y OffHOCY
Ha HeKe Jpyre Bapujadie Kao IITO Cy IIMPOKa NOHY/AA MY3SMIKNX )KaHPOBA, HAaIlpeslak
TEeXHOJIOTHje 1 JOCTYIIHOCT ITIOdaTHNX IPOM3BOJa MYSIUYKOT KOH3yMMpama. Kako jey
IIUTakby PasHONMKA CTY/IEHTCKA IIOIy/Ialiija, 3Ha4ajHUM ce II0Kasyje 1 beneToBo mocma-
Tpame MIaJ1X KPO3 ,,HeoIl/IeMeHa, O[fHOCHO IIPYBPeMeHa OKYIUbalba Ca IPOMjeH/BYBUM
rpaHMIlaMa ¥ 4IAHCTBOM, I7jjé yO4aBaMo Jla Ce ¥ OBa IIOIIy/Iallija He MOXKe TIOCMaTpaTh
XOMOT€HO, Beh f1a ce ca [pyIITBEHNM ITPOMjeHaMa jaB/ba XeTEePOTeHOCT Y YKyCUMa 1
HaBMKaMa, TOJCTAKHYTa KyITYPHOM JMHAMMKOM ¥ TparameM 3a HOBYM U/IEHTUTETHMA.

Hpyra muMeHsnja ce OFHOCK Ha MOITYZIAPHOCT TPEIl My3MKeE I IePLENINjy CTBAPHOCTH
IeHIX CTylanana. Pesynraru Hac yyhyjy Ha cudaH cratyc Tpen Mysuke u Typdo-¢orka,
Y KOHTEKCTY IIOIy/IapHOCTH >KaHPoBa. PaHMja ncTpaxkuBama 0 Typdo-(POIKy 1 HeroBoj
BpujeHOCHOj opujenTanuju (Dragicevi¢ Sesi¢, 1994), koja cy yrnosopapasa He caMo Ha
CTBapame jeflHe BU3yeTHe eCTeTHUKe KOja JONATHO JOIPUHOCHU (caMo)orpaHNYaBamy
Opujenta Hactipam OkuupienTa (Said, 2008) Beh 1 Ha UgeHTHUTETE KOjU IIPYXKajy OKBUpe
3a MOMYNMCTUYKE TIpaKce ¥ pyra KOHPOPMIUCTIYKA TTOHAMIAka, Moryhe je mocMarpaTn
KpO3 IpMU3My Tpell My3MKe, y JOMEHY MaTepujalucThIKe Kyarype. Vako je penennuja
Typdo-( ok Mysnke duta pesepBUCaHa 3a HIDKe 0Opa3oBaHe C/I0jeBe CTAHOBHUIITBA,
PasnMYNTHX Y3PACHUX T'PYTIa, KaJja je pey o TPeIly, Pe3y/aTaTy II0Ka3yjy Jia Off CBUX MCIIN-
TMBaHMX COLMOMIeMOTpadCKUX Bapujadiu, jea1HO y3pacT Kopenupa ca CIyLlambeM OBOT
>KaHpa. Y ogHOCY Ha cTapuje, miabe crapocHe rpyme (18-20 rogmHa) Bulile Cy O3HauaBaje
Jla CIyIIajy Tpel MysuKy cBaku faH. CKIOHOCT Ja HUKajla He CTyIlaTe TPEIl My3UKY pacTe
ca rojiHaMa, Ha IITO HaM yKa3yje IoKa3aTe/b la CTapOCHa Ipyna 24-26 rofiyHa pujeTko
CITyllIa TPeIl My3MKY CBaKM JaH (caMo 5% oBor aujena ucimraHmka). Ca nosehamem dpoja
TOfIMHA, CKTIOHOCT Ka Tpel Mysuiu omana. OBaj TpeHp je IT0cedHO M3paXKeH Y CTApOCHO]
rpynu 27-29 roguHa raje 50% HuKaja He cryiia Tpen Mysuky. C ipyre cTpaHe, Ha IIpUMjep,
POK My3lKa OfIp)KaBa pelaTUBHO KOH3UCTEHTHY CIYIIAHOCT Mehy cTapocHuM rpymama,
Ca IIOPAcTOM CBAaKOJZHEBHOT C/Iyllara y CTapOCHOj Ipymu off 30+ rofiHa, Ifje 3amma)amo
Jla OBaj >KaHp II0Ka3yje TPajHUjy IPUBIAYHOCT, OLHOCHO IVPOKY npuxsaheHocT. OBO d11
MOIJIO 3HAYMUTH J]a, MAKO je TPEIl My3MKa KapaKTePUCTUYHA 32 CABPEMEHY KyNITypPy MIafIVX,
POK My3JKa MMa BaHBPeMeHCKY npuBiadHocT. C 0d3upoM Ha TO [ja H YHMBApUjaHTHA
HJI MyITHBapMjaHTHA aHa/IM3a HUCY II0Ka3ajle IOBE3aHOCT COLMOMIeMOrpadCKIX NH/M-
KaTopa ca CTyIIambeM TPEIl My3MKe, MOXKEMO ITPETIIOCTAaBUTH /A je CTylLIale OBOT YKaHpa
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MO KMBOTHe (ase, Koja KapaKTepyille OMHMBOPCKIU CTUI KOH3yMUpakba KyITypPHUX
cafipKaja. BaxHO je pasyMmjeTu 1a 11oj, Ky/ITyPHOM KOH3YMal[[jOM He IIOfIpasyMIjeBaMo
caMo acIIeKT CITylIama ofipeheHnx xxaHpoBa, Beh 1 sHame 1 MHPopMMcambe 0 buMa. OBaj
3aK/by4aK IOAIPXKaBajy ¥ Pe3yITaTy KOju IIOKa3yjy fla Cy MIaJy MHOTO BUIIE YIIO3HATH
ca cafp>KajuMa Tpel KaHpa, NHPOPMIUCAHM Cy O n3BohaunMa 1 pasiukyjy Taj xaHp of
CPOJHIX, HETO IITO I'a CIYIIAjy ¥ CTodOIHO BpujeMe (HapOIMTO ce TOKasyje BaXKHIM II0fia-
TaK Jia mpeKo 60% McITaHMKa Huje HiKajia 11710 Ha KOHIepTy Tpell n3Bohaua). JIpyrum
pujednma, pesyaTaTu Hac yryhyjy Ha TO ja MIafiyl HUCY aKTMBHA ITyO/IMKa TPeI )KaHpa y
Mjepu y K0joj CMO IIpeTrocTaB/bai (y CMICITY a MCKOPUILITABajy CBOje pecypce 3a CrIy-
IIambe TPeIl My3UKe), aJli Cy U3/I0KeHU HeHOM YTHIIAjy, YIIO3HATY C IbeHIM CafipyKajeM 1
nonynapHouthy. BaykaH je n Hamas fa jacHO paszBajajy yMjeTHUUKY (My3UUKM) U3pakaj
Off CTBapHOCTH y BehnHM IpefodeHNX TeMa Koje IIpeoBIafjaBajy YHyTap Tpell >KaHpa,
IITO HaM FOBOPU Jja Ce OiBMja IeKOfMpalbe IIOPyKa AMCEMMHOBAHMX KPO3 OBE My3IYKe
cagprkaje. OIroBOp Ha UCTPAXMBAYKO IIUTAIbE KOje Ce TIYe OFHOCA IOTPOIIAYKIX HaBMKA
U CIyLIaba TPeIa, [oOMjaMo Kpo3 jedaH MHOTO 3HAYAjHUJU I IIMPK Pe3Y/ITaT, a TO je Aa
MJIaZi} TIPENIO3HAjy JOMUHAHTHY KallUTAaNUCTUYKY AMMEH3Mjy My3udKe UHAYCTpHje, y
KOHTEKCTY TOTa JIa 33 HbUX TPEl ayTEHTUYIHO OfipakaBa CTBAPHOCT MaTepMjamMCTUIKeE
KyIType Koja IIpPO)K1Ma CBaKOZHEBHU >KIBOT, APYIITBEHE BPMjefHOCTH 1 Mjeputa. OHO
IITO CY Y CBOM ucTpaxusamy JlamoH u Jlapy mokasanu, motsphyjemo n Mu Ha mpumjepy
cryneHara n3 Penydnuke Cpricke — MIaiy IIpENO3Hajy KYATYpHE pecypce KOju ce MOTy
IpUOABUTHU ¥ TVMeE MOTY MOQOJBIIIAT CBOj IPYUITBEHM TIOTI0KAj, YMMe Ce TTO3NIMja Ha
IPYIITBEHOj JbeCTBIIM TPEHYTHO Ojadasa 1 osehasa BuybuBocT. OCBjefoyeHa Ipero-
3HAT/BMBOCT MOTHMX OpeH/I0Ba Kao M3pasa JIYKCy3a, 3aCTYIUbEHMX Y TPeIl KYITYpH, jecTe
HaJIa3 KojJ je KoMIIaTuOmIaH ca ucrpaxmpamuma TopHToHa U BypkanTepa. VHTerpanuja
OBIUX OpeHJIOBA Y TPeNl KYATypPy pedexTyje HaM peUIpOIHM YTHUIAj MAPKETMHIIKNAX
HOpYKa I KyIType MIaiuX, Te HoKasyje MehycodHy nnrerpanujy (Mysnike) yMjeTHOCTH,
CaBpeMEHOT Heo/deparHor KaluTanuaMa u QIyngHIX UeHTUTETa.

3AK/bYYAK

Mebycodnu rnodanuu u TOKalIHU YTULAJU Y CIOKEHOM M IMHAMUYHOM IIPOLecy
KOj Cce HasyBa ,,I7IoKanm3anyja‘, MehycodHo npoxnmajy u odmukyjy kyntypy (Roberston,
1992). lejcTBO OBOT IpoLieca je OCBe BU/BMBO I Y JOMEHY My3U4Ke IPOAYKLVje U My-
31YKe KOH3yMalyje, ali TO Huje CBe — My3uKa (M My3WIKM IPaBIM) IOCTaje MpOMOTEp
riodanusanuje. JJok I7100aTHy My3UYKY )KaHPOBY U TPEHIAOBY YTUUY Ha TOKAJTHE My3UUKe
ClieHe, ICTOBPEMEHO JIOKa/THU 13Bohaun yHOCe TpafMIyje U KYITyPHe OfIMKe TOKaTHOT y
r1odanHy My3udKy Honyny. Ha oBaj HaumH, My3uKa IIpeCTaB/ba CPEICTBO 3a H3paKaBambe
U MAeHTUPUKALU]Y Pas/IMIUTIX COLMOfeMOrpadCKIX U MHTEPECHNUX IPYIIa, /I U YKa3yje
Ha KOMIIIEKCHE KY/ITypHe TpaHC(opMaliije CaBpeMeHOT [PYIITBA. Y TTOTPOLIAYKOM CMU-
CITy, TPEII XKaHp Y My3uLu pedIeKTyje CYLITHHY Ufeje KYITYPHNIX MHAYCTPUja’, OFHOCHO

7 Vlako cy myro KynTypHe MHAYCTpUje HOCU/IE HETaTUBaH MPefi3HaK, Y MOC/beAbIM JIelleHrjaMa
Ce [IeCHO BPMjEHOCHY 3a0KPET IPeMa OBOM CEKTOPY, HAPOYMUTO Y KpEMpamy KyATYPHUX MONNUTH-
Ka, IofipasyMijeBajyhit oy 0B1M ,,0He MHAYCTpUje Koje MIMajy CBOje IIOPMjeK/I0 Y MHANBIU/YaTHO]
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U3pa’kaBa OHO LITO C€ Y EKOHOMCKMM TEPMIHIMA Ha3UBa ,MUKPOMAaPKETUHT: KPOjelbe U
oI7amaBame odapa 1 ycayra Ha I7I0daTHOM MU CKOPO-TTI0daTHOM HIBOY Ha CBe BUIIeE
nudepeHINPaHNM 1 IAPTUKYIApHUM TpyxuitumMa“ (ipes. ayii.) (Roberston, 1995, str. 28).

Y nocmenmwe BpujeMe, MEOU)CKI JUCKYPC O TPEIl MY3UIIM YECTO je IPOXKET Hera-
TUBHUM KOHOTalljaMa, CTBapajyhit peficTaBy o IOTeHIja/THOj LITETHOCTH OBOT )KaHpa
3a TPaAMLMOHAIHE BPUjETHOCTI M/IA[NX, KOje C€ IOCMATPajy ca CTAHOBMIITA 3BaHUYHE
HOJINTYIKE 1 UJI€0JIOrje Hajuenthe y HALIVOHATHIM OKBMpPUMA. YIIOPETO C TUM, EMINPUjCKIL
HoZaLY yKa3yjy Ha IIOIMy/IapHOCT Tpel My3uke Mehy mmahum gemorpadckum cermeHTMMA.
OMmaiuHCKa CYyNIKy/ATypPa Kao jeAMHCTBEH KOHIENT He MOCTOjU, T€ Cé Y aHA/IUTUYKOM
CMICITY, a1 ¥ Kao TIpEeNopyKa 3a jaBHe OM/IaiMHCKe ITOTUTHKE, MOpa y3eTu y 003mp fa je
ped o AuBep3ndMKOBAHOj IPyNH, ca GIyNJHNUM UICHTUTETYIMA, Ka0 U eKIeKTULU3MOM Y
KYITYPHUM IIPaKcaMa. ¥ IPyIITBMMA y KOjIMA ITIOCTOj1 BICOK CTEIeH COLMja/THIX JeBMja-
nuja (kopymuuje, ode3Bpujehenor 0OpasoBHOTr C1iCTeMa I OTEXXAHMX YC/IOBA 3a KIUB/bEHe
BpujegHOCTY aQUPMMUCAHNX Y XYMaHUCTUYKO] KYATYPH) BaXKHO je MMATy eMIIMPUjCKY
HOTBPJY O AMPEKTHOM yTHI[ajy SMJIO KOT My3MUKOT XKaHpa Ha pOpMIUparbe BpUjeTHOCHNX
cuctema Maagux. O BpMje[HOCHMM OpMjeHTalljaMa He MO>KeMO TOBOPUTHI Ha OCHOBY
OBOT Pajia, jep OHe HUCY Oule MpeAMeT UCTPAKUBAKA, AU C 093MPOM Ha 3adpUHYTOCT
KOjy TIPO>KVIMajy jaBHM HapaTHBU O TpeIy, Moxkemo pehu c/penehe: mocmarpano ca cra-
HOBMIIITA TEOPMje OMHMOBOPA U YHUBOPA, AMBep3ndmKarja MysUIKux npedepeHinja
MOXKe OMTV MHIMKATOP BUCOKOT JPYIITBEHOT ¥ KYATYpHOT KanuTana. CTyAeHTH! KOji Cy
ucKasam npedepeHIje Ka TpeIy 1/ 3Harba 0 OBOM XKaHPY, HUCY HY>KHO 3aCTYITHNIN
Tpel KynType, Beh je moxuB/paBajy kao 3adaBy u pasoHony. C 003upom Ha to, dynyhe
conMoIonIKe aHanu3se Tpedano du fa ce ycMjepe Ka Ayd/beM pasyMujeBamy HauMHa Ha
KOjy M/Ia[iyl MHTEPIIPETUPAjy ¥ NHKOPIIOPUPAjy MySUIKe KAaHPOBE y CBOj€ UJEHTUTET-
cke koHCcTpykuuje. Takohe, Bpujenu odparutu makwy Ha MUTakbe HadMHA Ha Koju he ce
OJBUjaTV IIPEHOIIEE KY/ITYPHOT KallUTajla ca FeHepalyje Ha TeHepaljy U Y KOjUM XKu-
BoTHNMM (pasama he Hac/beICTBO, OFTHOCHO POUTEHCKY KallUTAN, UMATU BaKHU]Y YIOTY
of1 0djeKTUBHYX QaKTOpa KOj¥ Cy Y OBOM pajy JOIIHN ¥ POKYC.

JMako cMo Harmacwin Aa je ped o u3BubajHoM nctTpakusamy, Tpeda ucrahu u Hemo-
CTaTKe KOje CMO YOuI/IN IPMINKOM o0pajie IIofaTaKa — KBaHTUTATUBHA METOLO/IOTHja je
orpaHnyaBajyha y Ioreny TaqHor yTphrBarma »KaHPOBCKIX Pa3/nKa, IIPelo3HAT/bIBOCTI
U IOXKMBJbaja y/Iore My3U4KuX npedepeHnnja y ceakogHeBHOM X1BoTy. C 0d3upom Ha
TO Jia je MCTpaXMBarbe CIPOBECHO Ha PeIATNBHO YCKOM K/IacTepy, a u cyfehn mo pesyn-
TaTnMa, 3a dyayha ncrpakuBarma My3MYKMX IpedepeHInja, y UCTPaKMBAYKM KOPITYC je
HOTPeOHO YK/BYUWUTH ¥ OCHOBHOIIKOJICKY ¥ CPEMIEbOIIKOICKM Y3PACT, HAPOUINTO Kafia Cy y
HUTakbY eI, TPEI U CIMYHM )KaHPOBU KOjU Cy MO KYIType MIajuxX. AKO yBaKumo byp-
JIMjeOBY OTIACKy Jia je My3MKa HETIOTPEIIVB MHANKATOP YKYCa, Tperopyka o1 cBakako duma
fla ce Y HOBUM UCTPaKMBABMMA, UM Y HACTABKY OBOT MCTPAXKMBalba, KOPUCTU IPUCTYII
MjeIIoBMTE METOAO/IOTHje (KOMOMHAIVja KBaTMTAaTMBHOT 1 KBAHTUTATUBHOT IPUCTYIIA).

KPeaTuBHOCTH, BjelITMHAMA 1 TalleHTMa Koje MMajy IIOTEHIIjasl 3a CTBApakhe PajHIX MjecTa
u doraTcTBa Kpo3 CTBaparbe U eKCItoaranyjy uHrenekryaasor pracaumrsa’ (Clark, UNDP &
UNESCO, 2013, str. 20).
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STUDENTS' ATTITUDES IN THE REPUBLIC OF SRPSKA
TOWARDS TRAP MUSIC: FROM DOMINANT NARRATIVES
TO CURRENT MUSIC PREFERENCES

(Translation In Extenso)

Abstract: Historically speaking, different musical genres have periodically been a
reason and a tool in the labelling of certain social groups, and recently, similar cautionary
narratives have been found in trap music as well. They range from concern for young
people’s tastes, values and understanding to a moral panic that requires the regulation of
public policies and the response of political actors. This observation of musical prefer-
ences is the result of a long-term understanding of cultural consumption through Pierre
Bourdieu’s theory of homology, where tastes appear as indicators of the status in society,
that is, they indicate social hierarchies in which those who consume elite culture are at
the top, while mass culture is reserved for the lower classes of society. As an alternative,
Richard Peterson’s theory of cultural omnivores and univores stands out in social sciences,
indicating the necessity of a wider contextual positioning of cultural consumption and its
perception in relation to other factors, thus showing that musical preferences can no longer
be used as unmistakable indicators of social power relations, but that the cultural capital
of those who are positioned higher on the social scale is reflected in the recognition and
consumption of a wide range of genres and different cultural products. This understanding
is complemented by the results of our exploratory research, which provide an overview
of social and cultural factors that shape musical affinities and create certain perceptual
frameworks regarding the trap genre. Research examines cultural and identity aspects of
musical preferences among the student population in the Republic of Srpska, focusing on
the phenomenon of trap music. The sample consists of 284 respondents (78.52% female
students and 21.48% male students of the University of Banja Luka and the University of
East Sarajevo). Through quantitative methodology, which included an online survey of the
convenience sample, the goal was to uncover how dominant social narratives about trap
music are reflected or challenged within the student community. Although the research
has shortcomings (in terms of the non-representative sample and the necessity of using
a local method), preliminary findings indicate that music preferences depend on a wider
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socio-cultural context, that the student population cannot be viewed homogeneously and
that listening to trap music is part of a life stage (early youth). In addition, it is important
to conclude that the audience of this genre separates reality from artistic expression, but
also recognizes the dominant capitalist dimension of the music industry.

Keywords: trap, students, music preferences, cultural consumption, dominant nar-
ratives, cultural omnivores

INTRODUCTION

Throughout history music has proved to be an important anthropological category
by offering valuable insights to science about the evolution of man and society, identity and
culture (Rasi¢, 2016). It appears as a means of communication even before the development
of language, and later on it reflects unique cultural and religious traditions of various social
groups and performs important social functions (integration, cohesion, sharing of values)
through rituals and ceremonies (Cukovi¢, 2019). Within the work sphere, as well as free
time, music has contributed to the shaping of individual and group identities, as well as to
the expression of political beliefs, which is particularly manifested through various subcul-
tures. It appears as the key component in individual and collective social situations, while
numerous studies have corroborated the connection of music with emotional, cognitive and
social features which determine music preferences, but also vice versa — which point to the
preferences and tastes for certain music genres (Pavlovi¢, Benakovi¢, Prpa & Wertag, 2017;
Spasi¢, 2013; Rentfrow & Gosling, 2006; 2007). Studying music in social sciences also points
to its transformative role in relation to cultural changes such as globalization, migration and
technological progress, which affect the manner of music being created, shared and consumed.
According to some studies, we must not ignore either the fact that music is an exceptional
tool of cultural diplomacy, a soft power instrument within which the exchange of ideas, art,
language and similar elements of a culture strives to ensure support through political goals
of other cultures and nations, which is particularly proved by the spread of jazz and rock-
and-roll (Vuceti¢, 2019). Equally, there is also a series of stereotypes which are associated
with certain social groups and music genres, ranging from labelling their social status and
intellectual achievements to racist and xenophobic characterizations. These phenomena have
initiated the exploration of the relation of preferences for certain music genres with a wide
range of variables: socio-demographic characteristics and personal features (Bogt, Canale,
Lenzi, Vieno & Van den Eijnden, 2021; Pavlovi¢, Benakovi¢, Prpa & Wertag, 2017; Bennett,
1999; Dragicevié¢ Sesi¢, 1994), the position in the social structure (Bourdieu, 1979; Peterson,
1992; Peterson & Simkus, 1992; Peterson & Kern, 1996; Chan & Goldthorpe, 2004; 2005),
identities (Hall, 1980), as well as with consumer habits (Burkhalter & Thornton, 2014).

In this paper, we will look particularly at the phenomenon of trap music, a subgenre
of rap, which appeared in the early 1990s in the poorest settlements of Atlanta, USA. This
region is known as the home of the so-called trap houses - the places, i.e., deserted houses
in which drugs are produced and sold, and where consumers feel “trapped”, speak their own
jargon and stay outside the boundaries of the system. Trap music has made quite a remark-
able success among younger generations, both in terms of the audience and in production,
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while its influence has spread from Atlanta and the US South, via Latin America, to Europe
and Asia. This subgenre developed from gangsta rap, transforming it into a new subculture
different from original hip-hop (influenced mostly by rap as a music genre), but also shaped
by its style and aesthetics, the abandonment of engaged poetics and rhyme, with the more
pronounced use of darker music tones, ample use of electronic rhythms and sound-correction
software (Kreho, 2022). The key role in the distribution and popularization of trap music was
played by the artists such as Future, Migos, Gucci Mane, Fetty Wap and 2 Chainz, as well as
the producers, for example Shawty Redd, Mannie Fresh, Zaytoven and Tony Fadd (Besora,
2020). What these artists bring, characteristically of the trap genre, is the unconventional
language which involves the destruction of language norms, mixture of different local and
global effects, slang and other variations of street language, and also the “aesthetics of the
ugly” (Sunajko, 2018), originating from the drug-trafficking underground in the USA, which
is associated with the Spanish “quinqui” film from the 1980s, going from camp, a deliberately
ugly and unstable style to the most commercial kitsch (Mili¢, 2022; Besora, 2020).

Trap music brings contradictions in messages — on the one hand, gender roles are
examined, sexism, racism and misogyny issues are criticized through female performers,
while, on the other hand, criminogenic and pathological behaviour is popularized, negative
stereotypes and female body objectification are encouraged and — what is particularly inter-
esting to us — consumption and possession of luxurious brands is placed on the pedestal of
success labelling in modern society. The interest of both the audience and the researchers
in this genre derives mostly from the success in combining apparently disparity elements
of genres and cultures, while the importance is reflected in it representing the proof of the
unstoppable globalization process. Great fashion brands use this music trend, which gave it
an even greater impetus, but also made it part of mainstream culture, since the best-known
luxurious brands become status symbols in trap music, either through criticism or through
popularization. In the territory of former Socialist Federal Republic of Yugoslavia, as well
as in the broader region, the combination of elements of the prevailing new-fangled folk
music, or “neofolk” (Dragicevi¢ Sesi¢, 1994), better known as turbo-folk, and the trap genre,
has created a subgenre known as “trap folk” (Imamovi¢, 2019), which (judging by views
on the major platforms for music streaming, but also by solo and festival performances
that gather large audiences) records large popularity in this region. Through trap folk, we
witness the revival of the elements marking the creation of turbo-folk in the 1980s and
1990s: between globally recognizable samples, oriental sounds are built in, and aesthetic
degradation is promoted following the example of show business stars. In addition, there is an
evident desire to connect with the well-known legacy of mass culture in a domestic manner
through homages to famous turbo-folk songs. In combination with retro trends in modern
industry (if it is possible to separate fashion industry from music and film industries) and
trap rhythms, Generation Z destroys the concept of young people’s subculture, taken up by
global consumerist styles supported and exploited by social media and new technologies.

All this has led to an accusatory narrative in the media, where concern is expressed
(and partly moral panic as well*) about the values and social development of young people

2 Kenneth Thompson, a British sociologist, offered one of the key frameworks for understanding

moral panics in his Moral Panics from 2003. Moral panics do not reflect real threats, but are socially
constructed phenomena. Media, politicians and other actors in power positions play a key role in
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who are considered the dominant audience of this genre (Imamovi¢, 2019). The holders of
public political functions, apart from clearly expressed disapproval and condemnation of
trap-folk music, particularly because of “endangering traditional values”, and “behaviour
at events’, have prohibited organizing and holding trap concerts (Vujinovi¢, 2023; A new
shock after the “roll call”, 2023). These events also initiated a number of debates in the
media (Mitrovi¢, 2023) and raised the questions regarding the connection between dom-
inant music genres and social pathology, which have become part of a wider discussion
about mutual influences of the media and social anomalies. The attitudes expressed about
the trap genre are largely similar to the attitudes and opinions present in the criticism of
turbo-folk music (Dragiéevi¢ Sesi¢, 2018; 1994), and they may be seen in relation to the
universal critical narrative that also characterized the moral panic in Great Britain in the
1960s, when youth subcultures came into conflict (Thompson, 2003). Fashion aesthetics
had a secondary role, as an expression of belonging and identification, in relation to the
value aspect and orientation towards violence and intolerance regarding other subcultures.
We do not find the above-listed within the trap genre, characterized by conformism and
materialism, as well as rejection of all non-material values and critical opinions, which is
identified as a reason for concern.

THEORETICAL RESEARCH FRAMEWORK

In the 1970s and early 1980s, the approach to the explanation of the connection between
young people, style and music taste was often based on the subculture theory developed by
the Birmingham-based Centre for Contemporary Cultural Studies (CCCS). However, this
approach became the object of criticism, while the term “subculture” remained present in
conflicting discourses. Andy Bennett points to the need of developing an alternative theo-
retical framework which would enable understanding fluid and changeable sensibilities of
style, characteristic of the young people’s culture after the Second World War. According
to Michel Maffesoli’s tribe concept, Bennett (Bennett, 1999) claims that groupings, tradi-
tionally seen as subcultures, should be observed as temporary gatherings with changeable
boundaries and membership. This viewpoint is supported by the empirical evidence from
the ethnographic study of urban dance music in Newcastle, which illustrates the eclecticism
of post-war culture of young people and imposes the need for revising the understanding
of the relationship between style, music taste and collective connection. British studies of
young people put the emphasis on the connection between “deviant” sensibilities of young
“gangs” and the localities from which they originated. However, the approach of the CCCS,
which interpreted subcultures as young people’s collective reaction to structural changes,
generates conceptual problems. Among other things, there is a question of objectivity and
inability in the empirical verification of rigid divisions and social categories of subcultures.

their creation and enforcement. Media have a leading role in the amplification of fear, creating a
“spiral of meanings” and thus leading to public hysteria and overpronounced reactions. Moral panics
often focus on certain social groups (young people, immigrants, subcultures), while political elites
often instrumentalize that situation for the purpose of legitimizing repressive policies and diverting
attention from actual social issues.

66



Socioloski pregled / Sociological Review, vol. LVIII (2024), no. 1, pp. 48-83

The criticism of CCCS points to the need for an alternative theoretical model. The “neo-
tribe” concept developed by Maffesoli suggests that young people are more temporarily
included in different groups, which is reflected by modern consumer society. An individual
is constantly transformed and goes from one group to another, making subcultures unsta-
ble and changeable. The need for a new theoretical framework becomes evident in order
to better understand the complex relationship between young people, music and style in
modern society (Bennett, 1999).

A shift in thinking about the influence of disseminated media message was made by
Stuart Hall (Hall, 1980). This sociologist and culture theoretician, whose essay “Encoding/
Decoding” is a major contribution in the area of the analysis of media and communication
processes, considers the manners of interpreting cultural contents, including music, within
the social context. According to this theory, coding refers to the manner in which producers
of media contents, such as songs and music clips, shape and transmit certain messages and
meanings through them. However, Hall stresses that audience plays an active role in the
process of decoding such contents and in allotting meanings, which may be affected by its
values, experiences and social position. Through this theoretical framework, researchers
may better understand how music contents travel through society, how they are shaped,
but also how they are interpreted and consumed by individuals at an individual level. Hall’s
criticism of the mass communication model enables the perception of the dynamic com-
munication process between producers and consumers of cultural contents, which may be
crucial for researching music preferences and the manner in which music shapes identities
and social relations. In addition, this approach also provides insight into potential conflicts
and misunderstandings that may arise among different social groups in interpreting music
messages and symbols.

Accepting this attitude, in which the role of the audience is seen as an important
variable in the evaluation of the dominant tastes in culture, it is essential to mention Pierre
Bourdieu, who studied how taste is formed and used as a means of social differentiation.
According to Bourdieu’s homology theory, taste is not only a matter of aesthetics, but also of
social relations of power. Through the cultural capital concept, he points out that education,
art and music preferences may serve as symbolic resources which enable individuals to
be distinguished or associated with certain social classes. Through this framework, music
taste becomes a manner in which individuals show their social status, but also the manner
in which they reproduce social hierarchies (Bourdieu, 2013). Subsequent analyses of cul-
tural capital indicate the importance of differences in cultural resources between different
social groups. Lamont and Lareau (Lamont & Lareau, 1988) deal with “allusions, gaps and
glissandos” in theoretical trends regarding cultural capital and they point to the complexity
and dynamics of this concept. What they particularly emphasize is the need for analyzing
the legitimate culture through separating cultural goods, i.e., cultural symbols that may be
bought, and those acquired through cultural heritage, or through socialization (Lamont &
Lareau, 1988, str. 163). Connecting their work with Bourdieu’s theory and the “omnivore”
concept of Peterson and Simkus (Peterson, 1992; Peterson & Simkus, 1993; Peterson & Kern,
1996) helps us to understand how music tastes and preferences cannot be simply reduced
to the question of class or education, but are the result of a complex interaction between an
individual, society and culture. We would like to note that Peterson and Simkus introduced
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the concept of a cultural “omnivore” as an opposite to a traditional “snob”. The results of
their empirical research, as well as the subsequent research by Peterson and Kern, indicate
that snobs are persons who prefer high art and avoid popular culture, while omnivores
have a wide range of music preferences and are familiar with various music genres. This
change in musical taste shows the change in the manner in which people consume culture
and how they value it. In the context of Bourdieu’s theory, this may point to the gradual
democratization of cultural capital, where breadth and variety of music preferences become
more important that the traditional hierarchy of tastes (Peterson & Kern, 1996). In addition
to this, we would like to pose the question as to whether, depending on different life stages,
the domination of one (music) taste over others changes as well.

In their paper, Burkhalter and Thornton give an important analysis of inserting brands
in hip-hop music clips by considering how commercial messages are incorporated in hip-
hop culture through music video-contents. Their ideas are relevant from the sociological
perspective because they point to a latent dimension of their discovery, i.e., the existence
of an interaction between consumer culture and music expressions. Showing how hip-hop,
as a dominant genre, may be used for the promotion of brands and commercial products,
they further stress the influence of music on the formation of identities and consumer’s
attitudes, particularly among young people, through the use of products as communication
tools (Burkhalter & Thornton, 2014, p. 370). The integration of brands in music clips not
only reflects the economic value of hip-hop culture in marketing, but also points to the
changeable nature of music and cultural expressions in modern society, where boundaries
between art, culture and the commercial are becoming increasingly intertwined.

METHODOLOGY

Based on the literature overview above, we decided to conduct reconnaissance
research and analyze and interpret how the trap genre is positioned in a broad spectrum
of music tastes and how it reflects social trends. The research is based on the following
research questions: “What are young people’s music preferences?”, ,How popular is trap
music among young people?” and “Does trap music affect consumers’ habits?”. The target
population was made of the students of two universities: the University of Banja Luka and
the University of East Sarajevo (N = 284). This target group was chosen taking into account
due to the specific interest in researching music preferences in younger population, as well
as for practical reasons — they are easily available, since at their universities they regularly
use e-mail communication and other online communication platforms.

We collected data by an online survey. The questionnaire is designed so as to contain
a total of 28 questions, including the open-ended and closed-ended ones. Open-ended
questions enable the respondents to express their opinions freely and to provide detailed
information, particularly in the segment where they are asked to express their observations
regarding trends in fashion and music industries. We applied the snowball sampling technique
in the distribution of the survey, whereas the initial sample was found by dissemination
on social media. This ensured a quick and broad distribution of the survey among student
population. The survey was conducted during March 2023.
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From Table 1 we may see that the majority of the respondents are female, with the
percentage of 78,52%. Male participants account for 21.48% of the sample. By their age
group, most respondents are between 21 and 23 years old (44.37%), followed by slightly
under 35% of the respondents in the age group 18-20, which meets the expectations having
in mind that the respondents are students of the first and second cycles.

Slightly under 60% of the respondents live in town, while the largest number of them
say that they study the area of social sciences (74.65%), followed by humanities (15.49%),
engineering and technological sciences (5.28%) and other sciences (under 5%). The prev-
alence of social sciences and humanities among the respondents may be explained by a
somewhat larger interest in the research topic, as well as by the fact that the distribution by
the snowball method definitely led to the survey being distributed among acquaintances,
colleagues and social groups with which the respondents share their interests. Most respond-
ents are the first-year students (35.21%), then those in the second year of study (22.18%)
and, as we move towards the higher year of study, the share of the respondents decreases.

In the data analysis we applied basic descriptive statistical indicators. After the distri-
bution normality check (by Shapiro-Wilk and Kolmogorov-Smirnov tests) and finding the
uneven distribution of the data about listening to trap music, we opted for non-parameter
methods of the analysis. Non-parameter tests of differences and associations, i.e.., inferential
statistics were conducted: chi-squared text (hereinafter: x2 test) and Cramér’s V-coefficient
for nominal variables and Spearman’s rank correlation coefficient (rho).

RESULTS

In the questionnaire we checked how often the students listened to different music
genres (the offered options were classical, pop rock, electronic/dance, punk, heavy metal,
turbo-folk, ethno, r&b/soul, hip-hop/rap and trap music®). As we can see from Table 2,
most respondents often listen to pop music, as well as to rock, whereas the majority of them
listens regularly to rock music. Heavy metal and punk genres are listened to on the smallest
scale (almost 60% of the respondents never listen to heavy metal, while approximately
50% never listen to punk). Hip-hop/rap record high popularity of this genre among the
respondents. On the whole, from these data we may conclude that pop, rock and hip-hop/
rap are the genres most frequently listened to by the respondents.

It is interesting to look at the results for turbo-folk and trap genres. Only 23.94%
of the respondents never listen to turbo-folk, which shows that most respondents have
listened to this genre at least at some point of time. It is rarely listened to by 12.32% of the
respondents, while almost the same number of the respondents, or 23.59% and 20.77%
of the respondents respectively, listen to it several times per week and every day, which
indicates that the respondents have different preferences when it comes to this genre, but
in general they listen to it quite often. Trap music is never listened to by 30.99% of the re-
spondents, which is a higher percentage in comparison to turbo-folk. It is rarely listened to
by 25% of the respondents, several times per month by 18.31%, while 12.68% and 13.03%

> Although trap is a subgenre of rap, in this paper we had a special focus on trap and that is why

we have distinguished it.
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of the respondents listen to it several times per week or every day respectively, so that we
can conclude that there is a variety in the respondents” preferences regarding this genre.
Considering these data, we can conclude that, although both genres have their fans who
regularly listen to them, turbo-folk seems to be slightly more popular among the respondents,
having in mind the larger number of the respondents who listen to it several times per week
or every day. On the other hand, trap records a higher percentage of the respondents who
never listen to it, but there is still a significant number of those who regularly listen to it.

When it comes to the formation of taste, it is important to examine to what extent a
certain genre is known to the audience and/or the respondents. As for the trap genre, most
respondents answered that they were sufficiently familiar with this genre so that we could
take into account their assessments given in the questionnaire (Table 3). Besides this ques-
tion, in the following two we applied the method that is on the trail of music elicitation and
is used in qualitative research when the respondents (particularly young ones) may find it
problematic to articulate their experiences and observations (Dos Santos & Wagner, 2019): the
respondents listened to two songs of domestic and foreign trap performers*, while their task
was to listen to the songs, to assess their enjoyment and whether they were already familiar
with the songs. As for the song by the domestic trap performer, almost one quarter (26.8%)
gave it the lowest grade, while only 12.3% of them gave it the highest grade. Most respond-
ents (82.7%) were familiar with this song before the research. As for the foreign performer’s
song, the emphasis was on the mean values, but it should be noted that only 42.3% of the
respondents were already familiar with the foreign song in comparison to the domestic one.

When it comes to the enjoyment of listening to trap music on the scale 1-10, where 1
means that the respondent does not enjoy it at all, and 10 that he/she enjoys it very much,
the results show that the largest number of the respondents (15.1%) do not enjoy listening of
trap music at all. The standard deviation (¢ = 2,818) indicates that the respondents’” opinions
about trap music are rather divided. Almost half of the respondents (44.1%) expressed a
positive opinion about trap music, grading it above average value on the scale from 1 to 10
(Table 4). This shows that, although the average ranking of enjoyment in listening to trap
music is 4.94 (which is near the mean value of the scale), there is a significant number of
the respondents who express a higher degree of enjoyment in this genre. When it comes
to visiting trap music concerts or festivals, more than 60% of the respondents have never
attended such an event, while slightly under 30% of them have.

Among the respondents who expressed their opinions about lyrics in trap music, the
largest number of them (43.66%) had a negative attitude. There is almost an equal number
of those who said that they did not pay attention to lyrics (39.44%). On the other hand, only
16.90% of the respondents expressed a positive attitude about lyrics in trap. With x = 1,77
on the scale from 1 to 3 (1 = I don’t pay attention to them, 2 = I don’t like them, and 3 =1
like them), we observe the tendency towards a neutral or a negative attitude towards lyrics
in trap music.

* For checking the recognition of a genre and in addition to the clarification what is understood

under the trap genre in this research, the instrument includes two questions (with links to the songs),
where we offered the song of the most popular regional performers as representatives of this genre -
Jala Brat, Buba Corelli and Senidah, and the song of the bands Migos and Drake as the most popular
global performers.
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Apart from the general opinion about lyrics in trap music, we were interested in the
attitude towards the dominant themes in the trap genre. The respondents assessed certain
themes on the scale which are shown in a partly jargon manner so that they most closely
reflect statements, stereotypes and controversies in trap music and the identities built by trap
performers by using them (Table 5). As for the statement that life in poverty and destitution
brings a valuable experience, 38 respondents (13.38%) believe that trap music completely validly
shows real life, while 112 of them (39.44%) think that it partially shows reality. This indicates
that there is a certain amount of scepticism among the respondents about the extent to which
this aspect of trap music is a reflection of reality. Similarly, when we look at the attitude about
the only road out of poverty is through crime, 49 persons (17.25%) see it as complete truth
in trap music, while most of them (42.61%) thin that the statement does not reflect reality.
This may infer that many of them recognize this theme as exaggeration within the genre. It
is interesting to note that 76 respondents (26.76%) think that trap music completely truly
shows the idea of society appreciating individuals only through their material wealth, while
103 of them (36.27%) see it as partly true. This suggest that materialism is a dominant theme
which is close to young people through trap music. Regarding the theme about “our people”
abroad who are involved in crime, the largest number of the respondents (47.90%) believe
that trap music does not depict real life, which may indicate that many of them recognize this
statement as a stereotype or exaggeration. On the whole, while some aspects of lyrics in the
trap genre are an accurate representation of reality to some respondents, many of them see
certain topics as exaggerated or as something that does not reflect everyday life.

Among the students who regularly listen to trap music, as many as 78.4% of them
most often use YouTube for listening to music, while Spotify is the second most popular
choice with 18.4%. When we look at those who rarely or never listen to trap music, there
is a similar pattern. Most of them also prefers YouTube. Other platforms, such as Apple
Music, Deezer, SoundCloud etc. are not so popular among the respondents.

From Table 6 we can conclude that persons from the younger age group (18-20)
more often listen to trap music on a daily basis, while persons from the age group 21-23
more often state that they listen to trap music several times per month, per week or rarely.
The persons who say that they never listen to trap music are also most often from the age
group 21-23 (persons from the age group 21-23 account for the largest percentage in the
sample). x2 test in Table 3 shows us that that the value 1 (significance) is 0.443, which is
larger than the usual significance threshold of significance of 0.05. It means that there is
insufficient evidence for rejecting the zero hypothesis and conclude that there is a signif-
icant correlation between two variables. Therefore, on the basis of this test, we cannot say
that there is a statistically significant correlation between the age group and the frequency
of listening to trap music, although at first sight the overview of listening to this genre by
age groups can point to it. The same is proved by Cramér’s V-coefficient (0.119), which
shows a rather weak correlation. The significance of 0.443 (higher than 0.05) means that
the correlation is not statistically significant.

Men more often state that they “never” listen to trap music. In contrast, women tend
more to listen to trap music several times per month in comparison to men (Table 7).
Moreover, X2 test in this case shows that the asymptotic significance is 0.029, which is under
the significance threshold of 0.05. It means that we have sufficient evidence for rejecting
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the zero hypothesis and for concluding that there is a significant correlation between the
respondents’ gender and the frequency of listening to trap music. It is also important to note
that no cell (0%) has the expected number under 5, which means that the test is reliable.
Cramér’s V-coefficient, shown in Table 7, gives the coefficient of 0.195 and thus points to
a weak to moderate correlation between the gender and the frequency of listening to trap
music. The significance of 0.029 (under 0.05) confirms that this correlation is statistically
significant. Namely, on the basis of X2 test and Cramér’s V-coefficient, we can say that there
is a statistically significant, but weaker correlation between the respondents’ gender and
the frequency of their listening to trap music.

The students from different fields of study have different habits when it comes to
listening to trap music (Table 8). A large number of students (44%) listen to trap music
several times per month, several times per week and every day, while the largest share among
them is of those who study social sciences and humanities — 31% of the students never listen
to trap. Although trap is often listened to by the students of social sciences, a significant
number of the students of engineering and technological sciences also listen to this type
of music several times per week (26.7%). According to x2 test and Cramér’s V-coefficient,
it may be concluded that there is a statistically significant, but weaker correlation between
the field of study and the frequency of listening to trap music.

Since the previously presented overview of individual variables does not point to any
significant correlation of independent variables (socio-demographic data) and listening to
trap music, we conducted univariance and multivariance tests (ANOVA® and MANOVA®),
where we analyzed the effect of independent variables, such as gender, age group, place of
residence, field of study and completed secondary school, on the music genre preferred by
the students, with a special focus on trap music. The results of these analyses confirm that
there are no specific inclinations towards trap music based on these independent variables.

The analysis of the frequency of listening to trap music in relation to the type of the
completed secondary school shows the following: among those with a grammar school
degree, 44% of them regularly listen to trap music (several times per month, per week or
every day). On the other hand, 31.9% of them never listen to this type of music. The stu-
dents who have completed a four-year vocational technical school regularly listen to trap
music on a larger scale (43.4% of the total number of the respondents from this group),
approximately one quarter (25.9%) of these students rarely listen to trap music, while
30.7% of them never listen to trap. According to x2 test and Cramér’s V-coefficient, it can
be concluded that there is no statistically significant correlation between the type of the
completed secondary school and listening to trap music.

Most students who listen to trap music, regardless of the frequency, say that their
family has to a certain extent influenced their music taste (Table 9). However, the x2 test
results show that there is no significant correlation between the family’s influence on music
tase and listening to trap music. According to the results of Spearman’s rank correlation
coefficient (rho), it can be concluded that there is no significant correlation between listening
to trap and the family’s influence on someone’s music taste. The value of the correlation

> Age group: F(4) = 1.303, p = .270; Gender: F(1) = .581, p = .447; Place of residence: F(2) = 2.280,
p =.105; Field of study: F(5) = .940, p = .456; Type of secondary school: F(3) = 1.207, p = .308.
¢ Multivariance results: Wilks' Lambda: .918; F(20, 810) = 1.899; p = .013; Partial Eta Squared = .045.
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coefficient is 0.023, which points to a weak correlation between these two variables and,
moreover, p-value is 0.704, which confirms that the correlation is not statistically significant.

Most students who regularly listen to trap music say that their friends have to a certain
extent influenced their music taste. x2 test shows no significant correlation between the
influence of the friends on someone’s music taste and listening to trap music. According to
the results of Spearman’s rho, it may be concluded that there is a statistically significant, but
weaker correlation between the frequency of the respondents’ listening to trap music and
the influence of their friends on their music taste. The coefficient value of .120 points to a
weak positive correlation, which means that the more friends influence the respondents’
music taste, the more likely it is that the respondents will more frequently listen to trap
music. However, it should be noted that although the correlation is statistically significant
(p = .043), it is still weak and that is why it is necessary to exercise caution when drawing
conclusions about practical significance of this finding (Table 10).

We particularly examined the circumstances in which the respondents listen to music,
while for this paper, in line with the specific interest in consumers’ habits, we distinguished
the results about listening to music while shopping (Table 11). By intersecting the recoded
variables “Listening to the trap genre” and “Listening to music while shopping”, it may be
seen that, among the respondents who regularly listen to trap music, 20.8% of them often
listen to music while shopping, while 20% of them always do it. In essence, it means that
40.8% of the respondents who regularly listen to trap music also frequently or always listen
to music while shopping. This may indicate that among trap music fans there is a certain
inclination towards using music as an accompaniment during shopping. In addition, more
than 40% of the respondents answered that music they listened to somewhat and much
affected their fashion choices, and if we look at the structure of the respondents who gave
these answers, half of them (48%) are the respondents who regularly listen to trap music.

In the analysis of consumers’ habits related to listening to music, our questionnaire
included a series of questions about the respondents’ perception of fashion brands, their
popularity and trends, as well as the influence of trap music on the recognition and asso-
ciations of certain brands. We posed the following questions to the respondents, whereas
they marked the ones corresponding to their experience: Have you ever bought any clothes
or accessories which are related to a trap artist?, Have you ever bought a product because it
is promoted by a trap artist?, Are you more likely to buy a product in case it is promoted by
a trap artist?, Do you think that trap music influences what products will become popular
or trendy?, Are you more likely to buy a product from the company that uses trap music
in its advertising?, Do you think trap music affects buying habits and popularity of certain
brands? These questions have been devised so as to give insight into how the consumption
of trap music can be related to the creation of certain consumer preferences and attitudes.

Most respondents who regularly listen to trap have not bought any clothes or accessories
associated with a trap artist (72.8%), or any products promoted by trap artists (84.8%). Only
13.6% of the respondents who are regular trap listeners say that they are more likely to buy
a product if it is promoted by a trap artist. Although most of them expressed a belief that
trap music influences what products will become popular or trendy (66.4%), but 67.2% of
them answered that they were not more likely to buy a product of the company using trap
in its advertising. In line with the opinion about the influence of this genre on trends, most
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respondents who regularly listen to trap (65.6%) think that trap music influences buying
habits and popularity of certain brands.

In our survey, the respondents were asked to list fashion brands that associated them
of trap music. The results show that there were no problems in listing at least one luxurious
brand associated with trap. The most frequently listed was Gucci, a luxurious fashion brand
which was associated with this genre by 42 respondents. Thirty participants mentioned
Balenciaga as a brand synonymous with trap music and, although it is primarily known as
a sports brand, Nike is the third most frequently associated brand (28 mentions). As proof
of the association of trap music with luxury and opulence, Prata has also been mentioned,
though less frequently — by only 8 respondents. The prominence of luxurious brands in
the respondents’ answers emphasizes the cultural connections of trap music with wealth,
fashion and lifestyle.

DISCUSSION

The overview of the processed results enables us to perceive the consumption of mu-
sic contents of the student population through two dimensions: the first refers to general
preferences, which can in one part be connected with the theoretical framework of the
paper and previously conducted research about young people’s music preferences, and the
second dimension which provides a special overview of trap consumption in comparison
to the dominant narratives about this genre.

First, when it comes to music preferences, there is a large division in favouring genres,
with a slightly higher rate of listening to pop and rock genres, while the popularity of trap
music is at the popularity level of the turbo-folk genre. There is no significant difference
in music preferences in relation to most socio-demographic variables, except for the place
of residence. The students living in urban environments had different music preferences
from the students living in rural environments. This can be explained by larger access to
cultural contents in urban areas, as well as by different social and cultural influences in
various environments. If we look at the results from the perspective of Bourdieu’s homology
theory, although the respondents’ material status has not been examined (since this is the
student population which is unemployed in most cases), we can see that high culture is not
identified as a social status marker, but the results are much more in favour of the theory
of omnivores and univores, with the changeability in relation to some other variables, such
as broad offer of music genres, technological progress and availability of global products
of music consumption. Since this is diverse student population, of significance is also
Bennett’s observation of young people through “neo-tribes’, i.e., temporary gatherings with
changeable boundaries and membership, where we also see that this population cannot be
observed homogeneously, but that social changes bring heterogeneity in tastes and habits,
stimulated by the cultural dynamics and search for new identities.

The second dimension refers to the popularity of trap music and the perception of
reality of its listeners. The results indicate a similar status of trap music and turbo-folk in
the context of the popularity of these genres. Earlier research of turbo-folk and its value
orientation (Dragiéevi¢ Sesi¢, 1994), which warned not only of the creation of a visual
aesthetic that further contributes to the (self)limitation of the Orient vs. the Occident
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(Said, 2008), but also of the identities that provide frameworks for populist practices and
other conformist behaviours, can be seen through the prism of trap music, in the domain
of materialistic culture. Although the reception of turbo-folk music was reserved for less
educated classes of population, different age groups, when it comes to trap, the results show
that of all the examined socio-demographic variables, only the age group correlates with
listening to this genre. In comparison to older ones, younger age groups (18-20) answered
that they listened to trap music every day. The tendency of never listening to trap music
increases with someone’s age, which is shown by the indicator that the age group 24-26
rarely listens to trap music every day (only 5% of this segment of the respondents). With an
increasing number of years, the tendency towards listening trap music decreases. This trend
is particularly pronounced in the age group 27-29, where 50% of the respondents never
listen to trap music. In contrast, rock music, for example, maintains a relatively consistent
listening rate among age groups, with an increase in everyday listening in the age group 30+,
where we notice that this genre is recording a more permanent appeal, i.e., wide accept-
ance. This may mean that, although trap music is characteristic of modern youth culture,
rock music has a timeless appeal. Since neither univariance nor multivariance analysis has
shown the correlation between socio-demographic indicators and listening to trap music,
we may assume that listening to this genre is part of the life stage characterized by an om-
nivorous style of consuming cultural contents. It is important to understand that cultural
consumption does not imply only the aspect of listening to certain genres, but also being
familiar with and informed about them. This conclusion is also corroborated by the results
showing that young people are much more familiar with the trap genre contents, informed
about the performers and able to distinguish that genre from the related ones, than they
actually listen to it in their free time (of particular importance is the fact that more than
60% of the respondents have never been to a trap performer’s concert). In other words, the
results indicate that young people are not an active audience of the trap genre to an extent
assumed by us (in terms of their using their own resources for listening trap music), but
they are exposed to its influence and familiar with its content and popularity. There is also
an important finding that they clearly separate the artistic (music) expression from reality
in the majority of the proposed themes prevailing within the trap genre, which tells us that
there is an ongoing decoding of messages disseminated through these music contents. The
answer to the research question regarding the relationship between consumers’ habits and
listening to trap is obtained through a much more significant and broader result, which
is recognized as a dominant capitalist dimension of the music industry by young people,
in the context that for them trap authentically reflects the reality of materialistic culture
permeating everyday life, social values and benchmarks. What Lamont and Lareau showed
in their research can also be confirmed on the example of the students from the Republic
of Srpska — young people recognize cultural resources which may be obtained and, in
that way, they can improve their social status, which strengthens the current position on
the social ladder and increases visibility. The proved recognizability of fashion brands as
expressions of luxury, present in trap culture, is the finding which is compatible with the
research of Thornton and Burkhalter. The integration of these brands in trap culture reflects
a reciprocal influence of marketing messages and youth culture, and also shows mutual
integration of (music) art, modern neoliberal capitalism and fluid identities.
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CONCLUSION

Mutual global and local influences in a complex and dynamic process called “glocali-
zation” permeate each other and shape culture (Roberston, 1992). The effect of this process
is completely visible in the domain of music production and music consumption as well, but
that is not all - music (and music trends) is becoming a promoter of glocalization. While
global music genres and trends affect local musical scenes, local performers simultaneously
add traditions and cultural features of the local to the global music offer. In this way, music
constitutes a means of expressing and identifying various socio-demographic and interest
groups, but also points to complex cultural transformations of modern society. In consumer
terms, the trap genre in music reflects the essence of the idea of cultural industries’, i.e.,
it expresses the so-called “micromarketing” in economics: customizing and advertising
goods and services at the global or nearly-global level in the increasingly differentiated
and particular markets” (Roberston, 1995, p. 28).

Lately, the media discourse about trap music is often permeated by negative conno-
tations, thus creating an impression about potential harmfulness of this genre to young
people’s traditional values, which are observed from the perspective of official politics and
ideology, most often within national frameworks. Empirical data concurrently point to the
popularity of trap music in younger demographic segments. Youth subculture does not
exist as a unique concept, so, in analytical terms, but also as a recommendation for public
youth policies, it must be kept in mind that it is a diversified group with fluid identities, as
well as eclecticism in cultural practices. In societies with a high degree of social deviations
(corruption, devalued educational system and aggravated conditions for the survival of the
values promoted in humanistic culture), it is important to have an empirical confirmation
of the direct influence of any music genre on the formation of young people’s value systems.
On the basis of this paper, we cannot speak of the value orientations because they were
not the subject of research, but having in mind the concern permeating public narratives
about trap, we may say the following: seen from the viewpoint of the theory of omnivores
and univores, the diversification of music preferences may be an indicator of high social
and cultural capital. The students who show preferences for trap and/or knowledge about
this genre are not necessarily the advocates of trap culture, but instead they see it as en-
tertainment and amusement. Taking this into account, future sociological analyses should
be directed towards deeper understanding of the way in which young people interpret
and incorporate music genres in their identity constructions. Moreover, it is worth paying
attention to the matter of the way in which cultural capital will be transferred from one
generation to another, and in what life stages inheritance, i.e., parents’ capital, will play a
more important role than the objective factors placed in the focus of this paper.

Although we have emphasized that this is reconnaissance research, we should also
stress the faults we have noticed in data processing — quantitative methodology is limiting

7 Although cultural industries had a negative prefix for a long time, in the past decades there has

been a value shift towards this sector, particularly in the creation of cultural policies, implying that
“those industries with their own origin in individual creativity, skills and talents have the potential
for creating work places and wealth through creation and exploitation of intellectual ownership”
(Clark, UNDP & UNESCO, 2013, p. 20).
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in terms of precise determination of genre differences, recognizability and experience of the
role of music preferences in everyday life. Having in mind that the survey was conducted
on a relatively narrow cluster and also, judging by the results, for the future research of
music preferences, it is necessary to include the primary and elementary school age groups
in the research corpus, particularly when it comes to rap, trap and similar genres as part
of young people’s culture. If we take into account Bourdieu’s statement that music is an
unmistakable indicator of taste, it should be definitely worth recommending that new
research, or the continuation of this research, an approach of mixed methodology should
be applied (a combination of qualitative and quantitative approaches).
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APPENDIX / [TPMJIOT

Tabena 1. Oiiuc ysopxa (N = 284) | Table 1. Sample description (N = 284)

Bapwjabne/ Variables Kateropuwje Bapujabnu/ Variable categories n (%)
xeHcku/female 223 | 78,52%
Mon/Gender i
myLiKkn/male 61 |21,48%
21-23 rogmHa/years 126 | 44,37%
18-20 rognHa/years 98 |34,51%
Y3pact/Age 24-26 roguHa/years 40 | 14,08%
30+ roguHa/years 14 4,93%
27-29 roguHa/years 6 2,11%
ApywTBeHe Hayke/social sciences 212 | 74,65%
. XyMaHUCTUYKe Hayke/humanities 44 | 15,49%
O6nacT ctyavja
[Field of study NHXeHepcKe 1 TEXHOSOLLKe HayKe/ 15 5,28%
engineering and technological sciences
Octann/Other 13 4,58%
M / rpag/urban 167 | 58,80%
Jecto crarosarba npurpagcko Hacesbe/suburban settlement 68 | 23,94%
Place of residence
ceno/rural 49 |17,25%
Bara Jlyka/Banja Luka 143 | 50,35%
Mpe6usanuiute/ Mpwjepop/Prijedor 16 5,63%
Municipality JlakTawwn/Laktasi 15 5,28%
Opyro/Other 110 |38,73%

Tabena 2. Cnywarwe mysuxe tipema sanposuma / Table 2. Listening to music by genre

Hekonuko nyta | Hekonuko nyta
. . CBakKku
Hukapa/ | Pujetko/ MmjeceuHo/ cepmMnyHo/
KaHp/Genre . . ndaH/Every
Never Rarely Several times | Several times
day
per month per week
KnacunyuHa/Classic 28,52% 37,32% 18,31% 11,62% 4,23%
Mon/Pop 2,82% 11,27% 15,49% 35,92% 34,51%
Pok/Rock 12,68% | 20,42% 18,66% 25,70% 22,54%
Efeec’ﬂﬁ’ﬁ.”cfﬁiﬁ ‘i‘z“d 23,94% | 24,30% 22,18% 18,31% 11,27%
MaHk/Punk 49,65% 28,17% 11,27% 7,39% 3,52%
Xesu metan/Heavy metal | 59,51% 18,31% 9,15% 7,75% 5,28%
Typ6o-ponk/Turbo-folk | 23,94% 12,32% 19,37% 23,59% 20,77%
EtHo/Ethno 31,69% 29,93% 17,25% 15,49% 5,63%
féf//s C;’J’I” 39,79% | 22,89% 14,44% 13,38% 9,51%
)l_(l'l";hxé’;//r 'ZZ”/ 22,89% | 23,59% 17,96% 17,96% 17,61%
Tpen/Trap 30,99% 25,00% 18,31% 12,68% 13,03%
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Tabena 3. Yiiosuaitiociti ca iipei sanpom / Table 3. Familiarity with the trap genre

Konuko cTe yno3HaTu ca »kaHpom Tpen My3unke?

. . . n (%)
/How familiar are you with the trap music genre?
JoHeKne cam ynosHat/a/l am somewhat familiar 120 | 42,25%
BEOMa MU je No3HaTo/it is very familiar to me 98 34,51%
HVCam HapounTo yrno3Hat/a/I'm not particularly familiar 43 15,14%
H1CcaMm yorLuTe yrnosHart/a ¢ Tum »kaHpom/I'm not at all familiar with that genre 23 8,10%

Tabena 4. [Ipeineg konuko UCHUTHAHUUY YHUBAJY Y CIYWArLY THPel My3uKe
/ Table 4. An overview of how much the respondents enjoy listening to trap music

OujeHa/ Bpoj ncnutanuka (%)/
Grade Number of respondents (%)

15,1%

10,6%

12,0%

7,7%

10,6%

10,6%

12,3%

8,5%

O[O | N[OV | b WIN| =

6,0%

—_
o

6,7%

4,94

wn | X|

2,818

Taberna 5. IIpuxa3s oujere 6jepogoctiiojHOCTHU GOMUHAHTUHUX TeMa Y TUPel HaHPy
/ Table 5. Presentation of credibility assessment of dominant themes in the trap genre

>

P52 gEe 82 | 3

o 8 DV n s O i) <

SEof|8EE| S8 Zvo
BjepOIOCTOjHOCT y TPEN My3uLm g ES|S58%|a-2| &3
/Credibility in trap music & §§ 3 i 3 g § § e % §

2€832 35 3¢ s

gase|2gcalch s

£ E X< o8 v @ S

= E =N b T § ac
XKMBOT Y CPOMALUTBY U HEUMALLTUHN je TeXaK,
anu JoHocw BpujedHo UCKycTBo (n/%)/life in 38 112 94 40
poverty and destitution is difficult, but brings (13,38%) | (39,44%) | (33,10%) | (14,80%)
valuable experience (n/%)
jeovHY NyT yCnoHa oA cMpoMalUTBa fjo
6oraTcTBa je Kpo3 KpumMuHan (n/%)/the only 49 82 121 32
way to rise from poverty to wealth is through (17,25%) | (28,87%) | (42,61%) | (11,27%)

crime (n/%)
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XKEHe Cy yCMjepeHe CamMo Ha NMpOoHana)ehe

6oratux napTHepa (,cnoHsopyuue”’) (n/%)/ 63 92 96 33

women are focused only on finding rich (22,18%) | (32,39%) | (33,80%) | (11,62%)

partners (“golddigers”) (n/%)

ApywTeo he unjeHnTV nojegnHua camo

YKOJIMKO MOKa3yje KONMKo je MohaH Kpo3

HOBaL, 1 NyKCy3He 6peHoBe Koje nocjenyje 76 103 74 31

(n/%)/society will value an individual only if he (26,76%) | (36,27%) | (26,60%) | (10,92%)

shows how powerful he is through money and

luxury brands he owns (n/%)

)6/>KI/IBOTyj(? l-l/i/jl;/a)lr:Hl/lje cTuuaTn MaTeimjanHo 72 79 100 33
oraTtctBo (n/%)/the most important thing in

life is to acquire material wealth (n/%) (25,35%) | (27.82%) | (35,:21%) | (11,62%)

rby6aB floHOCK camo naThsy (n/%)/love brings 28 78 122 56

only pain (n/%) (9,86%) | (27,46%) | (42,96%) | (19,72%)

CUPOMALLTBA MMM TELLKOT XXMBOTa Ce YOBjeK

MOXE jeAVHO pUjeLnTI Tako un(o/?)/n)e/y 4 92 9 58

VHOCTPAHCTBO [ia XM1BU 1 paan (n/%)/a person

can only get rid of poverty or a difficult life by (14,79%) | (32:39%) | (32,39%) | (20,42%)

going abroad to live and work (n/%)

»Hawwm byan”y NHOCTPAHCTBY MOTY CaMo Aa

NoCTUrHy ycnjex 6aBehu ce KpumrHanom 34 53 136 61

(n/%)/"“our people” abroad can only succeed by (12%) (18,70%) | (47,90%) | (21,50%)

engaging in crime (n/%)

Tabena 6. Cnywarve iipeti sanpa y ogHocy Ha ciliapocy ipyiy, n (% og ciiapocre ipyiie)
/ Table 6. Trap genre listening by age group, n (% of age group) Top of Form

2y ©

38 S 2

3D~ 23 c & = = =

TELZ £X ¥ o S 58S Ed =

c =z c 2 ISR = o = = B =
Y3pact/Age 2S¢ sc2 23 2 > Sos g

g c S oo sz =] TS c z

230 gza TS I 5 @ 3 S

Sv e 32w S S = £

58 TEE = = =

x & .S

g < g
18-20 rogunHa/years | 25 (25,51%) 14 (14,29%) | 22(22,45%) | 20(20,41%) 17 (17,35%) | 100%
21-23 roguHa/years | 17 (13,49%) 14(11,11%) | 44(34,92%) | 35(27,78%) 16 (12,70%) | 100%
24-26 ropnHa/years 6 (15,00%) 6(15,00%) | 14(35,00%) | 12(30,00%) 2(5,00%) | 100%
27-29 ropnHal/years | 1(16,67%) 0 (0,00%) 2(33,33%) 2(33,33%) 1(16,67%) | 100%
30+ ropguHa/years 3(21,43%) 2(14,29%) 6 (42,86%) 2 (14,29%) 1(7,14%) | 100%

X2 =16.139a, p = 443
Kpamepos V / Cramers V = .119, p = .443
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Tabena 7. Cnywarve Wpeil #aupa y ogHocy Ha iion, uspasxcer y % og tionte ogpegruue
/ Table 7. Listening to the trap genre in relation to gender, expressed in % of the gender

determinant
c © < o O x = = _
SR 529 T g =
£ g 2 £gz 3 . - 3 S
Q¥ = 23 5 =) = I > £
4= HA3AQL | [Mon/Gender =29 szd g3 g g3 2
S3s s :c o} s s
U9 E ¢ 2E 5 g S
-BACK I g‘ = ag 8 =] 3
myLKkn/male 13,11% 9,84% 44,26% 14,75% 18,03% | 100%
xeHckun/female 19,73% 13,45% 27,35% 27,80% 11,66% | 100%
X2 =10.814a, p = .029
Kpamepos V / Cramer’s V = .195, p = .029
Taberna 8. Cnywarve ipeii sanpa y ogHocy Ha 0dnaciii ciliyguparea,
uspascer y % og odnacitiu / Table 8. Listening to trap genres in
relation to the field of study, expressed as a % of the field
© ‘_,E :S © r_e B4 — > z‘
= - O o (7] — () ©
Ezs|lesd 3 2 5 8
. owv = o c = =~ t
O6nacT cTtyaunja €35 2 35 5 S z > S
/Field of study =Zaol 232 = < = O z
C oy w O = o v () S B
aﬁ) U v 5 s = s = fxu &
22 Eg=| ¢ s | 8 8
Apyureere Hayke/Social 203% | 127% | 27,8% | 255%  13,7% | 100,0%
sciences
4= HA3AL
Xymanvcriie nayke/ 91% | 11,4% | 500% | 159% | 13,6% | 100,0%
Humanities
@ BACK

MHXerepcKe n TexHonowke
Hayke/Engineering and 6,7% 26,7% 33,3% 26,7% 6,7% | 100,0%
technological sciences

MomwonpuspenHe Hayke/

. A 0,0% 0,0% 0,0% | 100,0% 0,0% | 100,0%
Agricultural sciences

Mpuponte Hayke/Natural 400% | 00% | 20,0% | 40,0% | 0,0% | 100,0%

sciences
YmjeTHoCT/Art 0,0% 0,0% 0,0% 0,0% | 100,0% | 100,0%
YkynHo/Total 18,3% 12,7% 31,0% 25,0% 13,0% | 100,0%

X2 =32.965,p=.034
Kpamepos V / Cramer’s V = .170, p = .034
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Tabena 9. Yiniuyaj iiopoguue Ha My3uuKku yKyc y 0gHOCY HA yUeclanociii cryuiarba ipei
mysuxe / Table 9. The influence of the family on the music taste in relation to frequency of

Cnywatrse Tpen YTuuaj nopoguLe Ha My3uyKmM YKyc nucnmtaHuka/The influence of the
my3uke/Listening to family on the respondents’ musical taste
<«m HA3AL |trap LoHekne/ MHoro/ Huje ytnuana/lt had | YkynHo/
Somewhat Alot no influence Total
4@ BACK |PeposHo/Regularly 56 (44,8%) 16 (12,8%) 53 (42,4%) 125
PujeTko/Rarely 29 (40,8%) 2 (16,9%) 30 (42,3%) 71
Hukapa/Never 36 (40,9%) 14 (15,9%) 38 (43,2%) 88
YkynHo/Total 121 (42,6%) 2 (14,8%) 121 (42,6%) 284

listening to trap music

X2 =.886,p=.927
Spearman’s rho = .023, p =.704

Taberna 10. Yitiuyaj tipujaitieroa Ha My3sudku yKyc y 0gHOCY HA y4eciianociii Crywiarea ipei
mysuxe | Table 10. The influence of friends on the musical taste in relation to the frequency
of listening to trap music

Cnywatbe Tpen YTuuaj npujaterba Ha My3udKy yKyc ncnvtaHunka/The influence of

my3uke/Listening to friends on the respondents’ musical taste

trap [oHekne/ Mhoro/ Hwje ytuuana/lt had | YkynHo/
4= HA3AL Somewhat Alot no influence Total
@ BACK PegosHo/ReguIarIy 70 (56,0%) 18 (14,4%) 37 (29,6%) 125

PujeTko/Rarely 36 (50,7%) 8(11,3%) 7 (38,0%) 71

Hukapa/Never 39 (44,3%) 10 (11,4%) 9 (44,3%) 88

YkynHo/Total 145 (51,1%) 6 (12,7%) 103 (36,3%) 284

X2 =5.072,p =.280
Spearman’s rho = .120, p = .043
Tabena 11. Ilose3anociii cnywiarea wpeil Hanpa u cryuara
mysuxe itiokom kyiosune / Table 11. Correlation between listening
to the trap genre and listening to music while shopping

Cnywarbe Tpen Cnywatbe My3uKe TOKOM KynoBuHe/Listening to music while shopping

my3uke/Listening to : :

trap wecto/often HuKapa/ n0He|§ag/ pujeTko/ yBUjek/
@ HA3AD never sometimes rarely always

PepnosHo/Regularly 26 (20,8%) 13(10,4%) | 30(24,0%) | 31(24,8%) | 25(20,0%)
@ BACK PujeTko/Rarely 18 (25,4%) 3(18,3%) 17 (23,9%) 2(16,9%) 1(15,5%)

Hukapa/Never 14 (15,9%) 21 (23,9%) 20 (22,7%) 23 (26,1%) 10 (11,4%)

YkynHo/Total 58 (20,4%) 7(16,5%) | 67 (23,6%) 6(23,2%) | 46(16,2%)

X2 = 11.689,p = .166
Spearman’s rho = -.075, p = .209
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